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Our engineers are obsessed
with the little things because
they recognize the importance
of attention to detail. But lately,
they’ve become equally obsessed

stability, and offers a longer
soundboard lifetime. We’re so
pleased with this new design,
we’re now incorporating it into
all our grand pianos.

then terminated in equal length
offering improved sustain, pro-
jection and clarity.

Together these innovations

create an instrument with a rich,
full sound,
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with big things, and the result is
6'10" long. Our new G-208
grand is a departure for us and
represents the smallest and
largest of our latest innovations.
The G208 is a 610" grand
piano of an entirely new scale
design. It features our new
“Asymmetrically Crowned”
soundboard which places the
highest part of the crown in each
rib directly under the bridge
providing maximum support
under the downbearing pressure
of the strings. This new sound-
board design exhibits improved
power, projection and tuning

greatly

The G208
features a hard
brass bearing rod
in the Capo DiAstro
bar. Because steel

and brass are a self-
lubricating combination,

we've discovered a brass rod
offers better control of strings
during tuning. In addition, the
brass rod is easily replaced later
in the life of the instrument
eliminating the need for
reshaping of the capo bar.

We also took a close look at
our action and developed an
all-new action design which
improves response without loss
of projection or clarity.

Our new double duplex
system terminates the strings at
the rear of the bridge and near
the tuning pins with duplex
bars. Both duplex lengths of
the strings for each note are

improved
response
and a
remarkable
evenness
of tone
through-
out the
entire
range
of the
keyboard.
Our engineers
set out to design an
instrument offering out-
standing tone and performance
for the stage or studio. And we
think the Young Chang G-208
truly hits the nail on the head.

Because strings bear against o veplaceable
brass vod, tuning contvol is improved.

For technical information
on our new G-208 grand piano,
write to us at Young Chang
America, Inc., 13336 Alondra
Blvd, Cerritos, CA 90701. Or

The best the world has to oﬁ"er "
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This July, the PTG Council
will consider the following resolu-

Whereas the PTG Bylaws
state that the first priority is to provide
continuing education in order to
promote professional competency, and

Wherens this continuing
education then promotes technical
competency, benefiting all members as
well as consumers of our members’

ervices, and

Whereas PTG remains the
primary source of both entry level and
continuing piano technology informa-
tion for its membership, while other
industry sources of educational
opportunities are being forced to cut

PTG hereby accepts and endorses the
ollowing educational goals and
priorities:

e To define and promote
minitmum standards of professional

¢ To outline the curriculum of
study that leads to achievement of
those standards.

e To work with piano technol-
ogy schools, piano manufacturers, and
all subordinate bodies of PTG to
efficiently deliver educational pro-
grams based on that curriculum.

® To provide technical
information and business resources for
the members of PTG.

The debate of this resolu-
tion will actually be a policy

role in the education of piano
technicians. Most members say that
the greatest value of membership is
the learning and sharing of knowl-
edge; however, PTG has never
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identified itself openly as an educa-
tional organization. At this Council,
we will ask the question: is education
really PTG's first priority?

To answer this question to our
satisfaction, we must consider our
history, our industry, our economy,
and our intentions. Here are a few
points to ponder as you and your
chapter begin to consider this resolu-
tion and its meaning:

Most PTG programs are
education-oriented: the Journal, our
Institute, the RPT examination, our
publications and business aids.
Seminars, conventions, and chapter
meetings exist primarily to provide
educational opportunities. Tradition-
ally, some have said that our role is to
provide continuing education only,
that beginning technicians should find
basic education elsewhere. However,
the reality is that many members join
PTG to learn the trade. This has
always been the case, and may be an
increasing trend. The number of
technicians who have received all of
their piano technology training
through PTG is rising.

Thus, we have a dilemma. We
are not set up to train the next genera-
tion of technicians. We have neither
the funds nor the resources to be a
school. Yet, our members are using us
for this purpose, most successfully.
The line between continuing and basic
education is increasingly blurred.

Meanwhile, how are schools
of piano technology faring? The
number of schools is shrinking, while
declining enrollments put others in
jeopardy. Is the cost of a residence
school too high compared with the
earning potential of a new graduate?
Are we seeing a change in how people
choose to learn? Correspondence
schools have become popular options.
Since many people choose piano
technology as a second career, they are
often unwilling to leave an established

home to pursue an education. Is
this trend likely to continue?

How will the decline in
new piano sales affect PTG's
educational programs? For years
we have regarded the piano
manufacturers as the “deep
pockets” in our industry. Now we
see many cutting back on technical
staff and funding. Can manufactur-
ers continue subsidizing our
Institutes and seminars by provid-
ing instructors, pianos and re-
sources at little or no cost? Will we
see even more factories closing, if
new piano sales continue to
decline?

Are traditional learning
opportunities disappearing? Once
many technicians were trained in
the factories, but now many
factories have closed. Manufactur-
ers are operating with tight cost
controls and tend to employ more
hourly workers; training programs
to augment these worker’s skills
are difficult to fund. And formerly,
many major cities had large
rebuilding shops that employed
apprentices. Now many of these
shops have downsized or their
owners find they are unable to
devote time to training due to the
pressures of business.

Even in PTG chapters, the
number of RPTs able to take on a
student seems in decline. Many
Associates say that they are unable
to find a mentor. And many RPTs

Continued On Page 6




As a pianist and keyboard technician for Bruce Hornsby, | have learned that

| ean expect great things from the Baldwin piano. As touring instruments,
ihe pianos are moved daily, submilted to changing femperatures — indoors
and out, and even danced on By Bruce. It amazes me how they lake the
abuse, hold their pitch and always sound great. The Baldwin piang rocks!
John “J.T." Thomas




President’s Message Continues—...Resolution On Educational Goals

have reported “burnout” from the
experience of training potential
technicians.

To be frank, it now seems that
PTG is the primary educator of piano
technicians in North America; this is
the task that has come to us. We are
living in changing times and must
prepare for the twenty-first century by
making the best decisions possible.
This Council will attempt to analyze
current realities and chart our course
for the future. Our success will
depend upon our ability to accept
those realities and our willingness to
seize the opportunities that come
along with them.

Although we might wish for a
different set of realities (booming
piano sales, highly trained technicians
joining PTG, expanding factory
schools), it is important to recognize
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that we do have the ability to turn
challenges into opportunities, Last
year’s Council dealt with concern over
increasing numbers of Associates by
resolving to improve educational
opportunities for all members. Now
the PACE program and the exam
study guides are tools chapters can
use to encourage upgrading while
updating skills of all members. Watch
for further innovations as we study
ways to improve/simplify our exam
delivery systems.

All our educational programs
are under constant review. The Journal
is our most important member benefit;
many of your suggestions will be
incorporated into a re-format of this
magazine which will debut in May.
Further, Institute attendees have asked
for more new classes at our annual
convention as well as more hands-on

3
Spruce Tree Centre ¢ 1600 University Avenue ¢ St. Paul, MN 55104

612-644-3111

training; again PTG will act...you
already have the Kansas City class
schedule which implements these
member requests.

PTG is entering an exciting
era, coming of age to accept the
challenges of a changing time. The
Board spent long hours in January
grappling with these issues, studying
the report of the Educational Panel
and exploring our role in the industry.
By presenting this resolution, the
board intends to carry this discussion
to the entire membership. In this
column next month, we will look at a
few strategies for action to come
before Council in July. There are
exciting possibilities just ahead.
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Institute
Update

Something New For Everyone
Steve Brady, RPT ® Institute Director

he 1994 PTG Institute in
Kansas City this July will
feature a number of new ideas
in curriculum and
presentation. Some
of these, such as the
symposium series

Expanding Horizons

the Annual Convention. The classes
mentioned in this article are drawn
entirely from these new classes.

In-Home Service &
Repairs Classes

and the PACE
Academy, have been
outlined in recent
articles. You should
be receiving the
official convention
brochure soon, if
you haven't already.
In response to
members’ requests
that we make the
brochure more
accessible and
informative, we are

Chris
Trivelas, co-
developer of the
Fandrich Vertical
Action, presents a
new class called
Effectiveness-Based
Piano Service. Chris
will help you tailor
your piano service
business and
technical proce-
dures to your own
personality, circum-
stances, and ambi-

including this year a
letter-code which
indicates the ap-
proximate level of
the material to be
presented in each class. This way, you
will be less likely to attend a class
which is either way below or way
above your own level. The codes are
B=Basic, I=Intermediate, A=Advanced
and E=Everyone.

In addition, we are returning
to a format which has been used in
some previous years, where classes
are grouped into general topic areas.
Even though some of the classes seem
to defy categorization, or perhaps
belong in two or more different areas,
I feel that this system of listing the
classes has definite advantages in
ease-of-use over a strictly alphabetical
listing.

We are proud to introduce a
good number of classes which are
brand-new this year, at least in the
sense that they are being offered for
the first time as full-length classes at
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Cultivating Artisans

tions.

Scott Jones of
Steinway introduces
a class called 8§ Ways To Better
Steinway Service. This wide-ranging
program will give you helpful tips for
all aspects of piano service, resulting
in better, faster, more stable service.

In what is sure to be a hit
class, the legendary Norman Neblett
teams up with outstanding technician
and writer Nick Gravagne to demon-
strate two approaches to Getting The
Most Out of a Good Grand. Nick and
Norm will each work on a very
different kind of grand, and will show
you techniques of piano refinement
gathered through decades of experi-
ence.

Karen Robinson’s new class
on Grand Damper Service in the Home,
subtitled Muastering the Beast, will
provide you with the knowledge you
need to approach grand damper
problems with confidence.

In a related new class, Mary
Smith presents techniques for regulat-
ing and troubleshooting Vertical
Dampers.

Kawai's Ray Chandler offers
a new class on string replacement
techniques and string behavior: The
Ins and Outs of Piano Wire.

Finally, Jim Harvey weighs in
with a new look at methods and tools
for in-home service, guaranteed fo
provide quality repair results in
record time.

Tuning Classes

Michael Kimbell, whose
articles have graced the pages of
recent Journal issues, presents Ad-
vanced Tuning: A Wealth of Intervals, a
class designed to help a good tuner
become a great tuner.

Former contributing tuning
editor Bill Ballard will help you get
The Handle on Your Hanuner with his
new class on tuning hammer tech-
nique.

Christine Lovgren of the
North Bennet Street School in Boston
will teach a Master Class in Tempera-
ment Tuning, which includes analyz-
ing the pros and cons of different test
intervals and patterns, and actually
tuning a temperament as a group.

If you use the Accu-Tuner,
Dean Reyburn can help you take your
productivity and accuracy to the next
level in his class, Accu-Tuner to the
Max!

Piano Design, Construction and
Materials Classes

Ken Sloane, head technician
at the Oberlin Conservatory will
present the results of his years of
intensive research in Analyzing the
Checking Area in Grand Pianos. Ken can
show you the whole story of this
important area and its impact on a
piano’s performance.

In a class not to be missed,
Mason & Hamlin’s Paul Monachino
will demonstrate the lost art of cutting

Continued Page 10



IT’S THE FIRST THING THAT GOES
INTO A WURLITZER PIANO.

EVERY TIME WE SELECT A
MATERIAL OR
IMPROVE A MECH-
ANISM FOR ANY
ONE OF OUR
INSTRUMENTS, WE
THINK ABOUT THE
SOUND.

THAT'S WHY OUR PIANOS HAVE
A GRAND PIANO STYLE PIN BLOCK.
SO OUR HIGH-FIDELITY SOUND
BOARDS ARE LARGER,
DELIVERING ACCURATE,
FULL-RANGE TONE. AND
OUR BASS STRINGS ARE
LONGER, FOR RICHER,
FULLER REASONANCE.

Y. 1L SOUND

DECISIONS. THE
KIND CRAFTS-
MEN LIKE YOU
UNDERSTAND AND APPRECIATE.

PUTTING THE SOUND FIRST IS
A TRADITION WE'VE HONORED FOR
OVER 135 YEARS. IN FACT, THE
REASON THE "T" IN OUR NAME
STANDS OUT IS TO REMIND US
EVERY DAY JUST HOW IMPORTANT
TONE IS.

BUT DON'T TAKE OUR WORD
FOR IT. LISTEN. THE
SOUND THINKING THAT
GOES INTO EVERY
WURLITZER SPEAKS
FOR ITSELE.

WURLIIZER

You SuourD HeAr Us Now.
422 Wards Corner Road, Loveland, OH 45140

©1993, The Wurlitzer Company




INSTART

PiINeTITE

TIGHTENS

LOOSE TUNING PINS

TUNE [MMEDIATELY o PERMANENTe NO CALL BACK

PMONEY BACK GUARANTEE

91’:—1/”"’ M OSTPAID CHECK WITH ORDER ANYWHERE

80zt
Technrical Dm;- :

We buy all types of usable pianos. We pay
cash and will not hesitate on any fair price.
We will remove immediately. Also we sell
fine vintage pianos—large stock—
Steinway and other top name brands.

Call Irv Jacoby collect 216-382-7600
PO Box 21148, Cleveland, OH 44121

San Francisco Piano Supply Co.
Piano Parts &
Supplies
Same Day Shipment or Pick-Up

We Ship Anywhere!

657 Mission Street e #507
San Francisco, CA 94105
Phone 415-543-9833
Fax 415-896-2866
Call Toll-Free 1-800-247-0702

Institute Update Continues—Something For Everyone

a set of damper wedge felts from a
felt sheet, by hand. Paul may be the
last person left in North America who
has this incredible skill.

David Stanwood will offer a
new class on Hammer Weight and
Action Leverage. Learn how action
leverage affects your choice of replace-
ment hammers.

A trained physicist as well as
a piano technician, Jim Ellis will teach
us what every tuner should know
about the physics of tuning and
stability. Pins and Strings and Things
will include a visual and aural demon-
stration of what happens to a piano
during and after a tuning.

Finally, Del Fandrich will
answer the questions “What glue
should T use?” and “What lube should
T'use?” in his class on adhesives and
lubricants, Slipping and Sticking Your
Way to the Top.

Rebuilding and Shop Classes

Glen Hart (inventor of that
wonderful butterfly spring tool and
other great gadgets) will teach Nof Just
Another Hammer Boring Class, showcas-
ing sophisticated methods and equip-
ment for boring and installing grand
hammers with factory speed and
accuracy.

Acclaimed Kansas City
rebuilder Greg Hulme presents his
methods for restringing the grand
piano, from tear-down to finished
product, including pattern-making, re-
scaling, plate bronzing, agraffe
replacement and more.

Bill Smith is the master
craftsman who has hand-crafted each
Golden Hammer Award presented
since the beginning of time. Heis a
specialist at Ivory Keyboard Restoration,
and will present in this class his
methods for achieving original-quality
ivory replacement and repairs.

Historical Interest Classes

New classes on The Techniqies
and Materials of Antique Piano Restora-
tion (Edward Swenson) and Harpsi-
chord Maintenance for the Piano Techni-
cign (Mike Reiter).

Remember, these are just
some of the new classes awaiting you
at the 37th Annual Convention and
Technical Institute in Kansas City this
July 6-10. Be sure to mark your
calendar now for an educational
experience you can’t afford to miss!

Next month: A look at some of
those truly outstanding classes from
previous years which we'll be encor-
ing for you in Kansas City.

DRYBURGH
PIANO
SERVICE

distributors of
Satellite City Hot Stuff
adhesive products
1-800-GLUE ALL

ask for our complete guide of
piano applications

10% discount on first order
when you mention this ad

¢ Fast, easy, no cleanup

¢ Immediately ready to finish

e Over 700 Fallboard & Soundboard
e Custom Decals - send tracing for

Music Racks

° Authe
¢ Two styles

Decals Unlimited
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The Finishing Touches
Dry Transfer Decals

9333 96th St. No.
Mahtomedi, MN 55115 ° 612-429-4465

Catalog available upon request

Grand Piano Carriage
» Made of the finest steel: coated

e Superior engineering and looks
s Two brakes included for added stability

¢ Smooth and effortless movement
¢ No finish damage to piano legs
e Shipped UPS

Schroeder’s Classic Carriage




t's an interesting phenom-

enor. The moment one sits

down to write about the

activities and restaurants in

the fown where one lives, it’s
difficult to think of any! Kansas City is
full of s0 many options, it is easy, on a
day to day basis, to forget about all
that is available in the City of Foun-
tains.

Famous, in particular for
steaks, barbecue, jazz and The Coun-
try Club Plaza, Kansas City boasts a
plethora of entertainment and culinary
possibilities. From dining to shopping;
museums to amusement parks;
performing arts to sports—you should
be able to find it all in the metropoli-
tan area known as Kansas City.

No Toto—you're not just in
Kansas anymore. When you come to
the 37th Annual Convention and
Technical Institute in July, you'll be in
Kansas City, Missouri. Kansas City is
a bi-state metropolitan area which
straddles the Missouri-Kansas state
line. It includes more than 136 cities
and 1.5 million people.

5o where do all these people
go for good food and fun? Well, from
now through June, we’'ll be exploring
a variety of activities and places
available in America’s Heartland. This
month, we’ll concentrate on activities
in and around Kansas City, which are
not within walking distance from
convention headquarters, but may be
of interest to those who want to
include some family time with con-
vention time.

Eating wellin KCisnota
difficult thing to do. In other words—
you name it, we more than likely have
it. Of course, good steaks and barbe-
cue helped make this city famous.
There are literally hundreds of places
to choose from. At the end of this
article, we'll try to narrow them down,
at least a little. Our vegetarian friends
will also be glad to know there are
Chinese, Continental, French, Greek,
Italian, Japanese, Mediterranean,
Mexican and Middle Eastern choices
(to name a few), all offering full
menus sure to accommodate.

“Forget the food, we want to
you say. Well, not to worry.

lll

shop

Kansas City

Will Offer An
Excellent
“Convention-Time”

&
“Family-Time”

By Jami Henry
Director of Communications

One of Kansas City’s most popular
attractions is The Country Club Plaza.
Built in 1922, The Plaza is this nation’s
first shopping center. It encompasses
55 acres and more than 150 of the
finest shops including Gucci, Saks
Fifth Avenue, Polo, Jack Henry,
Williams-Sonoma and much more!

The Plaza was modeled after
Seville, Spain and reads more like an
outdoor museum than your basic
shopping center. Red tiled roofs,
ornate ironwork, mosaics, statues and
fountains offer a scenic trip you'll
remember for years to come. And The
Plaza is located just 5 miles south of
the downtown area.

On the western edge of
Kansas City, Missouri and just north
of The Plaza, you'll find the historic
district called Westport. PTG Home
Office is located in the heart of the
Westport area. More than 150 years
ago, Westport business began to boom
and it became a jumping off point for
the Santa Fe, California and Oregon
Trails. Civil War buffs are sure to be
intrigued by the site where the Battle
of Westport was fought that ended the
Civil War in the West. Today,
Westport is home to a wide variety of
unique shops and boutiques and
dozens of clubs for those interested in
a little night life.

In addition to these shopping
alternatives, there are literally hun-
dreds of malls and outlets available
throughtout the metro area.

Further beyond the mid-town
area, families enjoy Kansas City’s own
amusement and aquatic parks, Worlds
of Fun and Oceans of Fun. Worlds of
Fun is an internationally themed park
which offers over 140 rides, shows and
attractions including the nation’s
largest steel roller coaster. The
Midwest’s largest water park, Oceans
of Fun, plays host to sand and water
sports including a million-gallon wave
pool, a children’s water playground
and giant water slide.

If outdoor entertainment is
something you enjoy, Swope Park is
home to the Kansas City Zoological
Gardens. New renovation to the zoo
has opened an Australian Walkabout
that features free roaming kangaroo
and emu, a new Red Panda exhibit
and a new indoor restaurant. Sched-
uled to open this spring is the Interna-
tional Domesticated Animal Exhibit
and African Elephant Exhibit.

Feeling lucky? The Wood-
lands, a 300 acre dual-track racing
complex, features greyhound racing
year ‘round and quarter horse racing
August-November.

If history and museums
interest you, then pick a topic. Kansas
City is sure to have a museum about
it. And of course, the nation’s 8th
largest museum of history and art is
located just a few blocks east of The
Plaza area. The Nelson-Atkins Mu-
seum of Art is home to over 50,000
works of art dating from 3,000 B.C. to
the present. With an extensive Asian
collection and paintings by masters
like Monet, Degas, van Gogh, and
Rembrandt; plus the Henry Moore
Sculpture Garden featuring 13 of his
larger-than-life works, it's a day of
adventure all by itself.

Children young and old are
sure to enjoy the Toy and Miniature
Museum. Located in a 1911 renovated
mansion, there are over 500,000
miniatures, antique toys, doll houses
and furnishings dating from the mid-
1800s to present day. Leave plenty of
time for reminiscing with this one!

Other museums include: The
Liberty Memorial, a Monument to
Peace devoted exclusively to the First
World War and America’s involve-
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ment in the Conflict; American Royal
Museum and Visitors Center, an
expansion of the American Royal
Complex which offers the chance to
learn more about the American Royal
Livestock, Horse Show and Rodeo and
the role of agri-business in our lives;
Arabia Steamboat Museum, a new
museum featuring over 200 tons of
recovered “treasure” from the sunken
1856 steamboat “Arabia”; Thomas
Hart Benton Home and Studio,
featuring a self-guided tour of the
home and studio of this famous
Missouri artist; Black Archive of Mid-
America, a museum dedicated to one
of the nation’s largest collections of
black art, paintings, sculptures and
research of the Kansas City area and
famous black leaders; Jesse James
Bank Museum and Farm Home, the
bank museum is the site of the world’s
first daylight peacetime bank robbery
~—executed by the infamous James
Gang.The Farm Home near Kearney,
MO, includes original furnishing and
the gravesite of Jesse James; Kansas
City Fire Museum, a turn-of-the-
century fire station which houses the
historic and educational memorabilia
of vintage pumpers and hook and
ladder trucks; Lewis & Clark Point
offers a view of the connection of the
Kaw and Missouri Rivers and of both
Kansas Cities and marks the spot
where explorers Lewis and Clark
camped in 1806; and the Kansas City
Museum, a regional history and
science museum which illustrates the
story of the Kansas City region and
the people who settled here. Of course

these are only a few of the possibilities
when it comes to museums and
history in and around KC.

Theatre goers will be happy to
note a variety of Broadway musicals
and plays, dinner shows, concerts and
classic or contemporary productions
can be found throughout the city in a
variety of settings. The Folly Theatre is
Kansas City's only surviving 19th
century playhouse and offers a wide
range of programs including dramas,
musicals, ballets and classics. Starlight
Theatre is Kansas City’s summer
outdoor amphitheater which opens
broadway musicals and popular
concerts.

And finally, for the sports
enthusiast, the Kansas City Royals
Baseball Team will be in town July 4,
hosting Toronto, and july 5-7 as they
take on Milwaukee. Games are played
at the Harry 5. Truman Sports Com-
plex in Kauffman Stadium. In addi-
tion, the KC Explorers, a World
Teamtennis professional league, will
host St. Louis on July 6 and San
Antonio on July 13 at the new Ameri-
can Royal Arena.

So much to do, so little time.
As Isit and ponder it all, now I can
think of a whole lot more. But, this
will certainly be enough to get you
started planning. Oh, I almost forgot. I
promised you a list of places to eat.

LOS ANGELES CHAPTER

Presents
18th Annual Technicians Semincr

April 23, 1994
La Canada, CA

Progrom; PACE Plus
with
David Vanderlip, Kathy Smith,
Steve Schell, Teri Meredyth
Contact: Jim Karukas
544 Tertill Ave. « LA, CA 90042 « 213-255-3578
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This month: Larry’s Top Ten List.

10. Rosedale B-B-Q
Barbequie ribs, beef, pork, chicken
and all the “fixin’s.”

9. Grand Street Cafe
An artful rendition of American
cuisine.

8. (Cascone’s
Italian Restaurant & Lounge

7. Margaritas
Authentic Mexican Cuisine

6. Hereford House
A great Kansas City Steak, fixed
to your perfection.

5. Westport Flea Market
Antigues and a build your own
burger bar.

4. Metropolis Grill
Casual atmosphere and imagina-
tive regional American food.

3. Jennie's
Great Italian food

2. Stroud’s Fried Chicken
“Home Cooked” dinners, served
family style.

1. Roselle Court at the Nelson
Enjoy lunch inside the Nelson-
Atkins Museum—culture &
cuisine, a great combination

Next month, we’ll focus on the legacy of
jazz and blues that was born in the 1920s
and continues in hundreds of clubs
throughout the city, and I'll have sugges-
tions about more places to eat!

1855
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Technical
Forum

nce again, there’s a lot of
information to assimilate in

for the repair and there will be another
customer scheduled immediately after this
one. The array of tools that is required for
hammer shank veplacement is more than
most technicians carry on daily rounds
and the process is not one most suited for

the magazine fine carpeted
th1s month So I'll keep . living rooms.
my ramblings to a P?‘Om The Mﬁll Bﬂg The question of

minimum. First a
niotice. I was unable to
attend the NAMM
show this year, and left
the assignment in the
capable hands of Yat-
Lam Hong and Nick
Gravagne. Their
reports are in the final
stages. However, that

..and Hasta Later

repair cosmetics
is one that is
always high on
PTG's mind,
however, I
question
whether, if a
customer were
presented with
two alternatives

doesn't help us for this which would
mont‘Fl’s publlishmg By Jim Harvey, RPT | both do the job
deadline. We'll have to Editor | and would be
hold off until next out of sight in
month’s issue. normal use, they
would opt for

Digging into the stack of mail,
our first letter comes from a person
who’s name is quite familiar to this
column, Chris Day.

Learning to ‘PACE’ ourselves

Dear Jim, I was reading the
technical on vertical shank replacement
and it occurred to me that some sort of
prologue was missing. The reader might
be forgiven for assuming that all broken
shanks should be replaced. If one is
rebuilding a piano of some merit in the
shop, then all broken shanks should be
replaced. However, the broken shank
repair of choice is a difficult decision
which I have never seen discussed in the
pages of the Journal.

Many technicians find that there
is not the money to be made in deep
rebuilding of the majority of uprights out
there in consumerland. This means that
most times that a broken shank is encoun-
tered is in the home. The technician will
probably not have specifically allowed time

the better-looking job over the cheaper job.
From the pianos that I peer inside, it is
clear that the vast majority of broken
hammer jobs use shank repair rather than
replacement, the exception being where the
shank broke cleanly and close to the butt,

There seems to be a need for an
article on hammer shank repair discussing
what types of repair are available for what
types of break, their time to perform and
the ramifications of that choice. [ would
imagine that even an accomplished
repairver would take 30 to 45 minutes
cover to cover for a shank replacement
while repair may take as little as five
minutes with immediate ability to
continue tuning. I have thought about
such an article at some length and there
are more things to consider and write
about than it, at first, seems.

Sorry about jumping into the
middle of your letter, Chris. I believe
one of us needs some clarification.
First, I assume you're writing about

PACE technical article #3: “Vertical
Shank Replacement,” November '93. If
so, perhaps your “prologue” idea is
perhaps valid... or not. This article, as
are all the PACE series to date, just
what they imply: “...to provide step-
by-step instruction in essential skills.”
In no way was this article endorsing
the replacement of all vertical shanks
in this manner. I suppose one could do
it this way en masse, but it would
definitely not be the most expedient
route; no more than the PACE article
on string splicing represented the
method for restringing an entire
piano. Instead, the series (at least
currently), is all about those typical
one-shot field repairs that we encoun-
ter all too frequently in our daily
routines.

Nowhere did the article
challenge the use of spliced shanks.
Instead, this arficle specifically ad-
dressed an efficient method of dealing
with shanks when they have broken at
or in the hammer or butt — a repair
that many technicians botch big time.

This repair is an exemplary
model for technicians with tight
schedules. The last time I did this
particular procedure, it took about
seven minutes to complete — so much
for the extra time. If it’s cosmetics
we’re shooting for, borrow a little
grunge from adjacent action parts: a
little saliva (or the wetting agent
mentioned in the article) helps pro-
vide the adhesion necessary to transfer
said grunge from the old parts to the
new one. This is a quick (and quite
creative, if I do say so) method of
creating that aged, “never been
serviced” look!

Now let’s pick nits on the
assortment of tools required. I'll
concede that there were a couple of
tools mentioned that were not on the
initial picture, specifically a straight-
edge, a file, and a well-used claw
hammer with a hole drilled in the end.
The slider-type scale (straightedge) is
as necessary as a ballpoint pen. Forget
about the file and claw hammer, and
what’s Jeft is not an inordinate amount
of stuff to carry — even as part of
one’s “basic” service kit. My own
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preference is to use the old-fashioned
shank extractor—the kind that re-
quires turning, and reserve the plier-
type for backup and/or shop use.
Incidentally, note that a drill motor is
not required: the drill bit pictured is
the Mehaffey spur-tip that fits in the
combination handle.

To eliminate the file and
hammer for knurling, you have at least
two choices with extant tools, al-
though both involve Vise-Grip Jrs.
(Model 5-WR). Surely everyone carries
two pair of these by now. By adjusting
the jaws appropriately, it’s possible to
use those sharp teeth in the plier to
create a synthesized cross-hatch knurl;
or, simply apply the inner teeth of the
plier to the shank at the point the
knurl is to begin and slide (drive is a
better word) the plier off the end of
the shank, following the direction of
grain. We're simply providing a
means of preventing hydraulic backup
of the glue. Back to Chris...

On another matter, I noted the
article on ninth partial intervals for
tuning. I would like to add a caveat
concerning the effects of inharmonicity.
Real pianos have both steps and irregulari-
ties in their inharmonicity in the scaling
of their strings. If high partials are used
for tuning it should be appreciated that
significant errors will occur if the partials
are not in the proper place for that string.
Take, for example, a string with a calcu-
lated inharmonicity of 1.0. A reasonable
figure for C5. (The lowest value on an
average piano is about 0.1.) Since the
sharpness of a partial is a function of the
inharmonicity multiplied by the SQUARE
of the partial number, the 4th partial will
be 4X4X1 or 16 cents sharp. An error of
10% in the actual inharmonicity of this
particular string would lead the 4th
partial being 4X4X1.1 or 16.6 cents sharp,
a change of 0.6 cents—not too bad. Now
let us do the same calculation for the 9th
partial. The supposed sharpness is 9X9X1
or 81 cents. The actual sharpness is
9X9X1.1 or 89.1 cents sharp. The error is
now 8.1 cents. If this is being used to make
a tuning judgement on C5, an 8.1 cent
error is not acceptable. The user of high
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partials should be aware of these serious
limitations in using high partials and take
them into account when inexplicable
peculiarities seem to bedevil the tuning.

Since you took the conversa-
tion away from tools and into
“higher” multiplication, all I can say
is... okay, caveat accepted. Inciden-
tally, I've received several positive
comments, most of them verbal, about
Levitan’s article. The only docu-
mented comment is:

“...By the way, [ certainly
enjoyed reading Daniel Levitan’s “Ninth-
partial Intervals” in the December issue.
He is such a good writer, let’s hear more
from him! I found the style clear and
unpretentious, and the content, thorough
and well-organized. As a result, now I
know wmore than I ever wanted to know
about this subject, and am taking longer
than ever to get through a tuning...”

Since that letter was not
intended for publication, I'll make the
quote anonymous, and won't tell you
it was from Michael Travis. Back to
Chris, who, while continuing to
dissect the magazine, finds a moment
of humor...

T arce o mome owmme e e e s —

Finally on a more whimsical
note, I see that Samick is still hard at work
on their piano for lefties. Yes, I mean it,
just look at their insert in their advertise-
ment! It has been that way for as long as I
can remember and Samick still hasn't
fixed it.
Keep up the good work,
Chris Day

Oh no, the secret is out! Since
I'm left-handed, and tune left-handed,
and play the piano mostly in the bass,
Klaus Fenner was prototyping that
piano for folks like me, and the photo
inset was not to have appeared until
the instrument was ready! For the
correct view of bridge notching
(“chiseling”, as I like to say), see this

month’s cover. On a more realistic
level, flipping that picture would cost
more than it would ever be worth.
This happened once while I worked
for Kawai. Normally it was part of my
job to look for technical accuracy in
corporate documents. Once while I
was on a teaching run, full-color,
multi-page brochures were printed...
thousands of them, with one picture of
a backwards grand piano. After I
pointed this out on my return... well, I
suspect they’re still having those
brochures for lunch!

Reeboks, anyone?

Dear Mr. Harvey, I am writing
to request that the Piano Technicians
Journal include product evaluations and
reviews. I applaud the inclusion of much
practical and useful information presently
featured in the Journal -- the PACE
lessons being a fine example. But the lack
of product reviews (that would assist
members in making purchasing decisions),
strikes me as a glaring omission.

For example: In the history of
piano tuning, electronic tuning is unques-
tionably a major—if sometimes controver-
sial—development. Just how good can an
electronic tuning be? How do the various
brands of tuning instruments perform?
What are their strengths and weaknesses?
I suspect that efforts to answer such
questions in the Journal would be of great
interest and benefit to many readers.

[ suppose there might be concern
that unfavorable reviews would offend
advertisers. Perhaps... but numerous
publications survive in spite of it. Besides,
critical reviews are often the impetus for
manufacturers to improve products.

I realize the PTG Journal is not
Consumer Reports, and I am not suggest-
ing costly and comprehensive “labora-
tory” testing of hundreds of products each
year. But why couldn’t the Journal ask
qualified individuals or small teams of
members to evaluate selected products—
tools, accessories, software, repair prod-
ucts, etc. Perhaps this would make a good
chapter project. I believe it would provide
a genuine service to the membership.

Sincerely,
David Bauguess, RPT



Somehow I don't see this
happening, David. If it were a new
VCR, automobile, or yes, even sneak-
ers — maybe. Then there would be
hundreds of products vying for the
attention of millions of consumers (i.e.
Consumer Reports). But to put the
Yamaha PT-x (whatever it is this
week) against “Doc” Sanderson’s
Accu-Tweak x (ditto) in the pages of
this magazine... nah. Same goes for the
three or four makers of key easing
pliers, and so forth. Your point about
the chapter discussion is valid. I can’t
recall one of my chapter meetings
wherein the merits of a particular
product was not discussed, usually
over coffee and doughnuts. As for
electronic tuners and/or tunings, they
can be quite (make that incredibly)
useful, especially when used by
someone who knows what tuning is
all about in the first place. Without
getting into detail on this (several
articles at a minimum), suffice to say
that electronic tuners have been
dumped in the same discussion bucket
as hand guns and other forms of
ballistics entertainment: the devices
are fine; the owner/operators are
where we start to experience prob-
lems.

What was that again?

Dear Jim, Thanks for the work
you do for us all as Editor of the Forum
and as Editor. Further to the November
article by Jon Joyce on decibel levels,
fatigue and the use of cotton as ear
protection, a physician once drew ny
attention to some facts about the ear. I've
refreshed my memory with a look at a
Review of Medical Physiology.

. The middle ear has the three
smallest bones in the body, the hammer
(malleus), anvil (incus), and the stirrup
(stapes). In response to sound, the ear
drum mouves, in turn moving the three
linked bones. There is a mechanical
advantage that amplifies the movement of
the last bone in the series, the stapes.

The middle ear also contains the
two smallest skeletal muscles in the body.
One, the tensor tympani pulls inward on
the handle of the hammer (manubrium of
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the malleus), the other (the stapedius)
pulls the foot plate of the stapes outward.

Loud sounds initiate a reflex
contraction of these muscles generally
called the tympanic reflex. These muscles
act as a governor to impede the movement
of the three bones (ossicles) and ultimately
to reduce excessive stimulation of the
auditory receptors. There’s a hitch to this
elegant arrangement in that there is a
reaction time in the range of 40-160
milliseconds and does not protect against
brief, intense percussive sounds such as
gunfive and test blows.

Part of the fatigue associated with
tuning is from these muscles becoming
fatigued and going into spasm. It's a bit
like having been out in the sun all day
when there’s a lot of glare and you've lost
your sunglasses. By the end of the day you
are tired. When we're tuning and voicing
for six or eight hours or longer, in effect
our ears have been squinting and the
fatigue can radiate to other muscles in the
head, neck, shoulders and so on.

The cotton apparently reduces the
volume about 5-7db depending on how it
is used. It's like a good pair of sunglasses
that allows the appropriate amount of
light in. I use it mostly to tune unisons
although it can be used throughout [the
tuning]. It's worthwhile to buy sterile
cotton batting from a pharmacy in ovder to
ensure you're gesting real cotton. The
packing cotton in pill bottles and some
other products may not be cotton and if so,
will not work as well.

It might be worthwhile to
remember at the end of a long day that
these little muscles have been working
hard to save your hearing; the fatigue is
just the little guys’ way of letting you
know it’s time to take a break.

Jim, is there any chance Bill
Spurlock might do a treatment of install-
ing key buttons? I don't remember that
having been looked at in the Journal for a
long time. Another item might be on
mothproofing these days. Are there any
new products to discuss and so forth? Has
anyone ever done a random check of the
various pitch references one finds on
electronic metronomes and tuning devices
that are often found in homes and institu-
tions? It might be interesting to know if
they are fairly accurate or not, as a rule.
Even if many people have an AccuTuner
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and could do this themselves, it might be
worthwhile printing something about this.
Once again, thanks...
Regards,
Eric Schandall

Thanks for the input from
Victoria, B.C. I couldn’t help but think
of an old gospel song as I read this...
something about one bone being
connected to another. Seriously,
thaunks for the “extended” version of
the rationale for using cotton ba... ear
protection, Eric. In terms of the key
buttons, you're right in that this has
not been addressed in a long time. I'm
sure Bill would be happy to address
this, providing the job even remotely
involves the use of c-clamps. Actually,
Bill would be the ideal candidate for
this assignment, with his succinct
writing style and photo-documenta-
ries. M. Bill, are you watching this
channel?

Tuning instruments: the word
is set off to point out that there is a
difference between “devices” and
“instruments.” I once had a guitar
player for a famous performer chal-
lenge the pitch of the piano, which I
had “pitched” by cross-checking with
both my Accu-Tweaker and tuning
fork. Subsequent investigation re-
vealed that his source of authority was
a palm-sized box that, if I recall, had
the words “Barbie’s Pitch Reference”
embossed on the plastic cover. As for
metronomes, an absolute reference is
not as critical in music, or as a vehicle
for learning tuning beat rates. You'll
see mention of metronomes in Paul
Monroe's article this month, along
with beat references like 8.4 and 9.2.
George Defebaugh was the only
human I've ever known that could
aurally slice beats and cadences this
thinly.

Mothproofing: I need some
help on this one, y’all. My most recent
understanding was that we don’t need
to have the concern that we once had
in this area. In earlier instruments,
(whatever) damage has already been
done, notwithstanding any current
residents. In more contemporary
instruments, I heard mention about
the choice of materials (synthetics and

blends), and/or the processing method
(with certain additives) that makes the
insides of a piano fail to be the taste
treats they once were for moths. Other
than that, parachlorobenzine, by any
other name, is likely fo find itself on
the government’s hit list (if not
already).

Ahh! TOOLS

Dear Mr. Harvey: Thanks to you
and our colleagues, I have reaped the
benefits of the many practical and interest-
ing articles from the Journal; now it’s
time for me to make a contribution.

I hereby submit two iterns—one
of technical and the other of general
interest. The first includes my adaptations
of a mirror and an automatic center punch
to assist me in regulating. The second
describes some interesting features on an
1887 upright. Also included is a drawing
and photos for you to use as you deem
appropriate.

Of technical interest:

So this guy walks into the doctor’s office...
Doc: What's your problem?
Guy: A weak back.
Doc: When did it start?
Guy: A week back.

Since I have a weak back, I
perform as many upright regulation
procedures as possible while comfortably
seated. I've found the following adaptation
to a simple mirror to be indispensable in
enabling me to view the top of the action
without standing and stooping.

The mirror pictured was from an
automobile sunvisor, but any wirror that
measures at least 5" x 6" will work. I
created a harness for the back that consists
of two pieces of nine inch string and a
discarded pen cap. (See drawing-p. 17} I
drilled a hole through the cap large enough
to allow both pieces of string fo slide
through freely. The pen cap attaches to
any tuning pin by force-fit and the
harness allows the mirror to be easily
adjusted up or down with one hand.
(Photo 1).

With the mirror slipped into
place, I have a clear view of the top of the
action on which I need to perform letoff



adjustments, hammer checking and
damper regulation. (Photos 2 & 3).

I also use the mirror during key
leveling. With the bottom edge resting on
the keyframe and the back resting on my
paunch, I have a nice close view of the key
fronts and can scrutinize the heights
without squatting down (Photo 4).

Another tool I use for key
leveling is an automatic spring- loaded
center punch with a 1/2” wooden dowel,
3" long with a 3/16" hole drilled through
it (Photo 5). I attach the dowel to the
center punch with a clamp and use the
complete tool to “tamp” down the
punchings to settle them (Photo 6).

Carman Gentile
Redwood Chapter

Carman, as mentioned in my
acknowledgement letter to you, L have
tried a myriad of reflective devices,
including shaving, camping, and even
TV repair mirrors, to accomplish what
you’ve done here. In short, I really like
this idea for its simplicity and “por-
table” nature, and have already hurt
myself several imes for not thinking
of it myself! Nice touch with the lab
jacket too, for those times when
precision surgery is being performed.

Incidentally, considering the
amount of geography required for the
existing pictures, I'm going to hold off
on the piano flicks for the time being.
Don’t worry, they won't go into a
black hole. And we'll even go along
with the jokes, as long as you keep the
neat ideas coming!

To wip or net to whip...
that is the confusion (Part 1)

Without doubt, the recent
discussion on nomenclature created
more provocation for reader response
than anything else I can recall. I've
received mail, phone calls, and were it
nof for my fax saying “uh-uh” lately,
likely I would have received responses
through this medium as well. Even as
I'm pultting the finishing details on
this column, there is still mail coming
in on the subject. Notwithstanding
those responses yet received, let's see
what the consensus is to date.

Figure 1 & Photos 1-6 |
From Carman Gentile.

Detail of adjustable,
non-slip harness for
regulation mirror

S e S AT AR TSR . AL

Photo 1

Photo 2

Photo 3

‘
N
Photo 5

Photo 6
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First, a couple of the more
interesting telephone fragments:

John Gertz of Rochester MN,
called to say that he “noticed” the
wippen discussion in the Journal (for
which I'm glad). He went on to say
that while at Western Iowa Tech and
poking around in the library, he found
that the word was actually a German
verb, likely pronounced vippen and
spelled wippen; meaning “to balance,
or to see-saw.” This information was
found in the New Schiffler (something
or other) dictionary.

Not to miss out on all the fun,
Gary Greene of Steinway called to add
to the festivities by quoting something
similar from Walter Pfeiffer and some
other likely obscure source. He
indicated that one of his sources dates
back to the early 1900’s, and in all
definitions, as well as other instances
in the book, the word is “whippen.”
He appended his call by stating that if
he has added to the confusion... he’s a
happy camper!

Now for some of the corre-
spondence:

Dear Jim, I greatly enjoyed your
discussion of “wippenfwhippen’. The word
comes from German. The
Wildhagen-Héraucourt dictionary defines
the verb ‘wippen’ as ‘to balance, rock,
seesaw, teeter.” You can see why the
Germans created from this a noun fo refer
to a piano part that does in fact rock up
and down.

I asked my wife, a professor of
linguistics, why the '’ would have crept
in, and she said it was probably intro-
duced by contamination from the English
word ‘whip,’ simply because that is the
most similar word we have. She also said
for you to feel free to drop the ‘h’ but not
to be surprised if it hangs on in literature
like a tick on a hound dog.

It’s much easier to answer the
question of why we introduced a word
from German at all. That happened
because nobody could agree on a term,
Edward Quincy Norton (1887) simply
used the word “lever” for the wippen.
Daniel Spillane, in 1912, going for
accuracy at the expense of brevity, called it
the ‘escapement-lever rocker.” Samuel
Wolfenden (1916) referred to it as the
‘action lever.’
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The Germans were similarly
uncertain for a long time. Julius Bliithner
and H. Gretschel (1909) refer to the
Steinway wippen as the ‘Winkelhebel’, or
‘angle lever.” Herbert Juhghanns (1932)
refers to the wippen as the ‘Hebeglied,’
which doesn’t translate into any very
graceful English phrase but means ‘lifting
part.” Aren’t you glad we didn't borrow
that?

To sum up, it appears that, not so
long ago, no one had an expression in
either English or German for what we now
call the wlhlippen. Personally, I think we
should all be glad that we're down to only
two choices. Yours,

Paul Barber

Pasadena, CA (Pomona Chapter)

(Say “howdy” to my Pasadenian and
Pomonian friends, Paul. I miss y'all.)

Whip-it Part 2

Dear Jim: You and [im Ellis
discussed the spelling and meaning of
w(h)ippen in the February Journal, but
you did not go quite far enough. My 1942
Funk and Wagnalls Dictionary gives the
same definition. However, it adds that it is
from German ‘wippe.”

The Wildhagen-Héraucourt
German-English Dictionary (London:
George Allen and Unwin, Lid., 1972)
gives as a meaning from the noun
‘Wippe': ‘(1) balance; (2) bascule (of a
bridge); (3) balancing (gymnastics); (4)
whip.” For the verb ‘wippen,” ‘(1) to
balance, rock, seesaw, teeter... (2) to rock...
to wag its tail; to flap the wings.”
Wahrig’s Deutsches Woerterbuch
(Mosaik Verlag, 1975) is about the size of
a good collegiate dictionary. It gives (my
translation) the following meanings for
the noun: “Two-armed lever; board which
is held in its middle to a post so that two
or four persons may sit on it and swing’
(i.e. a seesaw). Its verbal form means “to
swing on the seesaw.” Both are derived
from middle and old high German. The
former from “wipf’ meaning quick move-
ment or swinging; the latter from ‘wipfen’
meaning spring, ultimately from ‘wip”:
swing. Incidentally, the German word for
whip, such as you would use on a horse is
‘Peitsche.’

To return to English, “whip’ is
related to the German ‘wippe’ in the sense
of movement about a balance point. The
venerable Oxford English Dictionary
gives “‘wippe’ as an obsolete form of ‘whip,’
but says nothing about a piano action
part. It does, however, have over three
pages of entries for whip and whip
compounds; despite the lack of standard-
ization in English spelling, practically all
examples in middle English and all from
perhaps 1500 onward do have an ‘h." In
several, the idea of quick movement is
important. Among other cognates, it gives
the German ‘wippe’ in the above senses.

What does this mean to us?
Although the English words “whip’ and
“‘wippen’ are historically related, as you
two Jims stated, apparently wippen is the
correct spelling in English. Oliver C.
Faust in his Tuner’s Pocket Companion
does not use the term. Instead he calls the
part a ‘grand support” in the Swiss grand
action, which is similar to the modern
grand action, and a ‘jack rocker’ in an
upright. For these reasons, I suspect, but
cannot prove, that the German pigno
makers brought the word along with the
instrument to England and America. The
essence of the two words is not a device of
punishment or torture, but, rather, a thing
which moves quickly, usually about a
center.

Christopher Banner

Whippit some ‘gin

Dear Jim: Thanks for the great
words of wisdom each month. I always
enjoy reading your work. Just one
question: after a long, tiving day of
wrestling with a difficult action, am 1
whipped or wipped? Just one more
thought: for those obstinate clients who
have their piano tuned once every ten
iyears whether it needs it or not, do you
recommend a firm whippen/wippen? Keep
up the good work.

Sincerely,
David S. Mayfield

Thanks to all the foreign
words and dictionary jargon above,
my spelling checker no longer gags: it
required Heimlich (a German word of
known origin) maneuvers. And



although spelling accuracy is usually a
point of pride for me, I claim no
responsibility for typos in retyping
these letters.

Lem’'me see if | can summa-
rize or “move quickly about the
center” of these offerings:

eEllis and I obviously really
screwed up by using dictionaries that
had the word “INew” as part of their
titles;

o] don’t know any of the authori-
ties being quoted above, so would
have to see their RPT cards before
accepting their word on piano part
nomenclature;

*Obviously confusion abounds,
even among similar words and
sources or origin, so we need a more
contemporary and authorative source
of information;

*Faust apparently didn’t get out
very much. For this he can be for-
given, even though his part nomencla-
ture suffered as a result;

*“Hebeglied” is starting to grow
on me;

o]f see-saws were called
whippens, they would be brought up
on charges of child abuse. Now that I
think of it, I still have a scar...

The above findings from
various members all came from
“legitimate” sources. So let’s just add
one more legitimate source of author-
ity, thereby keeping things official, in
perspective, and hopefully eliminating
the indecision: The word is “wippen”
(Jim Harvey Piano Technicians Journal,
1994), and the correct definition is
from Piano Parts and Their Functions,
Piano Technicians Journal [house
organ].

Seriously, all of the (then)
available sources of information went
into the making of our own book of
nomenclature, And should anyone not
like the judgement calls made by the
those assembling that information,
you can still send (many of them) a
nasty-gram indicating your displea-
sure. These include (but not limited
to): Errol (Puit) Crowl, LaRoy
Edwards, Don Galt, Lew Herwig,
Dean Howell, Newton Hunt, Francis

Mehaffey, Steve Jellen, John Scheer,
Carl Warmington, and Roger
Weisensteiner.

True(?) Confessions

Dear Jim: I have actually been
wondering lately why I still pay dues to
PTG. And then along came Ron
Nossaman’s fantastic Left Fork article
"ADVICE." I lnughed and laughed, then
read it to my wife Marguerite, of 47 years,
who also laughed. Now comes your
‘Something Old, New, Borrowed... Argh!’
Jim, you and Ron made it all worthwhile.
I'll stick around for another year. Actu-
ally, I had already mailed in my 1994
dues, after all, on a national level, lots of
good is being done.

You really have a way with
words. I wish I were as erudite in nty job
as editor of our ham radio monthly
newsletter. If you ever tire of piano related
work, I'm sure you could make a fine
career in writing as you handle the
language with skill and empathy.

... The whole point of this letter was to
thank you for your fine article. I am
looking forward to your next one. Your
closing paragraph reveals your character,
a man of high ethics, deep thinking and
caring. Oh, how we need these attributes
today.

Peter Wolford, RPT
San Francisco Chapter

Thave to be wary of compli-
ments. A fellow once called me
“incorrigible” and I thanked him!
Now that I've looked up “erudite” —
thanks, Peter. Okay, perhaps I'll stick
around for another year too, although
there won't be another article for a
while. Gee, has it been since Novem-
ber 1991? Time flies when you're
having fun... or are not aware that
time is passing! I'm sorry fo say that
circumstances dictate that, effective
with this issue, my tenure as editor is
at an end. I have truly enjoyed the
moment, and have learned a lot about
things I knew nothing about before —
like being an editor, for example.
Thanks to the membership for their
votes of confidence. And for all of you
who have helped me so much,
whether with articles, letters (hate or

otherwise), middle-of-the-night phone
calls, or sometimes just by exercising
patience, you have my sincere grati-
tude.

Jim Harvey, Editor-What-Was

Note: Jim Harvey has, as he notes in his
column, decided to resign from the
position of Journal Editor. For two and a
half years, Jim has devoted countless hours
to the job and the Board and membership
thank him sincerely for his efforts. Now he
wants to put this time and energy into his
own piano service business. Along with
piano expertise, Jim brought a lively sense
of humor to the job, as well as considerable
knowledge of computer technology; and
under his tenure, the journal staffing
structure was reorganized.

The challenge for the Journal in
the future is to build upon his many
contributions and those of all Journal
contributors. So, in the May issue, PTG
will begin advertising for a new Journal
Editor; job descriptions will be auailable to
interested applicants. Mennwhile, our
Home Office Staff will accept all Journal
correspondence and submissions. With the
help of the Editor Advisory Committee
and our cuvrent Contributing Editors and
writers, the staff will maintain the high
standards of quality we expect in our
Journal and even introduce a fresh look to
these pages.

Again, our gratitude goes to fim
Harvey as he moves on to other profes-
sional endeavors both privately and within
PTG. We have enjoyed it, too!

—Fern Henry

Please send all Letters to the Editor,
articles, technical questions, and other
correspondence to:

Piano Technicians Journal
Managing Editor
3930 Washington
Kansas City, MO 64111-2963
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In Brief

¥ his lesson begins a
series on vertical
piano regulation. Participants
will learn the first steps of the
regulation process: tightening
screws, aligning the action
properly in the piano, travel-
ling and aligning hammers,
and spacing hammers to the
strings.

Getting started

In order to pursue
any serious study of piano
technology, one must obtain
basic resources. Catalogs
from several piano supply
houses, both large and
small, are essential. Besides
offering the necessary
supplies, their pictures and
item descriptions are
valuable sources of informa-
tion. Piano manufacturers’
service manuals are also
essential sources of valuable
information. Most are
available at no cost. Most
important to participating
in this Lesson Plan series
are the PTG Exam Source
Books, both the tuning and
technical versions. Articles
in these books will serve as
reference material for the
lessons.

Hands-on session setup

To teach this lesson
in a hands-on format, you
will need one or more direct
blow vertical pianos in good
condition. Used pianos in a
dealership or practice room
pianos at a college are good
candidates, as long as they
have only light wear.
Grooved hammers will
require reshaping first,
before hammers can be
spaced to the strings—
perhaps the same pianos
used in Lesson #6 (hammer
shaping) could be used
here. Alternatively, action
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Technical Lesson #3
Vertical Regulation-Part 1
Alignment

By Bill Spurlock, RPT
Sacramento Valley Chapter

This monthly lesson plan is designed to
provide step-by-step instruction in
essential skills, Chapters are encouraged to
use this material as the basis for special
Associate meetings, or for their regular
meeting program, preferably in a hands-on
format, This method allows the written
information to be transformed into an
actual skill for each member participating.

models can be used, al-
though not all of the steps
here will apply. For in-
stance, setting action height
for proper strike point on
note 88 can only be done on
an actual piano.

Additionally, meeting set-
up should include:
«Extra regulating tools
sExtra heat gun(s) or
other suitable heat source
for bending hammershanks
o Travel paper

Estimated lesson time

Depends upon
meeting format. If the steps
in this lesson are to be done
on an entire piano, allow
three hours. If these steps
are to be practiced on only a
few notes of the piano,
allow one to two hours,
depending upon the
number of participants.

Tools & materials
participants must bring

For this lesson,
participants should obtain
the following tools:

euniversal tool handle

eflange screw driver
blade

e phillips blade screw-
driver

esmall flai-blade
screwdriver

escrew starter (see
photo 1, from auto parts
store)

eheat gun or other
means of heating a shank
(e.g. “gas match” type
butane lighter)

s{ravel paper ~
gummed brown tape, Avery
correction tape, or self-
adhesive labels and razor
blade

esmall adjustable
wrench

esmall hammer

Assigned priot
reading for participants

PTG Technical
Exam Source Book (PTG
Home Office, 816-753-7747),
pages IIL1 & II1.2.

General instructions

Regulation is the
process of adjusting the
action parts to give the most
power, repetition speed,
and evenness of touch and
tone from note to note.
Before adjustments can be
made, parts must be in
good working condition
(not excessively worn,
pinning good, hammers
shaped properly). Badly
worn parts will never
function correctly and
cannot be regulated to
standard tolerances.

Regulation should
follow a logical sequence
beginning with tightening
all screws, making sure the
action is properly seated
and aligned in the piano,
and aligning action parts. [
suggest the following
procedures:

Tighten all action screws

Before removing
the action from the piano,
tighten the screws holding
the action brackets to the
action rails, if they are
accessible from the front.
Doing this while the action
is still in the piano locks the
brackets into proper align-
ment with the action
mounting studs.

Next, remove the
action and tighten all
wippen flange screws,
damper flange screws, and
sticker flange screws (if
present). Replace the action
in the piano and tighten the
mounting screws for the
regulating (let-off) rail.



Hammer flange screws can .2
be tightened now, or they

can be tightened later

during hammer-to-string

spacing.

T AR
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Photo 1: Screw holder/starter from
auto partis store, for installing
hammer butt screws
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Photos 4 & 5: Once the

lower support posts are
set, check that the top
posts fit snugly into the
“U”of the action brack-
ets. This ensures that the K
action cannot migrate
up and down due to
lifting force from the
pedal rods and keys,
and that the action can
be removed and re-
placed without affecting
the lost motion adjust-
ments. Lean the action
back and tap the top
posts down as needed
until the brackets are a
light press fit under the
posts.

Photos 2 & 3:
Check for
proper action
height at the
treble end. This
ensures that the
treble hammers
strike the
strings at the
proper point for
best tone. First,
make sure that
the hammer is
well shaped
and that note 88
is tuned. Visual
check: Hammer #88 should
strike its strings about 1/8"
below the V-bar. If the
strike height appears
wrong, or if the note sounds
weak, test aurally: Loosen
the top action nut, remove
the top few keys, and screw
the lower action support
post down about one turn.
Then replace key #88 and
pry the action bracket up

- and down while playing the
key Note the position of

, strongest tone and adjust
the lower support post to

¥ hold the action in that

position. Finally, feel for
play at the lower end of all
other action brackets. If any
is present, raise their
support posts just until the
play is gone. This ensures
that all action brackets will

b be evenly supported.

PT] April 1994 =21



Hammer #3
travels toward

treble

top view of hammer flanges

Hammers 18 2 -
centerpins are
parallel to rail

/- travel paper

Hammer 3 -
centerpin angled
to rail, causing
hammer to travel

=

Travel paper between

flange & rail aligns
centerpin correctly

Figure 1
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Photo 6 & Figure 1: Correct any traveling
hammers by removing the hammer butt and
applying self-adhesive paper to the opposite
side of the flange to which the hammer
travels. Photo 6 shows iravel paper applied to
the bass side of the flange to correct a ham-
mer that traveled toward the treble. A screw
holder as shown in photo 1 is essential for
reinstalling the flange screws. Most have a
magnet on the opposite end which is handy
for fishing out screws dropped into the
action.

Note that there are two important
reasons that hammers must travel correctly.
First, hammers must strike the strings straight
on for maximum power and best tone. If the
hammer strikes with a sideways direction,
some power is lost as the hammer wipes
sideways across the strings. Secondly, proper
traveling reduces interference with neighbor-
ing hammers. When a hammer travels
sideways it occupies a wider path as it moves
toward the strings, and is more likely to rub
an adjacent hammer.

Photo 7: Once the action is fixed in position
and traveling is corrected, the hammers can
be aligned and spaced to the strings. First
check for any hammers that point right or left,
rather than straight toward the strings.
Correct this alignment by heating the shank
while twisting the hammer gently in the
opposite direction. Be careful not to burn the
shanks, or to over-stress the action centers.
Hold the hammer twisted until the shank
begins to cool, then recheck alignment.



Photos 8 & 9: Hammers can

now be spaced to the [ e AL Al

strings. Most often, ham- i 1195 g |'I*-‘|||z"|*é'“-|" J"'”-' e

'
||| |

mers can be spaced ad-
equately by simply loosen-
ing the flange screws and
tilting or shifting the flanges
to one side and re-tighten-
ing the screws. Use the
screwdriver blade to push
against the side of a stuck
flange to pop it loose from
the rail, then hold the
hammer to one side while
you tighten the screw.
Caution: excessive side- !
ways force on the hammer i T s R
can damage the pinning,
leaving a wobbly hammer.

LESSON PLAN
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If a hammer cannot be spaced far enough by
simply shifting the flange, warp the hammer shank by
heating. Hold the hammer to the side you want it to bend
as the shank cools. Hint: Wiping a damp finger along the
sides of the warm shank two or three times will “freeze” it
in position quickly.

Figure 2: Since bass hammers do not match the
angle of their strings, they cross the strings slightly.
If each hammer is not centered exactly to its unison,
it may contact a neighboring unison siring. The
easiest way to judge bass hammer alignment is just
to look at the gap between the top right corner of

Figure2 | each hammer and the next string to the right, and

the lower left corner and the next lowest siring, and

o equalize the two. This minimizes the chances of a hammer hitting a neigh-
boring string,.

Notice the logical sequence of alignment steps: Action supports cannot be
adjusted until the correct action height is determined; hammer alignment
(rotation) cannot be corrected without first correcting hammer travel, since

[:esson #9 will con- installing travel paper upsets alignment; and hammers cannot be spaced to the
tmue with further strings until all the above adjustments are made, because those adjustments all
alignment steps. affect hammer spacing,.
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In Brief

In this lesson,
participants will practice
tuning and checking 4:2
octaves aurally; these are
octaves in which the fourth
partial of the lower note is
the same pitch as the second
partial of the upper note.
Following the instructor’s
demonstration, each partici-
pant will fune several
midrange octaves, using the
M3-M10 test and the P4-P5
test to check the tuning.
After each participant has
had an opportunity to
practice, volunteers will
deliberately tune sample
octaves in the bass,
midrange and treble as pure
4:2 octaves, and the group
will decide whether and
how they could be im-
proved.

Chapter meeting set-up

These lessons are
most conveniently taught fo
a small group of four or
five. Each group shouid
have its own piano and RPT
instructor. Each piano
should be in a quiet envi-
ronment for close listening.
Avoid using pianos that
present serious obstacles to
tuning, such as deeply
grooved or misaligned
hammers, siring termina-
tion noises, etc.

Tools & materials
participants must bring

Tuning hammer
and mutes, Coleman Beat
Locator.

Home study
assignment for participants

Review Owen
Jorgensen, Tuning (MSU
Press, 1991), sections 229,
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Tuning Lesson #8
Tuning 4:2 Octaves

By Michael Travis, RPT
Washington, D.C. Chapter

This monthly lesson plan series is designed to provide
supervised practice of tuning skills as a supplement to
independent study and practice. Chapters are
encouraged to use this materinl as the basis for special
associate meetings, or for their regular meeting
program. Ench lesson is designed to take about one
howr, with about four participants. Patticipants are
assumed to have essential reference materials and
tuning tools (see PACE checklist) and access to a well-
scaled large upright or grand piano for independent

practice.

230 and 231; esp. text on p.
754 and the six 4:2 octave
tests on p. 757. Also, see
Arthur Reblitz, Piano
Servicing, Tuning and
Rebuilding (2nd ed., Vestal
Press, 1993), chapter 7;
perform tuning exercises #3
and #4, pp. 221-222.

Using your
Coleman Beat Locator, find
and list the names of the
notes corresponding to the
coincident partials in the
octave A3-A4. Using the
aural focusing technique
described in tuning lesson
#5, guiding your listening
by briefly sounding the note
corresponding to the pitch
of the desired coincident
partial while playing the
interval, (PT] 1/94), mute to
single strings and tune A3
to A4 first as a beatless 2:1
octave, then 4:2, and then as
6:3. Which type of octave

sounds the best to you

overall? Repeat the above
for the octave A4-Ab, tuning
AB. Repeat again for the
octave A2-A3, tuning A2 to
the previously tuned A3.

Read the informa-
tion that follows, and
practice the 4:2 octave
tuning exercise.

As noted previously
for 2:1 octaves, tuners
seldom deliberately fune
pure (or just) 4:2 octaves in
everyday work, since there
is no need or advantage in
so doing. However, consis-
tency in octave tuning is
important, and so it is often
useful to know one or two
tests that let you hear an
octave at the 4:2 level in
order to judge consistency
of parallel octaves by that of
parallel pairs of test inter-
vals. The most commonly
used 4:2 octave test is the
M3-M10 test. The octave is
just at the 4:2 level if the M3

up to the lower note beats
the same speed as the M10
up to the upper note, all test
intervals being wide of
pure. The comparison is
between a 5:4 M3 and a 5:2
M10.

Another useful 4:2
octave test is the P4-P5 test,
wherein the test note is a P4
above the lower note and a
P5 below the upper note. If
the 4:3 P4 beats the same on
the wide side of pure as the
3:2 P5 does on the narrow,
you have a just 4:2 octave.
An advantage in using the
P4-P5 test over the M3-M10
is that you can perform it
with one hand, keeping the
other on the funing ham-
mer. A disadvantage is that
the beats are much slower,
and usually more difficult
to compare accurately.
Another problem: on many
pianos, the faster-beating
6:4 P5 partials, one octave
higher than the 3:2 pair, will
interfere in this test. Re-
member to aurally focus on
the 3:2 beats, and try to
ignore the faster beats at the
6:4 level when listening to
the P5.

Exercise: Tune A3-Ad asa
pure 4:2 octave

1. Tune the A4
unison until it’s clean and
solid, and mute A3 and test
notes F3 and D4 to single
strings. Make sure the M10
F3-A4 is beating on the
wide side of pure, about 6-8
bps, by adjusting F3 as
needed; and the P5 D4-A4 is
beating 1-2 bps on the
narrow side of pure, by
adjusting D4.

2. Tune A3 to Ad as
a simple octave, playing
both notes together and
aurally focusing on A5 to
eliminate the beats at that
pitch.



3. Compare the beat rate of the
M3, F3-A3, to that of the M10, F3-A4.
Also, compare the beat rate of the P4,
A3-DA4 to that of the P5, D4-A4. If pairs
of beat rates are identical with both
tests, and remain so after a test blow
on A3, proceed to step 6. If not, go to
step 4 or 5.

4, If the M3 is beating slower
than the M10, and the P4 is faster than
the P5, equalize by raising A3 a tiny
amount, then go to step 3.

5. If the M3 is beating faster
than the M10, and the P4 is slower
than the P5, equalize by lowering A3 a
tiny amount, then go to step 3.

6. Tune the A3 unison until
it's clean and solid. Now try the M3-
M10 and the P4-P5 tests once again. If
the pairs of beat rates are identical,
you are finished. If not, recheck your
unisons, and test again. If you still
have a problem, start over, or get
some help.

General instructions

Begin this session with some
discussion of 4:2 octaves, what they
are, where they are used and how we
test for them. Point out that although
today’s activity (tuning pure 4:2
octaves) would not often be appropri-
ate in an actual tuning, it's good
practice that teaches control, teaches
the M3-M10 and P4-P5 tests, and has a
result that can be checked for accu-
racy. If you can tune a pure 4:2 octave
accurately, you should have the skill
needed to tune it a bit wide or narrow,
as the piano requires. Make sure
everyone understands both the M3-
M10 and the P4-P5 tests; have volun-
teers use a Coleman Beat Locator to
analyze the test intervals.

Each participant should tune
three notes in octave three as 4:2
octaves to octave four, and use the
M3-M10 and the P4-P5 tests to prove
the results. Follow a similar procedure
as in the exercise above; the instructor
should prompt as needed to keep
things moving, though keeping
interruptions to a minimum. In each
case, participants should first tune the
unisons in octave four, and then strip
mute octave three and tune the
required three octaves, applying the

tests to each one individually and in
parallel series. After making adjust-
ments, they can then pull in their
unisons in octave three and recheck
their work for consistency.

If time permits after everyone
has completed this practice exercise,
get a volunteer to tune as 4:2 octaves
Al-A2, C4-C5, and C6-C7. Using a
SAT to set these octaves to just at the
4:2 level is OK for this demonstration,
to save time or if appropriate tests are
not available or audible (see following
paragraphs). The purpose of doing
this is to show the sound of pure 4:2
octaves in each area, and to instigate
some discussion of how you might
improve the tuning (by altering the
pure 4:2 octaves) and why.

A m7-m14 test should be
available for the A1-A2 octave. This
employs test note BO (low B), a 7:4 m7
(BO-Al), and a 7:2 m14 (BO-A2), which
if they are equal beating at the A3
level, proves a just 4:2 octave. Adjust
BO for a comfortable m7 beat rate with
Al, 4-5 bps wide, using a strike tone at

A3 to confirm the correct coincident
partial pair. Interference may occur an
octave higher at the A4 level, where an
equal beating m7-m14 test indicates a
just 8:4 octave.

A M3-M10 test may be most
useful (or least dysfunctional) for the
4:2 level of the C6-C7 octave, provided
you sharpen test note G#5 enough to
slow down the beats. However, the
coincident partials would be at the C8
level, would likely be extremely short
duration, and could easily suffer too
much interference from false beats to
tell what’s going on; but have fun
trying! If you cannot set C6-C7 as a 4:2
octave in a provable way, try setting
A5-Ab.

Note: Do you find these lesson plans
valuable? Do you have specific sugges-
tions for changes or clarification? Please
direct any comments or suggestions to
Journal managing editor, PTG Home
Office, 3930 Washington, Kansas City,
MO 64111-2963 who will forward them
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Good
Vibrations

n recent articles we have
talked about relaxing the felt
of the too-hard hammer by
using techniques involving needles or
liquid softeners, or both. It does
happen, however, that hammers are
too wooly and soft. Such hammers
may have been calmly residing for
years in a customer’s piano, or may
have been just installed by the techni-
cian. The tone elicits some pleasurable
warmth but lacks depth, focus, attack,
power, and foundation — it is passive.
Where these multifarious deficiencies
exist more or less together, no amount
of filing, or certainly needling, or
applications of heat, will improve the
tone. This sort of passivity of tone
requires a complete character change
— some strengthening of body — and
this can only be accomplished with
fiber hardeners such as lacquer or
dissolved and diluted keytop plastic.

“Lacquering hammers” is, of
course, a controversial matter, and
understandably so. Some say that a
properly made hammer, i.e., pressed
fairly rigidly around the wood mould-
ing, will never require hardeners and
will easily voice using typical filing
and needling techniques. Moreover,
they continue, such a hammer is
bound to elicit a firm and powerful
tone since the inner areas of felt (the
core section) is firm yet highly springy
and elastic. The muscles of these
hammers, in other words, are strong
and fit as compared to the out-of-
shape and flabby muscles of the too-
soft hammer. Flabby hammer muscles
—flabby tone.

26—April 1994 PT]

Nick Gravagne, RPT
Contributing Editor
New Mexico Chapter

Now the primary reason that
“lacquering” has taken on such a bad
reputation has more to do with mis-
diagnosing tone, misusing the lacquer,
and miscommunicating with the
customer. Recall that past articles in
this series point out that tone begins
with the belly of the instrument
(soundboard crown and general
integrity, downbearing, etc.) and ends
with tuning and hammer work. The
belly or “box” must be tight and ripe
for projection; if not, no amount of
hammer work will make it so. It is
here where a typical mistake is made.

The customer complains that
the piano has no power, no pizazz,
especially in the higher octaves. The
piano technician, in an effort to
“brighten the tone” along with the
customer’s spirits, hardens the ham-
mers. The tone becomes more percus-
sive and slightly louder, but is still
poor. It does not sustain or project, nor
can it ever since the problem is (for
example) negative bearing brought on
by a flat soundboard. Remember,
firmly plucking the string at, say, note
number 65 should cause a rather sharp
and piercing sustain for about ten
seconds, the first five of which are
most noticeably audible, the remain-
der subdued but whispering through
and hanging on. Short sustains or
muffled sustains or both indicate box
trouble. And lacquering hammers,

beyond wasting time, only com-
pounds that trouble. Now along
comes a very serious-minded tuner in
a white wrap-around lab coat. The
tonal problem is properly diagnosed,
followed by excoriating pronounce-
ments uttered against the moron who
“ruined a perfectly good set of ham-
mers” with lacquer. The white-coated
and tightly wrapped tuner departs,
more convinced than ever that lacquer
and hammers should never be inen-
tioned in the same breath.

True, lacquer is misused
everyday, but then so are tuning
hammer techniques and regulating
tools. Lacquer is simply a tool as is a
drop screw regulator; improperly
used, both cause bad results. Properly
used, both improve the performance
of a piano.

Soft or VERY soft?

Now, regarding the too-soft
hammer, my own experience and that
of respected colleagues tells us this:
when the hammer is very soft, i.e.,
needles practically penetrate under the
weight of your hand, then filing,
shaping, and lacquering can bring
them up, but only to a point. We have
noticed that the tone elicited by
hammers so treated can be quite nice
under soft, or moderate, or mezzo-
forte blows, but at forte blows and
harder the tone lacks volume and
power equal to the blow. In other
words, power and projection are



disproportionate to the blow deliv-
ered. Pianists hate this; it’s like step-
ping on the gas for more speed — the
pedal goes down that last inch, but not
only does the Volkswagen not speed
up, but the acceleration curve falters!

Where the hammer is simply
soft, but not very soft, i.e., the needles
require some effort to penetrate the
hammer, lacquering can benefit the
tone at all levels of key blow, includ-
ing forte, 5till, the anti-lacquer activ-
ists insist that the properly made and
untreated hammer will always outper-
form the lacquered hammer. Perhaps.
Although this may be debatable, one
fact remains: short of replacing entire
sets of hammers, the too-soft hammers
are with us, either existing in the
customer’s piano, or arriving from the
manufacturer for hanging. What can
we do?

Personally, I have no problem
with using hardeners if I am reason-
ably sure that a noticeable improve-
ment will be made. Still, my customer
is advised that, if hardening proves
ineffective (based on expectations), a
new set of hammers may be required.

Now this may be tricky if
either you or your customer insist on a
new set of New York Steinway
hammers. Typically, and for quite a
while now, these hammers require felt
removal (sometimes seriocus in the
upper octaves), shaping, and usually
hardening throughout the scale or in
selected sections only. On the other
hand, once these hammers are giving
out a certain tonal quality, the voicing
seems to last a good long while
compared with the hammer which is
more dense and packed to begin with.

The Atlantic Monthly article — It’s
worth reading!

In August of 1982 The Atlantic
Monthly ran a very interesting and
lively article entitled “The Quality of
the Instrument.” Beautifully written
by Michael Lenehan, the scope of the
article is large (could make a small
book) covering months of “at the
factory” snooping as the author
followed the step-by-step construction
of a nine foot concert Steinway grand

piano. At completion the instrument
was chosen by Franz Mohr to reside in
the concert pool “basement” beneath
Steinway Hall and to display the
prestigious CD (129) tag only stamped
on the chosen few. There the instru-
ment sat in the illustrious company of
Horowitz’s at-the-time favorite CD 75
and Rudolf Serkin’s CD 214. Within a
short period of time CD 129 was
chosen by many top name performers
including Richard Goode. Interest-
ingly, in the first days of the piano’s

basement life, Lenehan recorded this
..."one of Mohr’s assistants went over
the piano’s action again, and Mohr
himself tried to coax a little more
volume from the hammers in the bass
and mid-treble sections; the latter, he
said, had no carry’... He filed a few
hammers to get down to a harder
layer of felt, and added small amounts
of juice where the filing did not give
him the brilliance he wanted.”

But prior to Mohr's selection
of the instrument for the concert pool,

by Renner

Laﬁquer

Renner believes in traditional voicing techniques, and manufactures
over 400 basic types of hammers for the worlds great pianos.

The Gsmium Hoe Hammers are a special execution, designed and
produced for North America, and are ideal for every high quality piano,
European or American. particularly the great vintage Steinway,
Chickering, Knabe, and Mason & Hamlin pianos produced in the past.

=, ReNner USA

) POB 1223
# Weston, CT 06883

| Or Contact:
| Rick Baldassin
Teaching & Technical Consuliant

Phone: 203/221-7500 Fax: 203/454-7866 Phone: 801/292-4441 Fax: 801/298-1441

PTJ April 1994 —27



voicer/regulator Raymond Parada,
well known and esteemed at Steinway
for many, many years, had his first
routine crack at the nine footer.
Lenehan asked Parada “if he could tell
what sort of piano it would turn out to
be... (Parada) said that the hammer felt
was a little too soft for his taste, but
not so soft that he was ready to
relegate the piano to the ranks of the
mellow... “This one, I'm gonna try to
bring it up. I like a little volume on the
piano, so I like to make it a little
harder.””

So how did Raymond Parada
bring it up — make it harder? Before
quitting time one day, after the action
had been regulated and weighed off,
the article reads that Parada “wanted
to juice the hammers with his solution
of lacquer and lacquer thinner. Later,
he would apply the juice deliberately
—three drops on this hammer, ten on
the next — but for now he soaked the
hammers indiscriminately. ‘I don’t
have to think now,” he said. ‘I know
this felt is pretty far off, pretty soft, so
I'm gonna give it as much as it can
take.”” The next day Lenehan writes,

“First, with the action in the
piano, he (Parada) punched each key
with his middle finger and marked
with chalk those that sounded strong
enough to him — by now, only six or
seven of the eighty-eight. These he
avoided as he applied the juice. On the
treble hammers he squeezed the juice
right on top of the thin felt covering,
but in the middle and bass sections he
juiced only the sides. The felt that
actually strikes the string, he ex-
plained, should remain soft and
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springy; the hardening should take
place below the surface. ‘When you
play soft, you only hear the top of the
hammer. If the top is metallic, that's
what you hear. When you play hard,
you hear the bottom of the hammer. If
the bottom is solid, you got a solid
tone.””

The article goes on to explain
that over the course of the next couple
of days, but after the hammers had
been “indiscriminately soaked,” the
hammers were gradually and selec-
tively juiced to a point of string and
brilliant tone, but “without slipping
past the point of diminishing tone.”
When, in Parada’s estimation, the
hammers couldn’t really take much
more”... he would try to make the tone
more consistent throughout the scale,
so that equal pressure on different
keys would produce equal volume. He
would harden a few hammers only
minutely, adding just a few drops of
juice, and would soften others, picking
their felt with a hand tool that held
three sewing needles.”

Now let’s notice a few things
from these passages. First the simplic-
ity of Parada’s language, terms, and
personal connection with his work.
Soft hammers equal soft tone. Hard
hammers equal hard tone. On soft
blows the top of the hammer most
affects the tone; on hard blows the
bottom of the hammer is much more
brought into play. A solid hammer
bottom is responsible for a solid
overall tone. Consistency of tone
means equal pressure on all notes
should cause equal volume on all
notes. Hammer tops should be
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springy or the tone will be metallic.
Let’s notice that the operation of
juicing began by roughing in with a
serious soaking of all hammers. Over
the next couple of days the juicing
operations became more selective,
finally ending when Parada deter-
mined that any further brightening of
the tone would also thin it out (funda-
mental subsiding as partials begin to
dominate). Because tone work is by
nature fussy and painstaking, the
voicing operation took many hours to
accomplish and included techniques
of filing, juicing, and needling.
(Parada typically has the piano for
three full working days. In this time
he fine regulates, travels and aligns
parts, weighs off keys, re-regulates,
and voices.) Lastly, when Parada first
received the instrument, the tone was
gutless; it had no real stuff until the
hammers were juiced. This same
instrument, after further refinements
to both tone and touch by not only
Parada but others as well, such as
Franz Mohr, was chosen by top-flight
performers such as Richard Goode.

Conclusion

In the wrong hands, or right
hands at the wrong time, both lacquer
solutions and bread knives can cause
trouble. Most of us recognize the need
for lacquering hammers in certain
situations; but fear, poor information,
or propaganda have caused some of
us to either espouse an extremist
position, or else retreat into a confused
and passive one. I have many friends
in both camps, and many more who
walk a middle road.

A future article will discuss
hardening solutions, proportions and
applications along with related
voicing work. And sometime this
spring we will be installing a set of
New York Steinway hammers. The
work will be documented and covered
beginning with weighing the new
hammers compared to the originals,
and ending with voicing for power,
volume, and musicality.
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Aftertouch & Action Travel: The Balance
of Letoff, Blow, and Dip

Ninth in a Series of Articles on

Grand Action Regulation

Last time we covered the regula-
tion of the wippen, with the jack
being regulated to the knuckle and
the repetition lever height being
set to eliminate lost motion while
insuring that the jack can return.
This month it is time to get into the
“touchy” (sorry about that!)
subject of balancing the key dip,
the hammer blow, and the
aftertouch. This is a long, detailed
article, but please bear with me, as
this is the true heart of the regula-
tion and it must be communicated
as clearly and completely as

possible.

here are a number of different

definitions of aftertouch. They

are all valid in spite of their
differences, because there are different
reasons for discussing aftertouch, and
the definitions match the purpose of
the discussion. For instance, to the
pianist, aftertouch is that “thunk” that
the key makes near the bottom of the
key stroke. From a technical point of
view this is not a good definition,
because there are small constituent
sections of this thunk which we need
to deal with separately. These include
the jack pulling out from under the
knuckle (varied by the jack regulation,
the condition of the knuckle, and the
presence or lack of lubrication), the
compression of the repetition spring
(varied by the spring tension, the
condition of the spring groove, the
friction in the repetition lever center,
and the drop screw regulation), and
the type of front rail punchings
(spongy or hard), besides the obvious
variable of the actual distance that the
key moves during the aftertouch.

The reason I mention the
above definition is because we need to
be aware that our regulation of the
amount of aftertouch in a piano may
not relate accurately with the pianist’s
perception of aftertonch. A piano may
have minimal aftertouch by our
definition, yet the “thunk” that the
pianist feels may be excessive because
of the many variables that enfer into
the pianist’s definition.

A more technical definition of
aftertouch is needed. For our pur-
poses, let’s use the following: “the
motion of the action parts, especially
the key and wippen, after the hammer
has stopped moving towards the
strings.” In other words, everything
that happens after the hammer is no
longer being pushed up by the jack
can be called aftertouch. This is a
definable, measurable quantity of
motion, and we can use this definition
to help us achieve our fine regulation
of the action.

There are many different
opinions about which regulation
specifications should be adhered to
absolutely in piano regulating. Many
people believe that the key dip should
be absolute from one piano to the next,
others believe that the overall key dip
is not absolute, but that the aftertouch
should be the same in all pianos, and
still others prefer to vary all specifica-
tions in the interest of maximum
power and hammer travel. Of these,
the argument for consistent key dip
seems to have the most merit, butI
feel it is better to adhere to a limited
acceptable range of key dip specifica-
tions, rather than holding to one
absolute figure.

In regulating pianos, we must
always iry to regulate each piano for
the best performance. Unfortunately
actions do not always perform best
when regulated exactly to the
manufacturer’s specifications. Even
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among different pianos of the same
make and model, it is sometimes
possible to make improvements in
performance by slight (and I empha-
size slight!) adjustments away from
the specifications. Perhaps this is a
dangerous subject for the PTG to put
in print, because used unwisely this
idea (and this method of regulating)
might lead someone to use it as
justification for their poor work. That
is certainly not the purpose here! Used
with discretion and care, however, this
way of approaching grand action
regulating can lead to the difference
from “My piano plays much better
than before” to “My piano plays better
than I ever thought it could!”

Since I am propounding that
we must find the optimum specifica-
tions for each action, let us look at the
relationships between the key dip,
hammer blow, letoff, and aftertouch.
A better understanding of the relation-
ships between these dimensions will
help us to understand better the hows

and whys of this “custom” approach
to regulating.

Let me continue by giving
some more definitions. Key dip is
simply the travel of the key, from rest
to full depression. Anyone who has
regulated many actions knows the
problem with measuring this: the key
dip changes slightly depending on
how hard the key is depressed. This is
one source of differing opinions about
key dip—some measure the key dip
with minimal pressure, and others use
a medium blow, and others use a
calibrated weight. All of these meth-
ods result in different key dip mea-
surements in different pianos, because
of the different compression of the
front rail punchings and even different
touch weights.

Aftertouch, once again, is the
motion of the action after the hammer
has stopped moving toward the string.
Please note that the jack is still slightly
in contact with the knuckle after the
hammer stops moving up—you
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cannot start the aftertouch definition
with the “release of the hammer”
because this changes according to how
the note is played.

Letoff is easier to define and
measure, It is the measurement of how
close the hammer comes to the string
when the note is played very slowly.
Most manufacturers recommend a
tapered letoff specification, closer in
the treble and farther in the bass. One
problem this presents to us when
regulating is that we must decide
where we should taper the regulation.
Since the letoff is slightly lower in the
bass, should the hammers be slightly
lower at rest also? Or should the
hammers be regulated equally from
the rebound felts, with a little less key
dip in the bass? Or perhaps we should
keep all of these the same, and allow
the aftertouch to be greater in the
bass? More on this later.

Instead of hammer blow I like
to use the term “hammer travel.”
Hammer blow usually refers to the
measurement from the hamimer rest
position to the string. Hammer travel,
however, is the motion of the hammer
from the rest point to letoff. The
hammer travel is adjustable at either
extreme, with the capstans adjusting
the lower limit of travel, and the letoff
buttons adjusting the upper limit.

Hammer drop is a misnomer,
and this causes a lot of mis-regulation
of actions. We should not actually
regulate a “drop” distance, because
this is too imprecise and dependant on
too many other factors. When a drop
specification is given, it normally
refers to the hammer’s distance below
letoff when the key is fully depressed.
This depends on proper key regula-
tion (and aftertouch) as well as how
hard the key is depressed. This can be
resolved by a different method of
regulating the drop, by using the
timing of the contact of the repetition
lever with the drop screw. The “drop”
specification can then be used later to
confirm proper regulation of the
aftertouch.

We have all heard of the “5 to
1” ratio of hammer motion to key
motion. The key dip (the “1” in the
ratio) relates directly to the motion of



the hammer (the “5”), or hammer
travel. I prefer to think of this as a
balance of the different regulation
specifications. This relationship is
intimate. If the hammer blow is too
great, then the key dip may feel too
shallow, and there will be too little
aftertouch. If the hammer blow is too
shallow, then the key dip may be
perceived as too great, and certainly
those pianists who are aware of
aftertouch will notice that there is too
much. If there is a good reason for
putting extra hammer blow into an
action, then this must be balanced by
either minimizing the aftertouch,
which is risky, or increasing the key
dip. If a particular pianist prefers a
very shallow key dip, then boih the
aftertouch and hammer blow will
probably have to be compromised
slightly to accommodate the artist’s
unusual needs.

This balance can be thrown off
by improperly regulated repetition
levers. If the levers have been set too
high there will be a slight amount of
lost motion in the action, and the
aftertouch will be too small. This is
why I placed such emphasis on
regulating the repetition levers by
feeling the jacks rub against the
knuckles in the last article—if there is
any lost motion at all, the relationship
between the hammer travel and the
key travel will be thrown off.

Keep in mind that there are
benefits of adjusting the hammer
travel up or down. A greater hammer
travel will sometimes help the pianist
to get more power out of the piano. A
shorter hammer travel can give added
control to the pianist. Some pianos,
because of the way the upper action
was fit to the keyboard and the
strings; benefit from having a little
more key dip to allow for a sufficient
hammer blow, while in others it is
better to keep the key dip at the
recommended specification and adjust
the blow distance. There is no one
answer, so we must work to find the
best solution when we are regulating.

This is not as hard as it may
seem. The best way to approach
regulation is to start with a known set
of specifications, test them on a

sample note, then experiment if you
are not satisfied with.the results. If
you regulate the blow distance to
45mm, the key dip to 10mm, and the
aftertouch is minimal, you must try a
few minor adjustments to bring about
an adequate aftertouch. Let’s take a
look now at a practical sequence for
doing this.

Step 9: Set Sample notes for proper
letoff in the piane.

With the action in the piano,
regulate sample notes in each section
for correct letoff. I like a tapered letoff,
and as close to the strings as is reason-
able for each piano’s circumstances. In
a concert situation where you will be
seeing the piano regularly, a very
close letoff of Imm in the treble and
2.5mm in the bass is ideal. In the
normal home piano it is better to leave

- a little extra margin for wear, so 1.5 or

even Zmm in the treble may be called
for, with 3mm in the bass. Keep in
mind that a close letoff will translate
into better control, so keep it as close
as is reasonable. _

It is usually best.to set the first
and last notes of each section, with one
extra note in the middle of the longer
sections, like the tenor section of most
scales. We will also need one sample
niote near the center of the scale to use
as a test note, so I usually set middle C
as my center of the tenor section note.
Be very careful on these letoff samples
—since you are only having to bend
over the piano and look carefully at a
few notes, take the time to be sure
they are right on the money.

Step 10: Establish regulating
specifications.

Pull the action out onto the
workbench (or a table, or the protected
top of the piano), and adjust a letoff
rack so that the sample hammers of
the center section of the scale just
touch the letoff rack at letoff. It is best
to have a very slight amount of
contact, as this eliminates guesswork
—you can easily see the hammer as it

touches the rail and blocks out any
light from behind. If the sample
hammer at the center is different from
the ends, and you are sure you were
accurate when you set them in the
piano, then adjust the letoff rack
correctly for one end sample and the
center note. Thus you will break the
long section of the piano into two
sections for regulating purposes.

Now get out your regulating
ruler with an adjustable reference
slider, and set the rule to the
manufacturer’s hammer blow specifi-
cation minus the manufacturer’s letoff
specification. This is important—this
becomes the hammer fravel specifica-
tion (which you may change slightly
later), and it should not include the
extra distance from letoff to the string,.
The letoff distance in the piano will
taper slightly from bass to treble, but
the hammer travel should not. For
example, if the manufacturer’s specifi-
cation for hammer blow is 47mm and
the letoff for the center of the piano is
2mm, set the ruler to 45mm and use
that as the hammer travel specifica-
tion. Holding the ruler up to the letoff
rack, adjust the capstan on your
sample note so that the hammer travel
matches the ruler.

Now adjust the drop screw on
this note. To regulate the drop, do not
watch the hammer. Start with the drop
screw lower than it should be, and
play the note slowly while watching
the jack and feeling for contact of the
repetition lever with the drop screw.
Press down until you feel the repeti-
tion lever contacting the drop screw.
Carefully depress the key further until
you can see and feel the jack tender
contact the letoff button. Now turn the
drop screw up a little and test again,
continuing until you can feel and see
that the drop screw and letoff buttons
are being contacted together.

It is possible to continue
raising the screw a little while the
contact of the parts still feels accept-
able. If you continue to turn the screw
up farther still you will be able to feel
the jack contact the letoff button before
the repetition lever is stopped by the
drop screw. I have found that it is
best, and most reliable, to set the drop
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screw on the lower end of this range,
so that is why it is important to start
with the drop screw too low, then stop
turning it up when the two points of
contact just come together.

Once the sample note is
regulated on the bench, put the action
into the piano and regulate the key dip
with punchings until it is to the
manufacturer’s specification. Play the
note with a medium blow. While you
hold it down, reach in with your other
hand and pull down slighily on the
jack tender to test for clearance
between the jack and the stop felt in
the repetition lever window. There
should be something like Imm at the
top of the jack, so the tender should be
able to move a little without feeling
like you are just compressing the stop
felt.

We have a built in method of
determining the correct aftertouch in
an action. The jack is the indicator,
and the position of the jack when the
key is at full travel is the test. There
must be enough aftertouch to insure
that the jack gets fully out from under
the knuckle, and there must not be so
much aftertouch that the jack is driven
into the stop felt of the repetition
lever. This is where different actions
can show their diversity, depending
on how the action went into the case
(slight under or over centering), how
the stack was fit to the keyframe
(giving a slightly different capstan
position and therefore key stick ratio),
and how the spread was set. If the jack
is equidistant from the knuckle and
the stop felt (a little less than 1mm
from each is possible in most actions),
the aftertouch on that action should be
ideal for the best performance. The
actual amount of the gaps in front of
and behind the top of the jack may
vary from almost nothing to over
Imm, but regulating the action so that
the jack is centered between the
knuckle and the jack stop felt when
the key is fully depressed will almost
always give good performance.

Back in the piano now, if the
jack can be moved a little while the
key is depressed then measure your
key dip again for reference and pull
the action out. Check your sample
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note again on the workbench for
correct key dip. At this point you
might want to play around with the
keyframe on the workbench a little to
get the correct key dip on the work-
bench, but it is usually possible to just
play the note fully as you did when
the action was in the piano, feel the
jack motion, and compare how much
it will move compared with when it
was in the piano. Now lift up a
neighboring hammer, play the sample
key, and look at the jack position in
relation to our two reference points
(the knuckle and the stop felt). Keep-
ing in mind any change caused by the
action being out of the piano, evaluate
your aftertouch. Going in and out of
the piano a few times may be neces-
sary to be sure you are feeling the
proper clearance of the jack from the
stop felt.

If the aftertouch is not great
enough, you have the option of either
decreasing the hammer travel or
increasing the key dip, or perhaps a
combination of the two. Conversely, if
the jack is jamming into the stop felt,
then you can either increase the
hammer travel or decrease the key
dip.

Your regulating experience
and the type of use the piano is
subjected to are the best guides as to
which of these options you choose. It
is common for concert instruments to
have a little more hammer travel and
slightly more key dip, to give the
maximum amount of power to the
pianist. It is also acceptable for the
aftertouch to be minimized in concert
instruments with the hope of increas-
ing repetition, as the piano is being
monitored closely enough to insure
that the jacks will always clear the
knuckles.

In home pianos where control
and ease of playing are more impor-
tant it would be more appropriate fo
insure reliability with sufficient
aftertouch, while decreasing the
hammer travel in order to maintain a
more “correct” key dip.

After you are satisfied that the
hammer travel, key dip, and
aftertouch are right on the sample
note, place the action in the piano and

put any new front rail paper
punchings under the felt punchings.
Now make an aftertouch gauge out of
paper and cardboard punchings.

Remember the definition of
aftertouch: motion of the action after
the hammer has stopped moving
toward the string. Place some more
punchings under the key until the key
comes into contact with the punchings
and stops (with very light pressure—
no compression of the front rail cloth)
when the hammer is precisely at the
highest point of travel. To test this,
slowly depress the key while watching
the front punchings and feeling for
firm contact with the punchings.
When the key stops, look at the
hammer and press down on the key a
little harder to compress the
punchings. The hammer should now
drop down a little. If compression of
the punchings allows the hammer to
rise a little more before dropping,
remove some punchings. If the
hammer drops before the key is
stopped by the punchings, then add
some punchings. This is where the
condition of the knuckle becomes
critical; flattened knuckles will make
this almost impossible, while nice
round ones will make it simple.

After you have the punchings
in place as described, these punchings
are exactly the thickness of the
aftertouch in this piano. Take these
extra punchings off the key pin, glue
them together, and write the piano’s
name and serial number on the
resulting aftertouch gauge.

Now you are ready to put the
action back on your work surface and
regulate the upper action one section
at a time.

Step 11: Regulate the letoff

Set the letoff rack carefully in
the first section so that the hammers
just touch the rack at letoff. Now
simply adjust all the letoff buttons in
the section for proper letoff on the
rack. Move on to the next two steps
before resetting the letoff rack for
another section.



Step 12: Regulate the capstans

With the letoff rack still in
position, use the ruler, set to the
specification for hammer travel
(decided earlier) to regulate the
capstans of the end notes of the
section. After the end hammers are
set, place a straightedge on top of the
hammer flanges and, sighting across
the straightedge at the hammer tops,
set the capstans for a straight hammer
line. If one end of the section is higher
than the other, place a rubber tuning
wecdge under the straightedge to raise
one end to match. You can then sight
over the straightedge so that it is even
with both sample hammers, then
regulate the section to the straight-
edge.

This is a good point to check
the consistency of the repetition lever
height adjustment. If there are any
that are slightly too high, you will find
that the hammers on those notes will
not come to rest reliably. If bouncing
the key causes the hammer to stop at a
different height each time, carefully
push down on the jack tender and try
to feel the jack rubbing on the knuckle
skin. If you can’t feel it, quickly reach
over and adjust the repetition lever
screw slightly to lower the lever. It is
also sometimes possible to lightly
bounce the key and feel for the slight
slapping of the jack top on the knuckle
caused by the lost motion when the
repetition lever is too high. Like good
tuning, good regulation comes from
lots of cross checks, and this is an
important one for refining the regula-
tion and insuring evenness.

Step 13: Regulate the drop

Make sure that the drop
screws are all a little low, and begin
turning them up and feeling for the
coniact of the repetition lever and the
jack tender on their regulating screws,
as described above. Don’t worry about
the hammer position with the key
fully depressed at this point, because
the key dip hasn’t been set yet. It isn't
really even good to watch the ham-

mers, as they will probably all move
too far up from excess key dip.

After these three steps are
completed in one section, reset the
letoff rack for the next section and
continue regulating. After these steps
are finished in the entire action place
the action back into the piano and
gather your supplies and tools to the
piano for regulating the key dip.

Step 14: Regulate the key dip

Sitting on a low seat or on the
floor with your eyes as close as
possible to the level of the keys, place
your aftertouch gauge on the first key
pin. Slowly depress the key until it
touches the gauge and watch the
progress of the hammer. This regula-
tion is easiest if the key dip is too great
to start with, so if the action is a little
shallow to start, just go through and
remove punchings throughout the
scale to make this job go easier. It is
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also helpful to raise the dampers off
the keys, if only to help you feel the
key meet the punchings.

The aftertouch gauge is the
reference point now, so any punchings
you add at this point will be put under
the felt punching before you go on to
the next key. As described earlier,
check for correct aftertouch on the key
and add punchings until the hammer
is at its highest point when the key
reaches the bottom while the
aftertouch gauge is in place.

You should make use of cross
checks as you work up through the
scale, Depress groups of keys together
to give a quick check for proper
regulation. If you find one key that is
going down more or less than the
others, you have found a problem
with one of the other steps in the
regulation:

a.The repetition lever height may
be off, causing a little lost motion.

b.The key may not be squared and
leveled correctly.

Save time and cost

over installing extra rods.
with
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c.The letoff may be wrong.

Once again, making use of the
built-in checks in this process will not
only make the regulation turn out
better, it will make you a better
regulator by training you in the art of
paying attention to details.

One of the real beauties of
using the procedure to set key dip is
that the sharps are automatically set to
match the travel of the naturals, even
if the keyboard was not made well.
The travel within the action stack
should be absolutely even, and the key
dip is set to match on both the sharps
and naturals.

After the key dip is set, move
the action back to the workbench and
recheck the drop screws by lightly
depressing groups of keys and looking
at the hammer positions when the
keys are all the way down. If you use
the letoff rail (set to the letoff position)
for this you can now check that the
hammers end up slightly lower than
the letoff position. Mainly, though,

you should be checking for evenness.
If a hammer is a little higher or lower
than the rest, then either the drop
screw is not set correctly or the jack is
not set under the knuckle correctly on
that note. Re-regulate the jack under
the knuckle, lower the drop screw and
regulate it back up by touch, then
confirm the setting by testing it
against the neighboring notes again.

As usual, this has taken much
more space in words than it takes in
time to accomplish. Although this way
of carrying out the regulation may

seem overly cumbersome in writing, it
works amazingly well in practice and
the setting of the key dip goes very
quickly after you have the feel of the
process in the first few notes.

Next time we will look into
backcheck regulation and repetition
spring settings. In addition to setting
the backchecks for checking height, we
also will look at the problems encoun-
tered with an incorrect backcheck
angle, and how to establish the correct
angle for the backchecks to meet the
hammer tails.

Regulation Step
9. Regulate repetition lever height

10. Establish regulating specifications
11. Regulate letoff
12. Regulate capstans

13. Regulate drop
14. Regulate key dip

Regulation Checklist (for this installment):

Related Items

Check/service wippen,

jack, and repetition lever centers.
Malke an aftertouch gauge

Recheck the repetition
lever height

Recheck drop and jack to
knuckle regulation

680

marketing plan.

One of six new designs available through the Home Office.
Design shown is printed in purple and black.

Reminder cards are an important addition to your

TICK TOCK.
TICK TOCK.
TICK TOCK.
TICKTOCK.
TICK TOCK.
TICK TOCK.
TICK TOCK.
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Intervals
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Last month we explored
the interaction of intervals within

the following groups:

P5+P4=P8

M3 + mé6 = P8
m3 + M6 = P8
M3 +m3 =P5
M3 + P4 = M6

For each group, we
started with beatless
intervals and then
explored various degrees
and combinations of
tempering.The real fun
begins when we expand
the groups into the chains
or series of contiguous
intervals which underlie
a lot of classical and
contemporary music. In
equal temperament
several chains of like
intervals appear to have
equivalents:

3 major thirds = 1 octave
4 minor thirds = 1 octave
4 fifths = 2 octaves + M3
3 fifths = 1 octave + M6
12 fifths = 7 octaves

12 fourths = 5 octaves

Tuner’s
Corner

Chains

¥ he equal sign, however, is
deceptive. In contrast to the

.. groups discussed last month, it
is impossible to make all of the
intervals in these chains beatless
without creating very badly out-of-
tune octaves. The necessify for temper-
ing at least some of the intervals, as
opposed to its mere possibility, thus
becomes evident. In our discussions of
intervallic chains we shall refer to
several different systems of tempering
the intervals, including meantone and
well temperaments as well as the more
familiar equal temperament. Even if
we rarely have an opportunity to tune
non-equal temperaments, knowing
how they work can give us a clearer
picture of equal temperament and
how its elements interact, thus helping
us to de-bug and refine our normal
tunings.

Any analysis of intervallic
relationships is greatly simplified if
we remember the classification of
intervals according to inversion within
the octave:

P5/P4
M3/mé6
m3/Mé6

In other words, fourths and
fifths are interchangable except for the
direction of tempering: if the fifth C-G
is narrowed by 4 cents, then the
corresponding fourth G-C is widened
by the same 4 cents. Likewise minor
thirds and major sixths are
interchangable: if the minor third D-F
is narrowed by 16 cents, then the
corresponding major sixth F-D is
widened by 16 cents. A chain of major
sixths will interact with octaves in the
same way as a chain of minor thirds,
and so on.

The tuning of the major third
probably affects the character or color
of a piece of music more than the
tuning of any other interval (other
than the unison). Let us therefore
begin with the chain of major thirds
illustated in Example 1. In the familiar
world of equal temperament, three
equally-sized major thirds, each 400
cents in width, stack neatly to form a
perfect octave 1200 cents in width
(ignoring inharmonicity), as shown at
the bottom of the example. A beatless
major third, however, is only about
386 cents in width, as discussed in my
article on beatless intervals in the

Meantone temperament:

41¢
8 <~386 cents—> B <—386 cents—> GI# <—386 cents—> BE# diesis g
i +(0 (beatless) i +0 ¥ diesis Aib +0 C
Kirnberger's temperaments:
Gt
| a = a
+0 +20 Ab +22 C
Young's temperament no. 1:
C E G#
) = = |
+6 +18 Ab +18 C
Equal temperament:
7 <—400 cents—> ]I; <—400 cents—> (E# <—400 cents—> g
0 ¢ i [
+14 +14 Ab +14 C

Example 1 - Chain of major thirds against an octave
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December 1993
Journal. (If we take

the beatless major lower Meantone Aron-Neidhardt| Youngno.1 Equal
third as the zero note P5 M3 P5 M3 P5 M3 P5 M3
point, the equally- C 5.5 0 5.5 0 4 +6 ) +14
tempered major third

can be represented G -5.5 0 -55 +3.5 -4 +8 -2 +14
by +14 cents, or 14 D -5.5 0 -5.5 +9 -4 +10 -2 +14
Eeezﬁeg‘)i(ffr ;h:z‘tack A -5.5 0 55 | +145 | -4 +14 2 +14
three beatless major E -5.5 0 | -2 +20 -2 +18 -2 +14
thirds, as shown at B -5.5 +41 0 +22 -2 +20 -2 +14
the top of Example 1, Fit -5.5 +41 0 +22 0 +22 -2 +14
we fall almost 42 C# 55 | +41 0 ) 0 120 2 14
cents short of reach-

mg the full octave. Ab +35.5 +41 0 +22 0 +18 -2 +14
This discrepancy of Eb -5.5 0 0 +16.5 0 +14 -2 +14
42 cents between Bb -5.5 0 0 +11 -2 +10 -2 +14
three beatless major F 55 0 0 155 ) +8 i) 14
thirds and one - .

beatless octave is
called the diesis. (In
the interest of simplified arithmetic we
are cheating here, since the theoretical
width of the diesis is actually closer to
41 cents; perhaps we can invoke
inharmonicity as a lame excuse! For
clarity, the tempering of intervals is
exaggerated in the examples.)

When we are atiempting to
tune a keyboard instrument, we
obviously have a choice to make
which has far-reaching consequences
for the style of keyboard music to be
played: either we can call a spade a
spade and admit that B# is not the
same note as C, that G# is not the
same note as Ab, and that the highly
dissonant diminished fourth G#-C is
totally different in character from the
calm and consonant major third Ab-C;
or else we cheat by tempering (ex-
panding) at least two if not all three of
the major thirds so that G# and Ab
become “enharmonic” equivalents of
each other. The first choice leads us to
either just intonation (everything
beatless) or meantone temperament
(beatless thirds and tempered fifths);
the second choice leads us to either
well temperaments (most thirds
tempered) or equal temperament (all
thirds tempered). In the cases of just
intonation and meantone tempera-
ment, we are faced with the additional
choice of physically splitting the G#
key (fore and aft) and adding an extra
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set of strings so that we can play both
the true G# and the true Ab, or of
eliminating the possibility of playing
Ab entirely. In both well tempera-
ments and equal temperament, G#
and Ab are both always available
without extra keys on the keyboard,
allowing a much greater range of
harmonies as well as musical “puns,”
such as the equivalency of the aug-
mented sixth to the minor seventh,
which Schubert and other classical
composers are fond of using in order
to change suddenly to distant harmo-
nies and back again.

In equal temperament and in
well temperaments, the 42 cents of the
diesis is distributed among two or
three major thirds. Instead of two
beatless major thirds plus one “wolf
third” G#-C which is 42 cents wider
than beatless (as in meantone tem-
perament), we can have three major
thirds each 14 cents wider than
beatless (14 + 14 + 14 = 42, as in equal
temperament), or some unequal
distribution of the 42 cents such as 0 +
20 + 22 (as in Kirnberger’s tempera-
ments or Jorgensen’s “Aron-
Neidhardt” temperament) or 6 + 18 +
18 (as in Thomas Young's tempera-
ment number 1), as shown in Example
1.

In equal temperament and in
each of the well temperaments there

Example 2 - Fifths and major thirds in several temperaments

are twelve different major thirds, as
we have seen in my previous articles.
Since a chain contains three major
thirds before repeating itself in the
next octave, there are four different
chains of major thirds on the key-
board: C-E-G#/ Ab-C, C#/Db-F-A-C#,
D-F#-A#/Bb-D, and D#/Eb-G-B-D#.
All twelve thirds are thus accounted
for. A single well temperament
includes many different sizes of major
thirds and distributes the diesis in
several different ways, as you can see
from the variety of values given for
the major third in Example 2. The
essential pattern for major thirds in
well temperaments can be seen from
the chart: the “white note” major
thirds F-A, C-E and G-B (with low
values) are close to beatless and are
thus calm and resonant in character; as
one moves down the chart, the values
increase at first, indicating an increase
of brilliance in the major thirds as one
plays more sharps in the music; then
the values decrease again as the
number of flats in the music decreases
back to the starting point of C. (As we
proceed with chains of other intervals,
I shall explain how easy it is to arrive
at the actual values, which can be used
as a sort of gauge for tempering or
coloring intervals in non-equal
temperaments by comparison with
their “normal” values in equal tem-




perament.) The variety of
intervallic colors in well
temperaments, due mainly to

the variety of major thirds,
contrasts with the homogene-

ity of colors in equal tem- ?

Meantone temperament:

G

-5.5 - 5.5 ;

perament. i
Next in importance
after the major thirds in
determining the color of the
music are the perfect fourths

+0

Young's and Valotti's tempreaments:

4 § 4 D

nhntTj

-4 E -4

and fifths. (This heirarchy of E
intervallic colors is reflected g
in many of the best schemes
for setting up a temperament,
which rely chiefly on rela-
tionships between major
thirds and perfect fourths C

+6

Equal temperament:

1z

and fifths, with minor thirds i
or major sixths employed for
cross-checking.) The interac-
tion of long chains of fourths
and fifths with octaves, while
of prime theoretical interest

Pythagorean vs. just tuning:

0 ¢ b

Lo

-0 b -0

to us tuners, has only an

+22

Pythagorean third

N

music; much more important
musically is the interaction of
shorter chains of fourths and

fifths with major thirds,

C

E
indirect effect upon the =

C

+0

just (beatless) M3 J

Bl
I
22¢ syntonic comma - -

illustrated in Example 3.
Whether we stack four
perfect fifths to form a
compound major third, or substitute
downward fourths for some of the
upward fifths to arrive at a major third
within the same octave, is of no
importance — the theoretical and
practical ramifications are the same.

If we employ the beatless
fourths and fifths of medieval or
“Pythagorean” tuning, as at the
bottom of Example 3, the result of a
chain of four perfect fifths (or two
fifths up and two fourths down) is the
Pythagorean major third which is
almost 22 cents wider than beatless.
This discrepancy of 22 cents between
four beatless fifths and one beatless
major third is called the synfonic
comma. It is useful to compare this
figure of 22 cents with the 14 cents
(wider than beatless) of major thirds in
equal temperament. Since 22 is about
60% larger than 14, a Pythagorean
third will beat about 60% faster than
its equally-tempered counterpart. For

Example 3 - Chain of fifths against a major third

instance, the major third F3-A3 would
beat 11 times per second instead of 7 if
beatless fourths and fifths were used
in the tuning. Small wonder that
medieval theorists regarded the major
third as a dissonant inferval! Never-
theless, Pythagorean thirds occur in
many eighteenth- and early nine-
teenth-century well temperaments —
generally on major thirds such as Db-F
or F#-A#, never on major thirds such
as F-A, G-B or C-E. The presence of
many sharps or flats in the music thus
adds expressivity, piquancy or bril-
liance to many of the major thirds if
the “black notes” are tuned with
beatless or nearly-beatless fourths and
fifths.

If we wish to have major
thirds which are not as wide and not
as rapidly-beating as Pythagorean
thirds, we then have to narrow one or
more of the four perfect fifths in the
chain which embraces the major third.

If we want an entirely beatless major
third, as in meantone temperament,
then the entire syntonic comma of 22
cents needs fo be distributed among
the fifths, since a single fifth narrowed
by 22 cents would be a hopelessly-
dissonant “wolf.” If the fifths (or
fourths and fifths) share the load
equally, then each fifth is narrowed (or
fourth is widened) by about five and a
half cents, as shown at the top of
Example 3. (This eventually leads to
the appearance of other wolves, as we
shall see shortly.) If, however, the
fifths are each narrowed by only four
cents (as in Young’s and Valotti’s well
temperaments), the resulting major
third will be & cents wider than
beatless: 22 -4 -4 -4 -4 = 6. Going
further, if the fifths are each narrowed
by only two cents (as in equal tem-
perament), the major third will be 14
cents wider than beatless: 22 -2-2-2 -
2 = 14. Likewise, if two fifths are
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accurately.
Let us now consider

briefly the interactions of
chains of minor thirds with the
octave, and of chains of fifths

oot — s ()
I

with the minor third. A chain
or stack of four beatless minor

-

| 1
D G

thirds exceeds an octave by
about 63 cents, as shown in
Example 5. In equal tempera-
ment the 63-cent discrepancy is
distributed equally among the
four minor thirds: each minor

Example 4 - Contiguous fourths and major thirds in equal temperament

beatless and two are narrowed by 2
cents, then the major third will be 18
cents wider than beatless: 22-2-2-0-
0 = 18. From this we can see that in the
actual setting up of an equal tempera-
ment, an error of only one cent in each
of the fifths (or fourths) of the chain
can cause a four-cent error in the
resulting major third

We can now see how the
widths of all the major thirds in
Example 2 have been calculated. Take
the major third D-F# in the Aron-
Neidhardt temperament: the chain of
fifths is tempered as given by the
boldfaced numbers in the table,
starting at D and reading downward:

D-A -5.5

A-E -5.5

E-B -2

B-F# 0
To calculate the major third D-F#, start
at +22 (the value if all the fifths were
beatless) and then take into account
the actual narrowing (or widening) of
the fifths: in this case 22-55-55-2-
0 =9, the value given for the major
third whose lower note is D in the
Aron-Neidhardt tempera-
ment. As you can see from
the Meantone part of the
table, one monstrously wide

fourths!)

For tuners of equal tempera-
ment (which is most of us), one of the
chief considerations in setting the
temperament is to tune a chain of four
fifths (or two fifths in one direction
and two fourths in the opposite
direction), not only arriving at the
correct size of major third but obtain-
ing equally-tempered fifths and
fourths in the chain. After all, two
beatless fifths plus two fourths which
beat twice as fast as they should (that
is, tempered by 4 cents instead of 2)
would still add up to a major third
correctly widened by 14 cents. It so
happens that a chain of contiguous
major thirds over two octaves (an
excellent foundation for an equal
temperament) embraces two chains of
contiguous fourths, as illustrated in
Example 4. By having the beat rates in
all three chains progress in the usual
manner, with 5:4 beat ratios between
contiguous thirds and faintly increas-
ing beat speeds in the fourths as one
moves upward, one can set most of
the notes of the temperament very

third is therefore narrowed by
about 16 cents. Of greater
practical importance to the tuner is the
interaction of the chain of three perfect
fifths with the major sixth (the inver-
sion of the minor third), shown in
Example 6. Here the chain of fifths
exceeds the beatless major sixth by 22
cents, the same syntonic comma we
encountered earlier in Example 3. If
each of the fifths is narrowed by 2
cents, as in equal temperament, then
the width (in cents beyond beatless) of
the major sixth is adjusted accord-
ingly: 22 -2 - 2 - 2 = 16, which agrees
with the value of +16 in Example 5. In
the actual setting up of the tempera-
ment, an error of one cent in each of
the fifths (or fourths) of the chain can
thus cause a three-cent error in the
resulting major sixth or minor third.

At this point we are ready to
explore the discrepancy between a
chain of 12 beatless fifths and a chain
of 7 octaves, illustrated in Example 7.
If we substitute downward fourths for
some of the upward fifths, as in the
well-known “fourths and fifths”
temperament scheme, or even if we

inside-out “wolf” fifth results
in four monstrously wide
major thirds: 22 -5.5-5.5 -

5.5 + 35.5 = 41, the price paid

for eight beatless major

thirds. (Properly speaking of
course, the pack of wolves in
meantone temperament

# Di# F# A C
Ba -0 i -0 5 -0 g -0 i
1 —
3 <—Octaive—> E E 63¢
i ;
c 1 gyps 6w 6 4 16 o

consists of one diminished
sixth and four diminished

38—April 1994 PT]

Example 5 - Chain of minor thirds against an octave




C G D A
I a ! a ' 2 —
C +0 A 22¢
C G D A
= -2 ; -2 p -2 E
C +16 A
Example 6 - Beatless and equal-tempeved fifths and major sixths
C G D A E B F# C# G D# At E# B#
| ] B i ] [ ] ] [ § ] ] ]
H ] ] ¥ ] ¥ i !q,_ []
C C C C C C C ct
; —1r L 1% T = K
= . - o = - - . ! ! - - t
C 2 G 2 2 A 2 E 2 B 2 F# 2 C# z Z 2 Bb 2 F 2 Ci
D#/Eb g ==
d'.¢ , Atno point in our
1tonic exploration of intervallic combi-
comma .
nations and temperaments are

Example 7 - Beatless and equal-tempered fifths against octaves

consider a chain of 12 beatless fourths
against a chain of 5 octaves, the results
are always the same: the discrepancy
is almost 24 cents, the Pythagorean or
ditonic comma. If eleven steps in the
“fourths and fifths” temperament are
tuned beatless, the final step (assum-
ing a beatless octave) is either a fifth
which is 24 cents narrower than
beatless or a fourth which is 24 cents
wider than beatless. The wolf strikes
again! Standard equal temperament
distributes the 24 cents equally among
the 12 fifths, so that each fifth is
narrowed by 2 cents (or one-twelfth of
the ditonic comma). Well tempera-
ments distribute the 24 cents un-
equally:in the simplest scheme
(Valotti’s temperament or Young's
number 2) six of the fifths are nar-
rowed by 4 cents while the other six
are tuned beatless. Young’s number 1
represents a more elaborate scheme:
four are narrowed by 4 cents, four by 2
cents, and four are beatless, but the
total narrowing of fifths still adds up
to 24 cents. In its all-out push for
beatless major thirds, meantone
temperament narrows eleven fifths by

about five and a half cents, resulting in
the giant inside-out wolf fifth men-
tioned earlier.

So far in this article I have
ignored the issue of inharmonicity and
tempered octaves. In this regard, an
alternative distribution of the ditonic
comma, Lucas Mason’s “new tuning”
of stretched octaves and beatless fifths,
is worth mentioning because it brings
inharmonicity into focus. Instead of
narrowing the fifths in order to
accommodate the octaves, Mr. Mason
stretches the octaves more than the
usual amount in order to accommo-
date beatless fifths across the entire
keyboard. Whether the increased
consonance of the fifths makes up for
the loss of consonant octaves is a point
of debate; in any case we should
recognize that the more commonly
accepted piano tunings of today
actually represent a compromise
between pure fifths and pure octaves.
In other words, in our common,
“stretched” equal temperament every
interval is tempered, including the
octave; no interval is strictly beatless.

any value judgements implied.
“Beatless” does not necessarily mean
“better,” nor does “non-equal”
necessarily mean “inferior.” Any
tuning system represents a compro-
mise between the conflicting tenden-
cies of chains of various intervals.
Equal temperament is a compromise
which favors the relative purity of
fourths and fifths; meantone and well
temperaments represent alternative
compromises in favor of purer (and/
or more expressive) thirds and sixths.
For any gain in favor of the purity of
one interval there are always corre-
sponding “losses” for other intervals
which may nevertheless heighten the
brilliance or darkness of the music,
since how much an interval is tem-
pered determines to a large extent its
color and musical character. It is our
job as tuners to find a compromise
which offers the best balance of
resonance and musical expressiveness
for a particular instrument, player,
and range of musical styles.

Next month we shall re-
examine and extend the discussion of
these inferacting chains of intervals
from the birds-eye view of the circle of
fifths.
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Feature

[Ed. note: Part 1 of this article was
published in the March, 1994 Journal.]

Sandblast now?

ne idea that seems to be a

double-edged sword is
abrasive blasting the keys to
clean them. Actually, we should be
calling it “glass beading” the keys as
to use sand or some of the other
abrasive mediums under pressure
would wear down all the sharp edges,
pit the keys everywhere we don’t
want them pitited — you get the idea.
Glass bead blasting is much safer to
both keytop and technician. It does a
mild abrasive scrubbing of the surface
without eating the daylights out of the
wood. It will produce a “peened” look
to the material without actually
damaging it.

Thave no iron-clad rules as to
when to blast the keys. Old tops on or
old tops off each offers advantages
you can consider. Try both and find
the method that suits you best.

Use a gang clamp or clamps to
keep the keys in orderly conirol. They
are simple to make and use and keep
you from constantly playing 52
pickup! Bill Spurlock has a honey.

Take care to cover the cap-
stans. On grand keys also cover the
backchecks (I leave the wires to be
blasted) and the damper lifter felt.
They should not be abraded by the
glass beads. I use a little cover made of
duct tape run across the length of the
keyboard. After glassbeading the keys
I zip off the cover and while I have the
keys before me I clean the capstans
with a good quality brass polish. Step
back and admire the cleaned keys
with shiny capstans just crying for
those new keytops!
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The biggest problem is that
the blasting cabinet takes up a lot of
space, requires several pieces of
equipment, and when you get done
with it you have to have some place to
store the contraption until needed
again! The result is cosmetic for the
most part, and I offer it as an addi-
tional charge for the higher priced jobs
and “specialty” repairs like
smoke-damaged pianos or those really
nasty pianos even I can’t stand to
touch. Presently, I have access to a
friend’s cabinet and while the price is
right (free), the trouble with hauling
everything over to his house, setting
up, doing the work, clean up, going
home and unloading... I am slowly but
surely fabricating a modified versjon
of the blast cabinet offered in the
Journal by Jim Harvey. Thanks for the
idea, Jim!

Preparation: trimming top surface
priot to recovering

To me, preparation of the
keyblank is crucial. I want to remove
just enough wood so that [ duplicate
the height of the original key. This
means less work leveling the keys
once back in the piano. Also, I've seen
“recovering jobs” where they popped
off the old tops and glued new
molded keytops some three times
thicker directly onto the unprocessed

and prepared surface. Just guess what
effect that can have on your fallboard
and other case parts!

I'm fortunate in that Thave a
set of Oslund key machines (check the
cover of the November 1991 issue of
the Journal for a picture). These
machines are legendary and make
shaving the key surfaces a matter of a
few simple adjustments. For those
who don’t have such a setup take
heart. Check the Journal classified
section for availability. If still unable
to get involved to this degree, but you
want to do quality work, again take
heart. Bill Spurlock has published
several helpful jigs and fixtures to
make this job a reality. Check the back
issues of the Journal for these and
other related articles.

You can rig up a sanding
platform to your drill press quill or
purchase (less than fifty bucks) the
Wagner Safe-T-Planer attachment for
your drill press or radial arm saw that
will allow precise trimming. A home-
made jig or the ready to use Peterson
router guide turns a router or planer
into a specialty tool just for key work.

I use the Wagner
Safe-T-Planer in conjunction with a
four-inch drill press vise. This handy
little vise cost me about $10.00 (Harbor
Freight Tools, 800-423-2567), and
worth every penny. I have modified
the original metal jaws of the vise. I
fabricated a set of “L” shaped jaw
replacements from some wood scraps.
This allows the key to rest with its top
above the vise, but sit firmly and
squarely in the jaws. The wooden
sides of the jaws also serve to protect
the keys from teeth marks. The secret
to this design is that the lip the key is
to rest on (the bottom of the “L”),
must be narrower than the width of the
average key and allow the key to sit
high enough to clear the top of the
vise. This allows plenty of room to
trim wood from the keytops.

After making and testing the
new jaw pieces, you can either drill
and mount them into the original
screw holes or, if this is to be a perma-
nent adaption, superglue the wood
onto the original jaws. Sometimes you
can make a temporary adaption of the



vise for key work by using a hot melt
glue gun and securing a plain wooden
block into the base of the vise next to
the fixed jaw. This works like the “L”
lip if it is kept narrower than the key
width. When you are done you can
pry the hot-melt glue off and use the
vise for other things. Be careful to
align the block so you get a square and
flat work surface.

I have my vise mounted on a
hardwood board. This board rests
against a rail. The rail is nothing more
than a straight piece of 1x2 hardwood
clamped to the table. The drill press
vise mount is lubricated with paraffin
wax and glides against the edge of the
rail. The Safe-T-Planer is set to the
appropriate depth and trims the wood
from the keytop. You conirol the
length of the cut, so pay attention!

The vise works just as well if
you are trimming the keys with a
sanding disk or sanding drum setup. I
keep some “blanks” around to practice
controlling my cutting/sanding
depths. The bottom (seating) lip of the
vise to the underside of the trimmer/
sanding disk/sanding drum is your
measurement equivalent to the
original thickness, less the thickness of
the new keytop. Hence the importance
of precise measurements!

The vise is an important part
of the key recovering process and
should be treated with respect. Pay
attention to details and the modified
vise will work like a champ!

Notching

After trimming the key to
accept the new keytop material, dry fit
a keycover and note if the end of the
keytop fits flush with the new
trimmed area. Sometimes the shaved
surface doesn’t go far enough to the
rear and the new keycover doesn't fit
flush. If this happens take a sharp
chisel, cut back the notch and elongate
the area.

Nothing is more frustrating as
gluing on a set of keytops and finding
they are flayed up at the rear of the
key because the trimming didn’t go’
back far enough. A few minutes with
the chisel will prevent this embarrass-

ment. Here a sharp chisel is of para-
mount importance. A dull chisel will
cause the wood to compress and shred
instead of cutting cleanly and
smoothly. The first cut should be a
short stop cut in the key going as deep
as the shaved area. The second takes
the excess remneant wood back from
the shaved edge to the stop cut. I turn
the chisel bevel side down and use a
smooth right/left cutting/shaving
motion to cleanly smooth and flatten
the area.

Again, this step may not be
necessary but isn’t it easy to check
before committing yourself too
deeply?

Surface tepairs

Make any necessary repairs to
the gluing surface with a good wood
epoxy or putty, wood insert, whatever
is needed to get a smooth, even work
area. It may be necessary to run the
repaired key through the trimming
operation again to restore any varia-
tions created. The more even, level
surface you have the less chance the
keytop will pop off. I like using the
two-part Minwax® brand High
Performance Wood Filler. It mixes like
an epoxy and dries in fifteen minutes,
then can be shaped, carved and/or
sanded. Nice, quick and effective, and
found at most hardware stores. That’s
the name of the game.

Installation: jigs and fixtures

Again we can pick and choose
from a variety of professional and
homemade jigs and fixtures designed
for keytop installation. My jig has
been evolving for some twenty-five
years. The original was no more
complicated than a bentnailina
board. The bent nail provided the
proper amount of “Lip” overhang
while the board held the glued-up
keytops in position the receive the
key. Today I have “refined” the jig to
be virtually indestructible, It is welded
steel! It replaced one made of scrap
wood, glue and a piece of old key
stock that I used to attain my over-

hang. Why did I make it of steel? Why
not? Actually, it was to prevent
distortion and loss of accuracy by the
reaction of the contact cements to the
scraps of wood and plastic it came in
contact with. Sound impressive?
Anyway, it made sense at the time!

All this jig is designed to do is
to allow you to adhere and align the
new keytop material to the old key
and do so in as efficient a way as
possible. As functional as this latest jig
is, I did not discard the wooden jig it
“replaced.” Some spinet keys with
extended keybuttons on the underside
of the key prevent the use of the
longer jig. Maybe only one setin a
hundred is like this, but when you
need the right tool to do the job... nuff
said!

Adhesives

Depending on the type of
keytop material you are using, you

have a variety of adhesive alternatives.
Perhaps the oldest method used in
recovering keys is to use a solvent that
physically bonds the two surfaces by
melting the underside of the plastic
keytop to the wood grain of the key
blank. While most any volatile solvent
would work, my solvent of choice is
acetone. 1t is readily available and has a
moderately fast flash-off (“drying” or
evaporation time).

Modern contact cements have
replaced most other adhesive methods
and with good reason. They are
readily available, reasonably priced,
strong bonding and dependable.
Available in both flammable and
nonflammable mixtures, both deserve
your respeci: read all warnings and
use properly! Respect and protect
your body parts.

I use a plumber’s acid brush
(available in sizes from 1/8" to 1/4™)
to lay a thin coat on both the wood
surface and the underside of the
keytop. The best thing about them is
that they are good, cheap, and dispos-
able — and there’s no cleanup!

I don’t know if this is really
true or not but I feel I get the best
results from the older “flammable”
type of contact cement. Maybe I'm just
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more used to it and recognize the
vapor smell and make some kind of
mental association, but it seems to
work better for me. Who knows. The
writing on the wall is that flammable
versions are going the way of the
dinosaurs so give the latex, nonflam-
mable types a try. I am slowly (and
begrudgingly) making the move
myself as my favorite version disap-
pears.

Remember: contact cement is
designed to give a permanent and
strong instant bond to two surfaces.
Use gentle pressure to align the
keytop before applying more pressure
to permanently seat the keytop. It's
usually a one-shot deal so use caution!
Keep a rag handy for hands and read
up on cleanup procedures and materi-
als and first aid measures.

Keytops

I have my personal prefer-
ences for key material. Depending on
the type of key recovering I'm doing, [
may cut some 1" x 6" ivorine blanks
from buik sheets. I purchase mine
from Schaff Piano Supply Company,
one of the few remaining supply
houses that still stocks pyralin mate-
rial. It is this material that works so
well with solvenis to bond it to the key
wood. The Oslund machines were
made for these keytops and really
provide a more personal “hands-on”
job. Here your personal skill and
artistry with a hand file really shines!

Molded keytops have all but
made this material obsolete for the
average technician and that is a real
shame. It still has its uses. I do an
average couple sets of “Waterfall”
keytops each year and I haven't seen
any of the molded keytop manufactur-
ers beating a path to be first to make
them. Should we throw these pianos
in the dump because we can’t recover
the keys? I think not.

Molded keytops are the new
generation of materials for the techni-
cian. We've come a long way
since they were first introduced and

42~April 199 PT}

each catalog update from suppliers
seems to infroduce a new and im-
proved version. Vagias Ventures
makes an astonishingly wide variety
of different keytop finishes, colors and
materials. I keep the most popular
selections in stock and they provide
excellent service for ordering keytop
sets.

I order my plain white
keytops, with and without fronts,
from the supply houses and find
them, at first glance, pretty much alike
and of similar good quality. However,
“plain” keytops have improved and it
is possible to order both generic sizes
and seemingly more “model-specific”
molded keytops. Basically, this refers
to both width and length of keys. Get
samples from different makers and
use them to compare with your job on
hand. For specialty jobs like clavi-
chords, harpsichords and whatever, I
play it by ear and usually end up
milling my own stock from the local
hardwood supplier. Most of these jobs
are covered with thin wooden strips
like pearwood, cherry, etc. and the
occasional mother-of-pearl inlaid
sharp keeps the mind churning round
and round! I love a challenge!

Find what you like and are
comfortable with but don't forget that
to stop is to stagnate. Don't be afraid
to check out options and new materi-
als. That's what makes it fun!

Trimming: accuracy = quality work

Prior to the final filing of the
keytops the obvious excess material
along the sides and in the notches
must be removed. This can be accom-
plished in a variety of ways depend-
ing on your pocketbook, ingenuity,
and skill.

For those who have the bucks
and can find them there are the
Oslund machines, the Solenberger
machines, and Bill Spurlock’s router
jig system to name a few. Your router
can be adapted to trim keytops with a
ballbearing type flush cut laminating
bit. Even something as simple as a
plain vanilla 10" Bastard Mill File can
do the job.

Sometimes the best tool for
the job is that simple file. Take a look
at your tool and observe one side
coarse, one side fine; one edge
toothed, the other blank. Practice filing
in a downward stroke agninst the
keytop toward the bottom of the key.
Try not to file up against the under-
side of the keytop as you might
inadvertently pull the freshly glued
keytop loose. Even though the glue
has set the prescribed amount of time
it is still “fresh” and the bond can be
broken. As you get more comfortable
with the process you may find a
circular stroking motion with the
power on the downstroke more
comfortable.

Clean notches and smooth,
crisp edges are achieved by using both
sides of the file: rough for rapid
removal of excess plastic; fine to
remove filing grooves and leave a
smooth edge. You will improve with
practice but the best advise I can give
is don't be in a hurry. Give yourself
time to do the job right and the job
will be done right!

Finish filing: the importance
of proper and clean fools

As you file the keytops
remember to periodically vacuum or
brush up the shavings as they are both
flammable and can scratch your finish
surface, Don’t try to do it all at once.

You are cuiting a relatively
soft material, not hardened steel!
Check your files for buildup and clean
them as needed. Don't think you are
“wasting” time—a clogged file cuts
unevenly and you run the risk of
friction burning or skittering along the
edge causing damage. One thing I
have learned is I hate to have to
replace one keytop I screwed up
because it means breaking a whole
new set of molded keytops! [Mistakes
= Wastel]

The finish filing should be a
flowing motion as you caress the
keytops to gently soften the edges. The
better the filing, the less buifing you
need do for a good, clean looking job.
By the same token, take time to get the



notches clean and sharp, the edges
flush, and buffing is like icing on the
cake!

Buffing

All buffing wheels are not
created equal, nor do the materials
they service respond the same. The
material the wheel is made of, how it
is sewn, and the recommended speed
are all important to getting the right
results. Check the motor used to drive
the wheel: size of shaft, r.p.m., horse-
power. Don’t forget the little details!

I'mark each wheel according
to the type of material it buffs: ivory
only and fvorine (plastics) only.

So, too, should you use
polishing compounds recommended
for the appropriate surfaces. [RPM =
HOT = MELTDOWN!]

A beautiful recovering job can
be ruined by buffing with too much
pressure, which generates too much
heat, which melts the new keytops,
which causes technicians to cuss... Use
a slow to moderate speed with a soft
cotton wheel and light, gentle pressure
to get good results.

The purpose of buffing is to
remove minor imperfections in the
finished keytop. Prior to buffing I will
examine the keys for glue runs and
smears or file marks. I try to remove
these blemishes with a Scotchbrite®
pad, OOO0O steel wool and/or a razor
blade prior to buffing. A few passes
with the fine side of the file should
remove edge marks not previously
corrected. Only then should you
lightly buff the keytops with the
appropriate compounds. Check with
your suppliers for recommended
buffing compounds. Periodically clean
your buffing wheels of hardened
compound buildup with a buffing
wheel rake. To neglect this is fo invite
undue friction and the inevitable
keytop meltdown.

Sometimes a satin finish is
desired. A light, quick hand buffing
with a Scotchbrite pad or OOOQ steel
wool should sufficiently knock the
sheen off the keys.

While you are buffing, don’t
forget to buff the fronts! Nothing looks

worse than a beautiful set of new
keytops with cruddy looking fronts. It
may be worth your time to go at these
with OOOO steel wool or a
Scotchbrite pad before buffing to get
any really nasty stuff off it.

Ivory repair and replacement

Ivory can be cleaned! I use my
random orbit sander and start with
eighty grit non-loading paper for
preliminary cleaning. I'll follow up
with one-fifty paper on the random
orbit sander before going to hand
sanding 220/320/400/600 wet-or-dry
grits to remove minute sanding marks.
I know this sounds like a lot of physi-
cal effort, but really, most of the work
was done by the sander. The hand
sanding is done wet and a few swipes
per grit is all it takes, Remember ivory
has a grain to it. Go with the grain as
often as possible and finish up sand-
ing with the grain. A razor blade or
hand scraper can be used to attack
those really nasty marks. Once sanded
and/or scraped, the ivories are waxed.

Ivory can be buffed with an
ivory polish or a good quality paste
wax or it can be lightly oiled with a
good quality oil. It will soak into the
open pores and seal them producing a
shiny polished finish upon buffing.

Being organic, ivory can be
bleached out and/or set in sunlight to
lighten — if you have the time or want
to risk the ivory separating from the
key. Be careful what you put on ivory
to clean it. Some perfectly ordinary
and harmless cleaning compounds,
when combined, react on ivory by
turning it a bilious shade of orange! I
was going to tell you what they were
but I changed my mind — don't be
tempted! Use plain ol’ mild soap and
water on a slightly dampened rag to
clean the keytop, followed up by a dry
towel. Don’t let too much water get on
the wood as it will loosen the ivory,
warp it (organic will curl) and damage
the wood.

Plastic is not organic but
petroleum-based. It works best with
other types of buffing compounds.
Going at plastic with sandpaper may

produce negative results you can’t
correct without replacing the keytops.
Be warned and be careful.

New Ivory (i.e. If I were a rich man)

When do you replace real
“old” ivory with “new” plastic?

This is one of those questions with
which every technician must come to
grips. Ivory, real ivory, is a thing of
the past. I try to salvage good, reus-
able ivory when I recover keys. As a
result I have boxes of mismatched
ivory pieces, heads and tails alike of
various lengths, widths, thicknesses,
grain patterns, color variations...

In the olden days ivory blanks
were affixed to the key by a glue
impregnated wafer. The wafer was
soaked in water and sandwiched
between wood and ivory. Brass cauls
and clamps were affixed and a heat
source was applied to the brass. The
heat caused the water to boil off and
activate the glue. The heat was re-
moved, the cauls cooled and the key
and ivory were trimmed.

These days I use contact
cement or the superglue types de-
pending on what kind of mood I'm in!
The superglues are the most conve-
nient and quickest. Contact cement is
often closer at hand in the shop.

Economics rears ifs ugly head
when it comes to deciding when to
replace all the ivories with a new set of
plastic keytops. While most will agree
a beautiful full set of real ivories are a
joy to behold and a sheer pleasure to
play, Mr. and Mrs. Joe Average
Customer:

a) doesn’t know the difference,
nor really care

b} is more interested in the visual

c) chokes at the cost of repairing
real ivory versus new plastic

d) all of the above

As in all things there are
exceptions, but in reality this covers
most customers we'll run into. Those
few exceptions deserve our attention
and special recognition for going the
extra little bit. I see too few of them.
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If you don’t have a plethora of
concert artists pining for real ivory but
do have a serious inquiry, contact
your suppliers and manufacturers for
availability and cost of real ivory.
Brace your customers as to both the
high cost and the time it takes to do
the work. A more available resource of
organic keytops are those done by my
friend Don Bunch down in Washing-
ton, N.C. He has come up with a way
of covering keys in bone with a look
and feel as close as [ care to get, at less
than half the cost of ivory. Give him a
call for details.

Tip: Don't limit yourself to just
yourself! Use fellow technicians,
manufacturers, suppliers and any and
all sources you can find. There is
nothing to stop you from being boih a
contractor and a subcontractor, just
as there is no reason why you
shouldn’t use subcontractors if they
can provide that extra needed service.

Can ivory be repaired? Had
you asked that question a few years
ago I'd have said either “No” or “Why
bother?” It was certainly easier to just
cut them off and glue on a new set of
plastics. As ivory becomes more
“precious” to me I have taken more
care to look into repairs.

Warped and/or twisted
ivories can be soaked in hot water
until clean and supple. Pressed
between two sheets of plate glass and
the odd brick placed on top for added
weight, the ivories are left to air dry,
once again flat and true.

Thanks to women's fake
fingernails I have been fixing chipped
ivories. I mix some of the polyester
nail product and apply it to the chip
after bolstering the area with a mask-
ing tape dam to give it a molded
shape. Once cured I use an emery
board to shape it down to proper
aspect. A little matching paint mixed
into the epoxy will near-match the
ivory. A little touchup paint to blend
in the edges and you're done.
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Be something special

While it may just be a touch of
vanity, have something you do go
above and beyond to call of duty. Take
the time to clean the capstan screws,
or clean and lubricate the balance and
front rail pins. Whether or not you
mention this to the customer is your
business, but it is a point of pride to
me to “go the exira mile.” The best
thing about this is it makes my work
go easier so I, too, benefit for so little
effort.

Tip: Don’t think that the job is over
when the keys are recovered. There is
more 1o recovering keys than just
gluing new keytops on. A key job also
includes:

1. Transportation to and from the job;
2. Disassembly of case parts to remove
keys;

3. Assembly of case parts after installa
tion;

4. Leveling keys and correcting dip;

5. Key squaring and spacing;

6. Easing and other adjustments if
rebushed;

7. Minor action regulation and adjust
ments

In other words, don’t sell yourself short.
Verbum sapienti sat est—a word to the
wise is sufficient!

Additional information

Recent articles available for
your scrutiny give alternate methods
and/or jigs and fixtures you may find
of interest. The list found at the
conclusion of this article is by no
means comprehensive, and the author
encourages you to do some research
yourself. After all, do I have to do
everything for you... mumble,
mumble... mumble.

Finally

I'm fond of saying nothing is
carved in stone. By this I mean there is
no “right” way to do this job as long
as the finished results are up to

standards. My way of doing some-
thing is just that—my way! Find
whatever method and tool assortment
works best for you. I merely offer
possible avenues to investigate.

You may or may not have
access to Oslund machines or the
mechanical skills to create the jigs and
guides Bill Spurlock and others use.
Not to despair! I know of technicians
who recover keys with nothing more
than disc sanders and a couple of files
and they do beautiful and high quality
work! Get yourself a set of old clunker
keys and practice -- if you don't have
an affinity for this work, don’t sweat
the small stuff! Check around for
those of us who do key recovering as a
regular service and get them to show
you or answer questions. Docendo
discitur (one learns by teaching). We
often find we get more out of helping
you than you do! It teaches us to
verbalize what we do almost by reflex!

Begin a dialogue or relation-
ship with one of the many fine key
recovering businesses found adver-
tised in the Journal. See what services
they offer and poof—you can offer the
same! It is just that simple — well,
almost.

Remember that this is another
way fo expand your business, either
directly, by offering the service and
doing the work yourself, or by acting
as a middleman and subcontracting
the work out to — I don't know; say...
me!

Bonus points

Translate the following Latin
phrase and receive adulation:
Quomodo nunc, spadix bos. Reversed
translation: woh won, nworb woc.

Suppliers

Bone Keytops

Donald D. Bunch

700 John Small Ave.
Washington, NC 27889
919-946-7350



Key Surfacing/Trimming Machines
Charles A. Wilson

1841 Kit Carson

Dyersburg, TN 38024

901-285-2516

Solenberger Piano Service
Ed Solenberger

1551 Lynn Ct.

Santa Rosa, CA 95405
707-542-1756

Spurlock Specialty Tools
Bill Spurlock

3574 Cantelow Rd.
Vacaville, CA 95688
707-452-8564

Peterson Router Guide

Don C. Peterson Piano Service
11530 M. 6000 W.

Highland, UT 84003
801-756-9786

Vagias Ventures

ABS, Acrylic and PETG Keytops
265 Prospect Street

Baden, PA 15005

412-869-2842

Molded Keytops and Related
Materials

Pianotek

214 Allen

Ferndale, MI 48220
800-347-3854

Schaff Piano Supply Company
451 Oakwood Rd.
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800-747-4266

American Piano Supply Company
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Clifton, NJ 07014

201-777-3600

Ford Piano Supply Company
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New York, NY 10034
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Pacific Piano Supply Company
P.O.Box 9412

N. Hollywood, CA 91609
213-877-0674

Wagner Safe-T-Planer

Pianotek Piano Supply Company
214 Allen .

Ferndale, M1 48220

800-347-3854

Journal articles worth looking up:

December 1987, pgs 17-20

“The Technical Forum,” Susan Gra-
ham, RPT

“A New Beginning; Make This Tool: The
Key Clamp”

July 1989, pgs 10-12

“The Technical Forum,” Susan Gra-
ham, RPT

“Key Leading”

May 1990, pgs 26-29

“Practically Speaking,” Bill Spurlock,
RPT

“Key Balance Hole Repair”

January 1991, pgs 22-25

“Practically Speaking,” Bill Spurlock,
RPT

“Grand Action Touchweight, Part II”

March 1991, pgs 21-25

May 1991, pgs 34-37

June 1991, pgs 29-32

“Practically Speaking,” Bill Spurlock,
RPT

“Key Recovering”

November 1991, pgs 20-23
“Practically Speaking,” Bill Spurlock,
RPT

“Using The Table-Mounted Router, Part
I

January 1992, pgs 18 - 20, 27
“Practically Speaking,” Bill Spurlock,
RPT

“Cleaning Piano Actions & Parts With A
Glass Bead Blaster”

February 1992, pgs 16-21

“Practically Speaking,” Bill Spurlock,
RPT

“Building A Glass Bead Blasting Booth”

May 1993, pgs 16-17

“Technical Forum,” Ed Solenberger,
RPT

“Craftsmanlike Key Repairs”

Advertising in the
Piano Technicians
Journal Pays off.

Display ads range in size from 1-
inch io full page, and in cost
starting from $25 per issue.
Prices vary according to ad size
and frequency of run. Discounts
apply for six time and twelve time
contracts.

Your ad in the PT Journal will
reach an international target
audience of over 4,000 readers,
interested or employed in the
piano service industry.

The word about your product or
service will reach this profes-
sional readership on a monthly
basis and because this journal is
technical in nature, copies are
indexed and retained for future
reference by readers, giving your
ad an indefinite shelf life.

Contact the Piano Technicians
Guild Home Office for details
about how you can start reaching
piano service professionals
around the world.

Call 816-753-7747

This is a 1/3 page ad.
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Technostuff

One of my customers is a
conservative church that
has a 30-year old studio
piano. The piano has been
played and tuned regularly without
problems. The church recently began
renting the use of its facilities and
piano to a musical group that per-
forms rather emotionally and the
piano is starting to break strings. Is the
hard playing by this new group
responsible for the string breakage?

: Hard playing with flat
hammers will break strings
of any age prematurely. The
same change in the vibra-
tion of the strings that make playing
with flat hammers sound bad causes
the wire to fatigue sooner.

Imagine that the round strike
surface on the hammer induces a
round wave form in the vibrating
string. When this round wave runs
into the capo bar and reverses direc-
tion the angle of deflection of the
string from rest is small. A flat ham-
mer with a somewhat square strike
surface will induce a square wave that
produces a harsher, less musical
sound and causes a larger angle of
deflection when the wave hits the
capo bar. This larger angle of deflec-
tion is what causes the wire to fatigue.

The wire can withstand only a
certain amount of oscillation at the
capo bar that is the product of the
number of deflections multiplied by
the angle of deflection. When the limit
is exceeded, the wire breaks. Even
new wire will break after only three
deflections of 90 degrees, but wire
that’s played lightly with well-
maintained hammers will last until
other factors necessitate its replace-
ment.
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In this case, the piano had
been played lightly for thirty years,
but the hammers had not been filed.
So even though the conservative folk
were playing lightly, they were
depleting the oscillation bank with
their flat hammers, When the emo-
tional folks began playing hard they
broke the bank almost immediately
because they increased both the angle
and number of deflections with their
heavy playing.

What to do about your customer
that's ready to snap?

*Replace or splice broken wire.
Further playing on the remaining one
or two strings of a unison will over-
load those strings and cause them to
break even sooner.

®Reshape hammers. The damage
has been done already, but this will
help forestall the inevitable.

eDeregulate the action. After
reshaping the hammers, the letoff will
most likely be farther than “normal.”
Leave it there. The greater letoff will
put less energy into the string and
deplete the oscillation bank more
slowly.

#Tell the customer:

1. The strings will continue to
break. The steps above will only buy
them some time. The damage has been
done starting several years ago when
they neglected to have the hammers
serviced (or somebody forgot to tell

-them to have it done).

2. The piano will have to be
restrung soon. Individual replacement
or splicing will add up to more than
the cost of restringing in short order.

Richard Anderson, RPT
Feature Writer
Chicago Chapter

This is a good example of how
regular service (in this case hammer
shaping) will prolong the life of
certain parts (the hammers) as well as
the rest of the instrument (the strings).
It makes a good illustration to use to
explain the benefit of what we do to
the customer. This is also a good
introduction to:

Richard’s Rule of Thumb #1:

No individual’s or manufacturer’s
piano is immune from the laws of
physics.

In other words, stuff breaks! We
don’t need to apologize or feel respon-
sible for it (unless, of course, we broke
it). We're all too often too sympathetic
with customers and unwilling to say,
“These parts need replacement.”
Compassion for the customer is
helpful, and empathy for the customer
is essential, but we can’t take responsi-
bility for the piano’s age or quality, or
its condition prior to our tenure.



The purpose of this series of articles is to
reachout to the inexperienced tunerand help
create a good foundation on which to build a

profession.

he “TEMPERAMENT”: to me,
one of the most difficult sub-
jects to explain in words so as to
provide a clear and easy understanding
to the beginning tuner. So a word fo the
beginners: read as many books as you
can on this subject, put into practice
what you read and then go back and
read it again.

The more you know about this
subject, the easier if is to understand
what you are doing and why you are
doing it.

The following three rules may
help you. Rule #1—Know what you are
doing. Rule #2—Know why you are
doing it. Rule #3—1If you don'tknow the
answers to #1 and #2, ask questions.
With this in mind, let us start with piano
wire and the temperament.

As the hammer sirikes a string,
thestring dividesinto different frequen-
cies called partials. Thefirst oneis called
the fundamental, the next one the 2nd
partial, etc., etc. To help you hear my
point, slowly press and hold down note
C1 so as to pull the damper away from
the string. Inastaccato fashionstrike C2,
G2, C3, E3, A#3, C4.

This little experiment is meant
to convince you that a string does di-
vide, sub-divide and generate frequen-
cies other than the fundamental. Try the
same procedure with other notes, mak-
ing sure you keep the sequence of the
octaves, fifths and thirds the same. Refer
to Dr. William Braid White’s book “Pi-
ano Tuning and Allied Arts,” page 42
for a technical explanation.

Having very briefly introduced
partials as a way to have a better under-

standing of the temperament, (see Fig. 1
- p. 48) for the complete temperament
with cross checks and tests to check
your accuracy. These cross checks and
tests are but a few of the many that can
be used. As you progress and mature as
atuner, you will find more on your own.

Before starting to tune and
memorize your temperament you must

know the following:

Expanded Contracted
Intervals Intervals

Major third (M3rd) minor third (mdrd)
Major sixth (M6th) minor sixth (m6th)
Fourth (4th) Fifth (5th)

Start tuning the temperament
with interval F3-A3 with a beat rate of
approximately 7bps (beats per second).
What causes you to hear 7bps? If you
know, read quickly. If you don't know,
read carefully.

The following assumes the pi-
ano is at standard pitch. The frequency
of the fifth partial of F3 is 873.07038. The
frequency of the fourth partial of A3 is
880.00000. The differential is 6.992962.
Therefore the differentialin the frequen-
cies of these “coincidental partials” cre-
ates the beat rate you hear. To the crafts-
man these are known as the 5/4 coinci-
dental partials and they exist in all Ma-
jor 3rd intervals. An amazing coinci-
dence; the frequency ratio of A3 to F3 is
also 5:4. Read White's book for a de-
tailed explanation.

Your question at this point
should be, “How do I know what 7bps

Paul Monroe, RPT
Orange County Chapter

sounds like?” The following explana-
tion is ot original. I was introduced to
this method at a state PTG convention
by Jim Coleman, Sr.

Place your metronome on 103.9.
As you hear each click of the metro-
nome, count 4. Click, 2, 3, 4; click, 2, 3, 4;
click, 2, 3, 4 etc., etc. What you are count-
ing is a beat rate of 7bps. Listen, count,
practice and practice untilyouhave that
beat rate programmed into your sub-
conscious.

The metronome setting for the
next interval, F3-D4 is 119.8. Again as
you hear each click count click, 2, 3, 4,
efc.

Thenextintervalis A#3-D4 and
the metronome setting for this interval
i5138.7 Countagain click, 2, 3,4, etc., etc.

When you have these beat rates
programmed into your subconscious,
you are well on your way to setting a
temperament aurally. If you are using
the Accu-tuner, use this aural method as
a method fo check your accuracy.

Tohelp you hear the beat rate of
F3-A3 more clearly and without the in-
fluence of other unwanted characteris-
tics, hold down F3 and A3 releasing the
dampers from the strings and in stac-
cato fashion strike A5. Listen. The beat
rate you hear is the true differential be-
tween the 5/4 coincidental partial rate
and the beat rate you hear when you
play the interval. If this does happen I
choose to stick with the true beat rate 1
generated by sympathetic resonance. A
word of caution when you strike A5—if
youhave the pianomuted and the damp-
ers are not on the strings, push the ham-
mer of A5 against the string to dampen
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INTERMOUNTAIN SEMINAR
Springtime In The Rockies

Provo Park Hotel—Provo, Utah
Sponsored by: Utah Valley Chapter

Contact: Jack Reeves
801-378-3400

New Mexico One Day Seminar
Saturday, May 14

Featuring
DAVID STANWOOD
Topics will include:
Touchweight, action leverage
& felt properties
Contact: Les Conover 505-255-0658

The Tuner Continues—The Temperament

the tone. This will allow the partials to
ring outloud and clear. Tohelp youhear
thebeatrate of F3-D4moreclearly, strike
Ab. For the interval A#3-D4, strike Dé.
This may be the appropriate
time to let you in on an astounding fact.
The “proper” beat rate varies from one
piano to the next, due to variables built
in to the piano. So therefore, to say that
all F3-A3 intervals on all pianos should

be 7bps is in error. The beat rate of 7bps
is the starting point. In your tuning ma-
turity you will be able to set the ideal
temperament for the piano you happen
to be tuning.

We will continue our discus-
sion of the temperament in the next
article. Rememberrule three:ifyoudon't
know the answers to rules #1 and #2—
ask questions.

Figure 1

Great Library Resources!

From PTG Home Office
i Piano Action
{ © Handbook
Tug ; Third Edition
st | Copledly
! Randy Dotter, RPT
| $8PTCMembers
i i | $10 Non-Members
The i }
Calculating L
Technician | - H
By David Roberts | . L
$13

Call 816-753-7747
to order your copy today.

Visa & Mastercard Accepted

TUNE TO BPS

The Defebaugh F3-F4 Temperament

TESTS

E3 A3 7
D4 F3 8
A#3 D4 9.2
C#d A3 8.7

G#3 Cid 9

C4 G#3 8.2

F#3 A#3 7.3

D#4 F#3 8.4

B3 Dit4 9.8

G3 B3 7.7

E4 G3 9

F4 F3 0+

A-DA4th should be slow
roll up to 1bps.

F-A# 4th to have slow
roll.

Should be about .5bps
slower than A#-D M3rd.
F-G# m3rd should be
slightly faster than A#D
M3rd. (9.31bps to 9:2bps)
Should be slightly faster
than D-F Méth and
slightly slower than A-C#
M23rd.

Slightly faster than F-A
M3rd.

Slightly faster than F-D
Méth and slightly faster
than G#-C M3rd and
slower than A-C# M3rd.
Slightly faster than A#-D
M3rd.

G-C 4th should have a
noticeable roll. G-D 5th
should be less than the
4th. Beat rate to be in be-
tween its neighbors.

C-E M3rd to have a beat
rate 5bps faster than B-D#
M3rd. Beatrate tobe faster
than A-C# M3rd but
slower than A#-D M3rd.
G#-F Méth to be slightly
faster than G-EM6th C#-F
M3rd faster than C-E
M3rd.F-G# m3rd a little
faster than G#-F Méth.
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Left
Fork

Close Encounters Of The Word Kind

id you ever notice how hard
it sometimes is to make a
graceful transition from
tuning mode to conversational mode
and retain your grasp on whatever
reality you call your own? You get so
wrapped up in some peripheral
daydream to escape the tedium of
tuning that you find that you ne-
glected to leave a trail of bread crumbs
to find your way back to lucidity to
answer the question you realize with
some panic that your customer has just
asked. It goes like this...

Customer: “...rug..... smokes a little
don’t panic, OK?”

You: “Izzi wubbef?”
Customer: “I said, will you be all right
in here?”

You: “Walk id abblum inna
bucket.”

By now she is having second
thoughtis about having even let you in
the door, much less giving you access
to her treasured musical picture shelf.
Meanwhile, with a superhuman effort,
you finally regain partial control of the
power of speech and spend the next
minute or so trying to re-establish the
illusion of being harmless and, at least,
semi-professional. Don’t even dream
of trying for normal at this point, you
are currently in “disaster recovery”
mode and there’s no extra horsepower
for unnecessary frilis.

You think, “Maybe I can fake it.
Maybe she didn’t hear what I didn't
come even close to saying just now, or
maybe she did and thinks I'm on
drugs, or off planet, or maybe she, too,
says or does something stupid often

Ron Nossaman, RPT
Feature Writer

enough to have pity and let me off the
hook.”

I must be getting better at
looking harmless and/or pitiful
because people will generally leave a
conversational hole for me to duck
through until I can backtrack a little
and join the discussion in progress as I
lock in on the subject. It's a little like
where the other folks at the banquet
table pretend not to notice when you
go to wash the lasagna off your lap,
and when you return with the huge
resulting wet spot. I often wonder if
it’s a mercy move, or it’s just so far
south of their own center of conscious-
ness that they are momentarily too
disoriented to do you any damage.
More likely, they're afraid to continue
in this vein with the possibility of
witnessing their tuner pass through a
half dozen psychotic episodes and a
fetish or two and turn into a turnip
before their very eyes. They've all seen
those trashy early 1960s science-fiction
flicks where the alien, when acciden-
tally exposed, spontaneously renders
down to a mixture of black cherry
Jell-O and cinder blocks. Probably, by
the time they realize that it’s just inane
babbling and not alien morphing, I've
recovered enough to divert their
attention with some more organized
(if equally disturbing) conversation. I
sometimes wonder what would
happen if I were tuning for a clinical
psychologist when this happens. Who
knows, maybe Thorazine’s not so bad.

None of this really means
anything other than the fact that there
is an internal “Tuning World” that I
go into that has a surprising depth and
breadth. I really do get “lost in my

work” occasionally. Interestingly
enough, to me anyway, this never
happens with either very good, or
very poor pianos. I only get lost in the
middle of the road tunings. No, twit,
not literally on the white line, just
those easy, monotonous, colorless
tunings that I can get through on auto
pilot. It's like when you used to have
a real job that you drove to every day.
Weren't there days when you found
yourself in the parking lot at work
with no definite memories of the
drive? Surely you didn’t think you
were the only one driving around
town on pure autonomic function,
without the burden of consciousness?
You weren't! If you had been awake
you might have noticed me going the
other direction in a similar condition. I
have known people who had no idea
where they’d been for the last fifteen
years. In fact, I took a Philosophy class
from one of them in college. That
should explain a few things to some of
you.

When I count to ten, you will
awalken refreshed. You will have no
memory of this session except for a
lingering conviction that it is a very
good thing to donate large sums of
cash to a worthy cause. A mailing
address comes to mind...

Conversation [ wish I'd overheard:
Traveler: “Pardon me, sir, I seem to
be lost. I was on Bliss Street before I
crossed the river, but now I find
myself on Ignorance Avenue. What
happened?”

Local: “Man, on this side of the
river, Ignorance is Bliss.”
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Like the waiter said, “That’s not mold
sir, that’s garnish.”

Thorazine: Chlorpromazine - Reduces
anxiety, agitation. Discuss this

with your physician. If you have any
cash left after the prescription is filled,
a mailing address comes to mind...

I'm OK, You're OK

It has come to my attention that
there could be the barest possibility
that my sometimes somewhat cynical
outlook, and/or my nefarious habit of
indicating the presumed gender(s) of
the characters, or verifiable brand
names of pianos in my presented
vignettes, has the potential of offend-
ing some portion of my readership.
Being an individual of extreme
sensitivity to the feelings of others,
and wishing (above all else) to “please
all of the people, eventually,” I
humbly submit this sincere act of
contrition.

One very fine undetermined
morning (there are specific days of the
week that some persons find distaste-
ful or distressing.) to which was
attached no religious, ethnic, or
sociological significance, my personal
timekeeping device of unspecified
national origin and product name
affiliation gently awakened me, at
whatever time of day the reader may
find most acceptably gratuitous, in the

gentlest manner conceivable. I sprang
from my non-brand-specific bed, with
its “Do not remove this tag under
penalty of law” tag prominently
displayed (I conform to my utmost
ability, laying no claims to any supe-
rior talents, to the expectations of my
society and community), and skipped
cheerfully into the kitchen to brew a
delicious cup of my choice of morning
beverage on a politically and ecologi-
cally proper appliance, being very
careful (as is my custom) to practice
energy and resource conservation in
the process. “Golly,” I thought to
myself, “It sure is swell to be a piano
tuner. I must try not to appear too
boastful about it, though, lest some
unspecific individual or faction less
fortunate than myself suffer an
unnecessarily traumatic blow to their
self esteem.” Secure in my knowledge
that I was in a proper frame of mind to
positively represent the entire
world-wide music industry (specifi-
cally unnamed), I returned to the
bedroom to dress.

Having chosen and donned
clothing in moderate earth tones and
made of ecologically benign materials,
carefully chosen to convey a soothing,
trustworthy, and non threatening
aspect, I prepared for another exciting
day of enhancing the aural potential of
a comfortably moderate number of
very fine pianos. I endeavor to sched-
ule (at the customers’ convenience) no
more instruments than to which I can
safely and dependably render the best

possible service of which I am capable,
thereby augmenting and enhancing
the very lives of the proud owners or
custodians of these instruments.

Since singling out any specific
instance or situational anecdote
relating to any experiences I might
have in the course of a day of profes-
sional service could conceivably have
a potentially distressing effect on any
number of religious, gender related,
socio-economic, or morphologically
related groups or individuals, it
would be prudent to just say that [
made as many individual entities as
happy as I was able on that day and I
feel really good about it. I'm truly
proud to be allowed to be a part of
such a noble calling. My endeavors
could make it possible that a whole
world of culture and beauty will open
up for some individual who has yet to
experience the joys of music. It is to
my eternal joy that I can contribute
some small effort to that end.

I'm pleased that I am allowed to
share with you some of my joy and
satisfaction in accomplishing my daily
tasks, and I sincerely hope that my
choice of descriptive words or
phrases, vocabulary, length of sen-
tences, number of commas, haircut, or
inadvertent specificity hasn’t offended
any of you (regardless of any extenu-
ating circumstance, attitude, or
condition you may embrace).

Have a nice day.

Official PTG Business Cards Are Available From PTG Home Office

Card includes PTG logo, gray raised lettering and coated card stock.

Available to RPTs and Associates

Call 816-753-7747

Cards available: 500/$45 or 1,000/$70
Visa or Mastercard Accepted
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Your
Business

[Ed. note: Part 1 of this article was published
in the March, 1994 Journal.]

The Triangle of Service

So how do we do all of this? To
do it well, we have to understand the
triangle of service. But before we can
understand the triangle of services, we
first must understand exactly what ser-
vice is. And to understand what service
is, we have to understand a very impor-
tant concept: the moment of fruth.

The authors of the book Service
Americasay: “When the moments of truth
go un-managed, the quality of service
regresses to mediocrity.” A moment of
truth is the instant a customer thinks of
your product or service. Every time a
customer thinks of the piano, or your
name, it is the instant the customer calls
you to set up an appointment, or plays
the piano after you have tuned it. It is
every moment that he thinks about a
piano, not just his, but every piano that
he sees or hears. It is a chain of experi-
ences that form his opinion of you.

Therefore, itis entirely possible
that a customer could experience up to
10,000 “moments of truth” between
tunings. If the customer has a good im-
pression of you, because you did a great
job tuning or repairing the piano, these
moments will be positive ones. But if
you did a bad job, or said something
offensive, those moments will be nega-
tive. And those negative thoughts will
continue to build into a rage, and there
goes your reputation.

Donald Porter, director of cus-
tomer services of British Airways points
ouf: “If you are a service person, and
you get it wrong, ... you are very likely
erasing from the customer’s mind all the
mernories of the good treatment he or
she may have had of you. But if you get
itright, youhaveachancetoundoall the

SER VICE

MANAGEMENT

Willem Blees, RPT
St. Louis Chapter
Part2 of 2

“In order for your company
to serve its customers, you
need a strategy that will
serve to differentiate your
company from your competi-
tors in the mind and the
experience of your custom-
ers. The service strategy
must mean something
concrete and valuable to the
customer, something he or

she is willing to pay for.”

wrongs that may have happened before
the customer got to you. You really are
the moment of truth.

When youmake amistake, there
has to be a point of facing up to that
mistake. Most people will forgive your
screw-ups, even to a preposterous de-
gree, if you will acknowledge the
customer’s personal needs, and make
an effort to set things right. That is what
makes the concept of managing the
moments of truth the very essence of
service management.

Every time you work on a
customer’s piano, the customer is as-
sessing the quality of the service, even if
it is unconsciously. But as we are work-
ing, and especially after wehaveleftand
he or she is playing the piano, the cus-
tomer is thinking about whether or not
to partake of your services again. There
is a “moment of truth” each and every
time the customer plays the piano, and
every time he or she walks past it. The
customer is grading us on our perfor-
mance. If nothing goes wrong, thenallis
well, and we can expect to return in the
future. But if something goes wrong,
then we have to “recover” from the mis-
take.

When dealing with you in solv-
ing a problem, there are four things that
the customer will focus on:

First, there is care and concern.
This is obvious. Did you show some
consideration for the customer, and did
you take the care in solving the prob-
lem? Then there is spontaneity. Were you
able to solve the problem right away,
without having to call a lot of people, or
make excuses why the problem could
not be solved? The third area is problem
solving. Again, this is very obvious. You
either took care of the problem or not.

And last there is recovery. Thisis
the most crucial aspect of solving a prob-
lem. This comes after the mistake has
been rectified. It involves talking with
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the customer to offer assurances that
you want to continue to service the pi-
ano, and that you are indeed sorry a
problem existed. You can go to extra
steps by contacting the customer later to
make sure everything is all right. By
making the extra effort to call, you are
assuring the customer that you are con-
cerned about the piano. This will help
greatly in the recovery of any doubts
that may have existed about you. What
this does is help the customer form a

very positive opinion of you. It is the .

positive opinions that will help shape
thoughts of you during the time the
customer does not see you, but while
those moments of truths are occurring.
It is the something extra that will keep
that customer as your customer.

In the service business, it takes
more than just being an average piano
tuner — it takes something special to
keep customers. When British Airways
did asurvey ofhow customers feltabout
their service, 20% said they thought BA
to be superior to other airlines, 15%
thought BA to be inferior, and the rest
saw no difference. At first they were
pleased with the report, but then some-
one mentioned that 65% of the custom-
erswhoresponded to their survey didn’t
see any difference between their com-
pany and the others. They had to do
something special to make those cus-
tomers always want to fly with British
Airways.

In our business, if a majority of
your customers do not hear the differ-
ence between your tuning and that of
one of your competitors, then you are
taking a chance that those customers
will leave you. So to keep those custom-
ers, you have to do something a little
better than your competition. You have
to “stand out.” To be an effective piano
tuner you must offer something special,
especially in an industry where most
customers don't really know the differ-
ences in the quality of service offered
them. In most instances, in piano tun-
ing, “average” really equates to “medio-
cre, at least in the mind of the customer.
If you want to stand out, you have to be
better than just mediocre.

A customer expects you to tune
a piano, and expects it to be done right.
Howyouachieve thatresultreally makes
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no difference to the customer. The cus-
tomer does not care if you use a ma-
chine, or do it left-handed. That is not
important, and don’t expect that to be
the thing that causes you to be invited
back. But because customers’ expecta-
tions are progressive, (they expect at
least the level of service they have be-
come used to), you must exceed that
expectation.

Although service is obviously
different than a physical product, you
should look at service as a product. A
service product is any incident of doing
something for others for a fee. Service
canbe distinguished from a commodity
by one or more (and usually several) of
the following characteristics:

1. A service is produced at the
instant of delivery;itcan’t be created in
advance or held in readiness.

2. A service cannot be centrally
produced, inspected, stockpiled, orware-
housed. Itis usually delivered wherever
the customer is, by people who are be-
yond immediate influence of manage
ment.

3. The “product” cannot be de-
monstrated, nor can a samplebe sent for
customer approval in advance of the
service; the provider can show various
examples, but the customer’s own hair
cut, for example, does not yet exist and
cannot be shown.

4. The person receiving the service has
nothing tangible; the value of the ser-
vice depends on his or her personal
experience.

5. The experience cannot be sold or
passed on to a third party.

6. If improperly performed, a service
cannot be “recalled”. If it cannot be re-
peated, then reparations or apologies
are the only means of recourse for cus-
tomer satisfaction.

7. Quality assurance must happen be-
fore production, rather than after pro-
duction, as would be the case in a manu-
facturing situation.

8. Delivery of the service usually re-
quires human interaction to some de-
gree; buyer and seller come into contact
in some relatively personal way to cre-
ate the service.

9. The receiver’s expectations of the ser-
vice are integral to his or her satisfaction

with the outcome. Quality of service is
largely a subjective matter.

10. The more people the customer must
encounter during the delivery of the
service, the less likely it is that he or she
will be satisfied with the service.

Thesecharacteristics painta pic-
ture of a very special kind of transaction
between buyer and seller: the transac-
tion we call service. The more we under-
stand this transaction, the more our cus-
tomers will understand us, and appreci-
ate us.

To help you visualize the pro-
cess of service, think of dealing with
your customer in terms of a cycle of ser-
vice. The cycle begins at the very first
point of contact: the advertisement in
the paper; the referral from one of your
other customers; the Yellow Pages. It
ends, temporarily, when the service call
is completed, and begins again when
the customer is ready to have you back.

Within that cycle of service are
thousands of moments of truth, and one
of those moments is called the critical
moment. What you need to discover is
when the most critical moment is. Be-
cause it is at this moment that the cus-
tomer will decide whether or not you
can come back. Each customer is differ-
ent, just as each piano is different. The
secret lies in being aware enough with
each customer, to recognize the most
critical moment of truth, and make it the
best one.

This brings us, at last, to the
Service Triangle, as drawn above. This
triangle represents the three elements of
service: strategy, people, and system,
and how these three revolve around the
customer.



This triangle represents a pro-
cess, rather than a structure, because it
forces us to include the customer in our
conception of the business. If youlook at
this diagram, you will notice that the
lines do not just go into the middle to-
wards the customer. There are also lines
that gobetween the outside circles of the
triangle. This is to help us understand
that the service of customers is not donie
by the three different elements of ser-
vice, but that each are responsible, and
related to each other.

The first element of the triangle
are the people. Youshould think of your-
self as a company, made up of several
different people. After all, you are a
tuner, technician, accountant, reception-
ist, secretary, floor sweeper, etc. It is
obvious that your company exists to
serve the customer. But what is equally
important is that you should think of
your company as existing to serve the
needs of the people who are serving the
customer. In other words, yourbusiness
is there to help you serve your custom-
ers.

Large companies have many
employees who all support each other.
The company supports the employees,
and gives them training, benefits, and
help in any way it deems necessary. By
the same token, your company (of one)
needs to support all the “people” in its
organization. That means if the book-
keeper needs help with the books, the
company will provide the funds to hire
the help, or provide the training to do it
yourself. If the technician needs a tool to
do the job right, the company will buy
that tool. If the secretary needs a vaca-
tion, the company provides it. If the
tunerneeds additional training, the com-
pany sends the tuner to a seminar or
convention.

Fromacustomer’spointof view,
they want a piano tuned. What the cus-
tomer does not want to hear, when call-
ing to set up an appointment, are the
problems the people in your company
are having. The customer doesnot want
to know that the “employees” are hav-
ing fights among themselves, or with
their spouse. So, in order for you to
serve your customer besi, make sure
that the people in your company are
ready to serve the customers.

In order for your company to
serve its customers, you need a strategy
that will serve to differentiate your com-
pany from your competitorsin the mind
and the experience of your customers.
The service strategy must mean some-
thing concrete and valuable to the cus-
tomer, something he or she is willing to
pay for. What is a service strategy? A
service sirategy is a distinctive formula
for delivering service; such a strategy is
keyed to a well-chosen benefit premise
that is valuable to the customer — and
that establishes an effective competitive
position. One of the most important
things a company can do is determine
exactly what business it is in.

If your company does rebuild-
ing or refinishing, or sells and offers
rentals, be sure to let the public know
this. If all you want to do is tune, with
some minor repairs, then that needs to
be told. In other words, the strategy is to
let customers know what you are will-
ing and capable of doing.

The system is that which deliv-
ers the service to the customer. The sys-
tem is the hardware that is used to tune
the piano, the car that takes you to the
customer, and the computer or book-
keeping system that keeps track of the
cash flow, When the customer’s interest
is treated as an afterthought in the qual-
ity of the service delivery system, the
situation is programmed for mediocrity
and dissatisfaction.

All of your tools, supplies, mer-
chandise, etc. have to be in excellent
working condition. They have to be
clean, and kept in organized containers.
Included in the system is the quality of
the person delivering the service, the
condition of his or her clothes, and the
attitude the person has about his or her
work. No matter how well you do your
job, or how much money you spend on
advertising, if youdon’tloockand act the
part, it will all be for naught.

How To Teach An Elephant to Dance

To recap what we have talked
aboutso far: welive in a service oriented
economy, and an increasingly service-
conscious society. We have concluded
that high quality service is a powerful

competitive weapon that is regarded as
an essential part of business strategy.
And the concept of managing the mo-
ments of truth is a primary driving force
behind a successful operation.

The process of rethinking your
attitudes about service management is
akin to teaching an elephant to dance. It
seems impossible, but until you try, and
workatit, it willnothappen. Inorder for
it to become part of your daily life, you
must first realize that it is possible to
happen, and then you must be moti-
vated to make it happen.

To create a new service orienta-
tion usually involves five stages:

1. Evaluate the present level of
service. Find out what customers think
about your service and how they want
your company to improve its service.

2.Clarify the service strategy. If
you can’t or don’t want to handle this
yourselt, this is the time to get help. Ask
a professional to set down some
strategies that have worked for other
companies similar to yours.

3. Educate yourself and others
in your company. Read articles on how
to tune better or how to regulate, and
besides this article, read other books on
service.

4. Implement the new tactics.
Once you have learned how to do it, put
the plan into action. As with any new
idea, it might take time to do it right.
Make changes when necessary to make
the system work right.

5. Reinforce the new orienta-
tion and make it permanent. Don't give
up on the plans. Make service manage-
ment a way of life.

Information for thisarticle came
for the most part from Service America -
Doing Business In The New Economy by
Karl Albrechtand RonZemke. A Warner
Books publication.
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Number
Crunching

Sometimes we are able to appreciate
the fine workings of things around us
only by understanding their historical
development. The history of music as
it relates to tuning and number theory
is no exception. Imagine that we find
ourselves in an environment similar to
that of the early Greeks, without all
the preconceived ideas of frequency
and pitch that we are familiar with;
then ask, “Can we associate numbers
with pitches?” If so, what are the laws
that govern their use? In what follows,
I will attempt to reconstruct what I
believe to be the most likely avenue of
discovery taken by these early Greeks
toward the understanding of the
connection between ratios and inter-
vals, and show how the laws for their
use might have been derived. The
following is, for the most part, specu-
lative, but represents current academic
trends in thinking along these lines.
Those who care to pursue my account
of these ideas will find a bibliography
of references at the end of the arficle.
The historical record that
would outline the development of the
beginnings of number and music
theory is discouragingly minimal,
consisting of a handful of papyrus
fragments that refer to the discoveries

Michael J. Wathen, RPT
Cincinnati Chapter

long after the fact. Our greatest hero,
Pythagoras, holds the honor of having
no work in existence that is attribut-
able to his hand. Yet, he retains his
immortal reputation. He is often
credited with the discovery of the
theorem named after him: if the sides
of a right angled triangle have lengths
a, b, and c, with ¢ the hypotenuse, then
a2 + b2 = ¢ However, there are clay
tablets in existence from the
Babylonian era that make evident the
knowledge of these relationships as
stated in the theorem some 1500 years
earlier.

It is clear that there arose in
about 500 B.C. a group loyal to the
precepts of a society calling them-
selves the Pythagoreans. Pythagoras
was given an identity by his devotees
that was a nebulous mixture of deity,
political figure, and scientist. There
were dietary constraints and secret
oaths that were based on the proper-
ties of certain numbers. But the real
crux of their movement was the belief
that there was a connection between
numbers and the natural order of the
cosmos. Numbers could even be said
to be the actual elements that gave
things their essence and definition and
that the path of purification of one’s

soul lay in performing certain rituals
that would allow one to understand
the significance of numbers: “Har-
mony of the Spheres.”

If we view the world with the
eyes of an early Greek, we will have to
build our constructs around historical
plausibility. All our definitions then
must be able to stand on the barest
minimum of notions. For example, the
concept of frequency is a relatively
modern one that depends on several
other ideas for its definition. Fre-
quency has no meaning unless the
second, as a unit of time, is defined,
and the second cannot be defined
without an accurate measuring device.
So frequency would be the sort of
thing that would be excluded from
our discussion.

The following is a list of some
relevant developments in mathematics
together with the approximate dates
for their introduction:

Development
Date

Decimal system
1600 A.D.
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Figure 1

Hindu-Arabic number system with
accornpanying place holder notation,
and long division algorithm

825 AD.

Euclid’s Theory of Proportions;
Elements, books V and VII
350 B.C.

If we wish to see through the
eyes of a Pythagorean, then caution is
in order. He certainly never had in
mind what we think of when we hear
the word ratio: a/b. For this reason I
will employ the notation a:b (read: a is
to b) in order to avoid assuming all the
incumbent rules that modern notation
implies. For example: a/b implies
division of a by b and decimal expres-
sion, but for a Greek neither option
was available. The previous table is a
good indication of what was not
evident to the Greek mind.

For the early Greeks, their
idea of ratio was one of a length
measuring another length exactly; or
stated differently, if the two lengths
were with common measure, then
they were considered a commensu-
rable relationship. If it could be shown
that the two lengths had no common
measure, then this relationship would
be called incommensurable. When we
say measure here, we are not talking
of numbers, but of a specific length. If
A measures B then we have in mind a
straight length A, which, if placed on
B end to end a certain number of
times, we would find that one of those
ends would coincide exactly with the
beginning B and one end of A would
also coincide exactly with the end of B.

We have all probably seen at
one time or another a picture of an

ancient Greek hovering over an
instrument called a monochord and
using its movable bridge to deduce the
proportional relationship between
pitch and string length. These illustra-
tions seem to imply the manmner in
which the Greeks made their discover-
ies, first constructing their monochord
and then using this instrument to
prove that their hypothesis were
correct. Feeling a little uneasiness with
this rendering of events, I decided to
consult with one of our faculty mem-
bers, Don Parker. Parker teaches math
history here at the University of
Cincinnati. He has devoted much of
his time to researching the history of
mathematical thought.and technique.
He was a guest lecturer last year at
one of our chapter meetings, speaking
on the Greeks and their music. I asked
him about his views regarding the use
of the monochord. He told me that he
just could not accept this popular
rendition of past events. Constructing
a monochord to make new and
unforeseen discoveries? That would
be like inventing an automobile solely
for the purpose of studying how a
speedometer might work. Yes, they
certainly used a monochord, but the
most likely scenario was that their first
discoveries centered on the fact that if
one places a finger lightly upon a
string touching the node that divides
the string into two equal segments,
then the resulting pitch would be an
octave higher than the open string. By
moving a finger around on the surface
of the string in a like manner, one can
locate the subsequent divisions of
length, each producing a distinct
pitch. The pitches derived in this
manner were different from randomly

chosen pitches, and seemed to show a
definite relationship between length
and pitch.

Having examined some of the
finer distinctions of chronological
development, we may proceed with
our hypothetical synthesis of Greek
music and number theory. We con-
struct a monochord and we will also
need a rule to divide the string.

Examine figure 1 above. The
number to the left of the segment
indicates a number of equal divisions
contained within the string. If each of
the numbered lengths above repre-
sents a new subdivision of the string
into smaller and equal segments, then
experimentation will show that each
successive division will produce a
pitch that is in some sense higher than
the previous. For example, one of the
segments of string number three will
produce a pitch that is higher than the
one of string number two; it has a ratio
of 3:2, and sounds like something that
practicing musicians of the time
would have called a fifth (the fifth
nofe of an eight note scale). Notice that
two of the segments of number four
exactly measure one of the segments
of string number two. Then 4 is related
to 2 the same way that 2 is related to 1.

Suppose we take the pitch
produced by one of the segments of
string number two, and we take the
pitch of one segment of string number
three. The interval between the pitches
will be heard to be a fifth. We move
up a fourth from the higher pitch by
taking one of the pitches from string
number four. But this pitch is an
octave above our original pitch. For
the Greeks it was probably this
inherent physical property of the
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string itself, namely the fifth plus a What is important here is that With some examining, our
fourth produced an octave, that gave ~ We disregard our understanding of sense of logic should tell us that our
them the key to the laws of ratios. what the word plus means in this combine operation above is just

With these ideas in mind we particular context. After all, the Greeks  simple multiplication together with
can now accept that it is at least were probably not handicapped with  some algebraic laws of cancellation. It
reasonable to talk about the relation- & knowledge of arithmetic operations  was probably in a manner similar to
ships that this that the
string Greeks uncov-
lengths have ered the hidden
to pitch by connection
representing between number
the pitch and music. They
produced felt this must be
with their the key to all
relative creation. It was
magnitudes. revealed in the
If, for length of a string!
example, They pushed
three units B their number
measure theory, even to
exactly two the point of
of A then we making it the
attach the focal point of a
ratio 3:2 to quasi-religious
the pair of sect. Previously,
pitches that cultures and
comprise the civilizations had
interval. been forced to

reconcile expla-
nations of

How, then, will these ratios be  that would have led them to write natural phenomena by evolving

compounded? The current thinking, =~ What our imaginary Greek wroteon  elaborate myths and legends. Now,
with which I concur, is that music his blackboard. So let’s change our they could explajn the natural order
theory provided the basis for under- vocabulary just a little. We will now by association with numbers. They felt
standing how intervals are com- say that a fifth compounded with a sure that their discoveries explained
pounded with their ratios. It seems fourth gives an octave, and we will how all the planets revolved around
quite natural to think in terms of denote this new operation by a plus the earth, in fact, how everything

addition and subtraction when sign inside of a circle. We will list all worked (Harmony of the Spheres).
compounding intervals. We know that the relationships we had determined

a fourth plus a fifth is an octave and earlier and a few more that can be

that a fourth subtracted from a fifth likewise exiracted from the diagram. Bibliography

leaves a whole tone. So how do we

find similar results when the ratios of
the intervals are compounded? If we
add the ratio of a fifth with the ratio of
a fourth we need to end up with the
ratio of an octave.

Since we have cautioned
ourselves sufficiently about the Greek
meaning for ratio, we will now, for the
sake of notational ease and conjecture,
assume the modern notation. Is the
modern conception of ratio consistent
with the Greek definition? Is adding
and subtracting intervals the same as
adding and subtracting their respec-
tive ratios?
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Barker, A., Greek Musical Writings, 2
vols, Cambridge University Press,
volume 2 1989. Collection of source
materials translated and well anno-
tated by the Author.

Fowler, D.H., The Mathematics of Plato’s
Academy: a New Reconstruction, Oxford
University Press, 1987. Detailed
discussion ratio theory in Greek times.
Author makes a formal case for many
of the conjectures in my article.



Heath, T.L., The Thirteen Books of
Euclid’s Elements, Cambridge: Cam-
bridge University Press, 1926, repr.
New York: Dover 1956. Books I and 1II
contain propositions that can construct
division of the rule. Books V and VII
contain propositions dealing with
proportions and rafio theory.

FREE ADVERTISING!

Receive a 1 column x 2 inch ad
free of charge.
FAX your seminar information
to PTG Home Office.
816-531-0070

Please allow six weeks from publication date.

PTG Marketing Tools

Brochures:

® How should I take care of my piano?

¢ How often should my piano be serviced?

s Special care and maintenanee of the
teaching piano

500520, 1000835, 50008150

Technical Bulletins:

» Pitch Raising

¢ Regulation

® Humidity Control

¢ Voicing

» Finish Care

¢ Rebuilding

500812, 100/820, 500/390

Educational Materials

o PTG Technical Exam Source Book
¢ PTG Tuning Exam Source Book
$29 each

Call 816-753-7747

to place your order today!

Foundation Spotlight

“The double manual piano with
coupler, conceived by Emanuel
Moor, enables the coupler to be
used in the same happy manner as
in the harpsichord. Thanks also to
a novel technical arrangement
patented in all countries, the
instrument today enters the
domain of the practical. It not only
enables musicians to execute
works specially written with the
accouplement, but considerably
diminishes the technical difficul-
ties of others, while above all it
admits of an entirely new reading
of piano and orchestral works
generally. Composers, Virtuosos,
and Conductors have enthusiasti-
cally welcomed this appearance of
the MOOR double keyboard
which may probably revolutionize
and simplify the whole of the
piano technique.”—from the book
Old Pianos by NLE. Michel (Revera,
California, 1954). This volume,
part of the library of William Braid

White, was donated to the Piano
Technicians Guild Foundation
Museum and Archives by Fred
Odenheimer.

As part of its adopted
mission—"...to participate in the
preservation of resource materi-
als...”—the PTG Foundation has
taken on the challenge of accumu-
lating an archive of materials in
piano technology, as well as a
facility in which those materials
can be displayed and used. If you
have historical materials that you
would like to donate to the Foun-
dation, please contact Bruce
Dornfeld, RPT, 2134 Walters
Avenue, Northbrook, IL 60062.

If you wish to support this
important effort financially, please
send your contributions to the
Piano Technicians Guild Founda-
tion, 3930 Washington, Kansas
City, MO 64111-2963.
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April 9

Calgary One Day Seminar
Red Deer College

Contact: Chris Gregg
11444 Coventry Blvd, NE
Calgary, AB T3K 4B1

vents C

1T

April 9

Indianapolis Chapter One Day Seminar
Indianapolis, IN

Contact: Bob Bussell

317-782-4320

April 1517

Central West Regional Seminar
Boulder-Denver Chapters—Boulder
Contact: Richard Capp

3350 Loyola Ct.

Boulder, CO 80303

April 16

East Tennessee One Day Seminar
Knoxville

Contact: Dennis Mayhew

7700 Old Clinton Pike

Powell, TN 37849

615-938-5440

April 23-24

Florida State Seminar

St. Petersburg

Contact: John Ragusa

7318 Ponderosa Drive, Tampa, FL 33637
813-988-0396

April 24

LA Chapter PACE Plus

La Canada Presbyterian Church
Contact: Adam Fiore

414 Second Street, #122,
Hermosa Beach, CA 90254

lendar

April 28-May 1

New England/Eastern Canada Seminar
Contact: Chris Robinson

190 Long Hill Road, 5. Windsor, CT 06074

May 11-14

Pianoforte Tuners Association Convention
Bothwell Bridge Hotel—Glasgow Scotland
Contact: Ralph Long

8 Baldock Street

Ware, Herts SG129DZ

Ware (0920) 469485

May 13-14,19%4

Springtime In The Rockies
Provo Park Hotel—Provo, Utah
Contact: Vincent Mrykalo

694 N. 100 E., Provo, Utah 84606
801-375-2987

May 14

New Mexico One Day Seminar
Albuquerque, NM

Contact; Fred Sturm

315 Nara Visa NW, Albuquerque, NM 87107

July 6-10

37th Aunnal PTG Convention &
Technical Institute

Kansas City, Missouri

Contact: PTG Home Office

3930 Washington,

Kansas City, MO 64111-2963
Phone: 816-753-7747

FAX: 816-531-0070
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Cultivating Artisans

July 6-10, 1994

Hyatt Regency Crown Center
Kansas City, Missour:

The Tradition Continues.
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PTG Auxiliary Executive Board

PHYLLIS TREMPER
President
413 Skaggs Road, Morehead, KY 40351
(606) 783-1717

PAUL COOK
Vice President

3137 Voltaire Drive, Topanga, CA 90290
(818)-716-6171

PEARL KREITZ
Recording Secretary
532 Meade Terrace, Shillington, PA 19607
(215) 7779232

JUDY ROSE WHITE
Corresponding Secretary
5. 8314 Lowes Creek Road, Eau Claire, WI 54701
(715)834-3020

SUE SPEIR
Treasurer
7110 Forney Road, Dallas, TX 75227
(214) 3810212

ARLENE PAETOW
Tmmediate Past President
328 Mossy Brook Road, High Falls, NY 12440
(914) 687-0364

Auxiliary Exchange Editor

JENNTFER REITER
10516 Ohop Valley Extension Road
Eatonville, WA 98328

Auxiliary Newsletter Editor

JAN BLEES
515 Poplar Avenue
Webster Groves, MO 63119

PTGA Honorary Life Mesmbers

MARION BAILEY
Salem, Chio
JULIE BERRY
Indignapolis, Indigns
DESSIE CHEATHAM
McPherson, Kansas
MARION DAMON
Milwaukee, Wisconsin
RUTH POLLARD
Houston, Texas
LUELLYN PREUITT
Independence, Missouri
MARIE RAWLINGS
Santa Monica, California
GINNY RUSSELL
Mayfield Heights, Ohio
BERT SIEROTA
Feasterville, Pennsylvania
ESTHER STEGEMAN
Austin, Minnesota
RUBY STIEFEL
Pittshurgh, Pennsyloania
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Dedicated To Piano Technicians Guild Auxiliary News and Inferests

Expanding Horizons,
Cultivating Arfisans is our theme for
the 1994 PTG Convention in Kansas
City, MO, home of the Piano
Technicians Guild Headquarters. [
truly hope that all of you are
planning on being there. We have
many new and exciting events to
thrill, entertain, and delight you, least
of which would be to renew old
friendships and catch up on
happenings of the past year. You
should all have received your
January 1994 PTGA Newsletter by
now and read the minutes of the last
Council Meeting, If you have items
that should be placed before the
Board and Council, please send them
to me no later than May first. (The
editor is always ready to receive
articles for the newsletter so please
forward them to her and also a word
of thanks is always welcome too.)

T thought I would whet
your appetite a little so you would
make those plans to attend conven-
tion in KC. First of all, T will be
changing the arrangement of the
auxiliary program around quite a bit.
We open on July 7 with a welcome
and then a get acquainted coffee and
rolls time. The members at large
meeting for about fifteen minutes or
so and then I'will call the first
Council Meeting to order (Council
Meeting I) We have the great good
fortune of installing a new chapter at
this time. We will place ideas and
recommendations to the Council for
discussion but nothing will be voted
on at this time. We then proceed to
the Opening Auxiliary Welcome
Luncheon after which our two very
superb scholarship winners will
perform for us. That day we have
dinner on our own and the Baldwin
Reception that evening.

On Friday, July 8, is our
KC tour with many exciting places to
see and, of course, the much talked of
luncheon with play afterwards. I
have also asked our tour manager if
he would take us to see and hear the
largest pipe organ in the US. I'm
even working on Ray Chandler to
play it for us. When we return from
the tour, we will have an exercise
class at the pool. Again dinner is on
our own that night.

On Saturday morning we
will have our education classes with a
break for coffee at 10 a.m. and
another class until noon. Lunch that
day will be on your own. Return at
1:30 p.m. for Council Meeting II
where we will vote on all items
before the Board. This way you can
meet and talk with your delegates
during the tour or in the hall and tell
them how you feel about an issue and
how you want your delegate to vote.
After voting we will have the
Installation of Officers for the new
year.

The Post Council meeting
will take place at around 3:30 to 5:30
at which time all others could get
another look at the Exhibit Hall
which by the way will allow children
this year if accompanied by a parent
or guardian. The PTG Golden
Hammer Banquet is Saturday night at
7pm.

On Sunday morning, an
early chapel service will be followed
by our choice of PTG classes which
we can select from the roster of
classes for that day. The last two
items your Board has fought very
hard to receive: children in the
exhibit hall and spouses taking PTG
classes. We hope that you appreciate
and take advantage of these new
additions.

These plans could be
subject to change; however, [ have
worked very hard to arrange meals
so that we didn’t have two on one
day. Many of you agreed with me last
year that we were eating two meals
on Saturday in the hotel and couldn't
get out to sample the city restaurant
fare and Kansas City has some
wonderful steak houses.

T'will go into detail next
month about our education classes on
Saturday, when I have more contracts
firmed up.

However, I would advise
you to make your reservations early
this year as prices will be consider-
ably higher for late registration. Each
of you must make your own hotel
reservations. A block of rooms has
been set aside for the convention;
however after June 6, or when those
rooms are reserved, there will be no
way to stay in the convention hotel.
Barly reservation plans can help you
avoid such inconvenience. The
number for the Hyatt is §16-421-1234.

I'sincerely hope that this
answers some of the questions that
have been coming across my desk. I'll
see you in Kansas City.

Tleave you with the words
of Samuel Johnson, “It is better to live
rich than to die rich.” So, spend it in
Kansas City in July!

ONEIFBY LAND, TWO
IF BY SEA—Immortalized in poetry
and folk history, the midnight ride of
Paul Revere will be remembered
forever. His ride took place on April
18, 1775.

Phyllis Krahmer Tremper
PTGA President



Spring Fever Hits The
A-440 Farm

From The Auxiliary Editor

The headline says it all! Our
first spring at our new farm has us
pruning and plowing and planning
like mad. Can the planting be far
behind? As our children get older and
develop more and more interests of
their own it makes the planning aspect
more complicated. We have sports
camps, piano lessons, horse shows,
and extended visits from friends to
factor in to our schedules and that’s
just looking at the kids’ activities. By
the time we factor in Mike’s and my
commitments there’s not a day on this
summer’s calendar that doesn’t have
some sort of mark on it.

This scheduling jungle is not
news to a million other families. A
visit to the office supply store shows
that scheduling gadgets such as
perscnal pocket planners and comput-
erized calendars are “hot items.” The
leisure industries are growing but the
challenge to find leisure time is also
growing,

We have two reports in this
month’s articles on the scheduling to
be expected at this summer’s Kansas
City convention by Phyllis Tremper
and Agnes Huether. Any attempt to
extol the virtues of Kansas City on my
part would be redundant since they
have done such a good job of outlining
the city and the activities for you.
Please try and schedule a trip to
Kansas City into your “Leisure Time”
schedule with a cross-reference to the
“Business Skills and Enrichment”
section of your calendar!

Kansas City Convention Marks Celebration of PTG Ancestry

In a Christmas note our
president, Phyllis Tremper reminded
me that I had promised to do an article
for the April issue. Happy Easter to all
of us April 3rd.

Each spring articles abound in
the PTG Journal urging piano techni-
cians to attend the armual summer
convention. Their writers tick off all
that is to be gained in the new classes
to be held, with more instructors,
more manufacturers’ and suppliers’
exhibits and much, much more!
Opportunities for enhancing and
honing the skills of the seasoned
technician are outlined and detailed.
“You can't afford to miss” this or that
feature of the convention city. Why all
the hype? Is this heavy promotion
necessary? Does the same promotional
thrust guarantee better attendance say
at the American Medical Association,
the American Psychiatric Association
and the American Bar Association or
just the Sports World Show and the
Auto show?

Our auxiliary regularly
endeavors to promote increased
membership with articles'on “Why
have an Auxiliary?” or readers are
reminded that fine friendships are
made and enjoyed with attendance at
conventions. In addition, certain
classes are being opened to Auxiliary
members and we have the special
socials and tours to view the unique
features of the convention city. Well,
let me tell you that it will not be at all
difficult to thoroughly enjoy the many
features of the beautiful Kansas City
Hyatt Hotel, The Truman Home,
Museum and Library in Indepen-

Nominations
For

1994-95
Auxiliary
Board

of Directors

President—Paul Cook

V. President-—Debbie Johnson

Recording Secretary—7Pearl Kreitz
Corresponding Secretary—Judy Rose White
Treasurer—Sue Speir

Respectfully Submitted

Shirley M. Erbsmehl, Chairperson
Debbie Johnson

Norma Moon

dence, Missouri and the elegant
Crown Center Shopping Center.

In addition, this year we will
celebrate the 90th birthday of our
ancestral beginnings! Back in 1904,
William Braid White founded the
Helmbholtz Society of America out of
which grew the National Association
of Piano Tuners, who merging with
the American Society of Piano Techni-
cians in 1957, became the Piano
Technicians Guild, Inc.

Your technician, dear reader,
will tell you all you want to know
about Herman Ludwig von Helmholtz
who was born in Potsdam, Germany
in 1821 and died in 1894. What Mozart
did for music as a composer of operas,
oratorios, church music and masses,
von Helmholtz did for piano technol-
ogy. Helmholtz laid the ground work
for future physicists, mathematicians
and piano technicians concerned with
such matters as the explanation of the
perception of the quality of tone,
propagation of sound, composition of
vibrations, the influence of partials
and other such esoteric findings.
Herman Helmholtz was a professor of
physiology, Konigsberg, later at Bonn
as well as professor of anatomy at
Heidleberg. he investigated among
other matters, the labyrinth of the ear
and the function of the cochlea bone
and its membranous canal. We must
surmise that the Society of Piano
Technicians under the leadership of
William Braid White chose to rename
their organization The Helmholtz
Society, just ten years after the death
of this renaissance man.

Our historical beginnings will
be well documented and displayed. In
all probability arrangements will be
made for transportation to 3930
Washington for a docent-led tour of
the Museum at the Home Office,
where a specially developed exhibit is
being prepared by the members of the
PTG Foundation Board. This is
another reason to attend the conven-
tion this summer. The exhibit will be a
REAL FIRST!

Agnes R. Huether
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REGION 1
021-BOSTON, MA

BRIAN W. GRINDROD
118 HOW STREET
HAVERHILL, MA 01830

RIA D.KITTAY
1409 RIVER STREET, #32
HYDE PARK, MA (2136

078-NEW JERSEY

LINDA CASTRONOVO
330 E. RUBY AVENUE
PALISADES PARK, NJ
07650

THOMAS J. CASTRONOVO
637 CARUSO LANE
RIVERVALE, NJ 07675

101-NEW YORK CITY

JULIE A. CIPOLLA
300 8TH AVENUE, #1L
BROOKLYN, NY 11215

WILLIAM D. RENARD
145 PALISADE STREET
DOBBS FERRY, NY 10522

REGION 2
212-BALTIMORE, MD

YEVGENIY Y.
FEDUSCHENKO

1819 RAMBLING RIDGE
LANE #201
BALTIMORE, MD 21209

217-SHENANDOAH, VA
ROGERT. KOVACS

86 CARNIVAL DRIVE
TANEYTOWN, MD 21787

231-RICHMOND, VA

MILLARD H. NAGLE

5301 GRAYMOSS ROAD

RICHMOND, VA 23234

327-CENTRAL FLORIDA

BECKY L. BEERENSSON

8055 5. TROPICAL TRALL

MERRITT ISLAND, FL, 3295
REGION 3

75-DALLAS, TX

ERIC C. SCORTIA

1224 HIDDEN RIDGE, #1103

IRVING, TX 75038

771-HOUSTON, TX

JIM HUNT

204 CARNATION

LAKE JACKSON, TX 77566
REGION 5

641-KANSAS CITY, MO

DARYL S. DURAND

6719 NW 70TH STREET

KANSAS CITY, MO 64151
REGION 7

001-CALGARY, AB

WAYNE A, CRESSMAN

88 ABERDARE ROAD, NE

CALGARY, AB T2A 6W1
CANADA

REGION 2

223-NORTHERN VIRGINIA
ANDREW C. MARGRAVE
10114 CORNWALL ROAD
FAIRFAX, VA 22030
REGION 4
462-INDIANAPOLIS, IN
WILLIAM D,
SCHARBROUGH II
2916 HAVERHILL DRIVE
INDIANAPOLIS, IN 46240
REGION'5
585-NORTH DAKOTA
ERIC M. NIKIFOROFF
2527 AVENUE B EAST
BISMARCK, ND 58501
REGION 6
851-PHOENIX, AZ
DAVID P. HIGGINS
13602 N. 20TH LANE
PHOENIX, AZ 85029
REGION 7

993-CENTRAL
WASHINGTON

]. CARL SULLIVAN
106 SW 13TH
COLLEGE PLACE,
WA 99324
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Classified Advertising

rates are 35 cents per word with a
$7.50 minimum. Full payment must
accompany each insertion request,
Closing date for placing ads is six
weeks prior to the month of
publication.

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

Send check or money order (LLS.
funds, please) made payable to Piano
Technicians Journal, 3930 Washing-
ton, Kansas City, MO 64111-2963.

CLASSIFIEDS

MFOR SALE

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

SANDERSON ACCU-TUNERS. New
and used. Bob Conrad, (T) 1-800-776-
4342, (F) 816-444-4344

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

SANDERSON ACCU-TUNERS from
Authorized distributor. Tuning lever
note switch for Accu-Tuner: $35/
coiled cord, $30/straight cord. Con-
signment sale of used Accu-Tuners
and Sight-O-Tuners or new Accu-
Tuner customers. Call for details. Rick
Baldassin (801) 292-4441

BUCKSKIN for recovering grand
knuckles and backchecks, upright
butis and catchers. The “original
equipment” supplying the industry
for 140 years. Richard E. Meyer &
Sons, Inc., 11 Factory Street, P.O. Box
307, Montgomery, NY 12549 (914) 457-
3834

PIANOS FOR SALE — Spinets,
consoles, studios, grands. One or a
carload. Excellent brand names. As is
or rebuilt. Lowest possible prices.
Owen Piano Wholesalers; 2152 W.
Washington Boulevard, Los Angeles,
CA 90018. Telephones (213) 732-0103,
(818) 883-9643

WONDERWAND: Try the Tuning
Lever you read and hear about. Enjoy
Less Siress; Better and Faster Tunings:
$60.00 p.p. Charles P. Huether, RPT,
34 Jacklin Court, Clifton, NJ 07012

THE SUDNOW METHOD. Your
tuning work is over. Now you play
“Misty” by ear with great jazz chord-
ing. Your client wishes they could do
that. Since you learned it in two
weeks, without notes, maybe they can
too. They buy the Method from you
for your price. (Suggested retail is $89)
You've paid me $50 each. (Add $5.00
shipping for any quantity). 1-800-658-
7250. Paul Cordes, RPT

PETERSON STROBE TUNER. Like
new. Paid $375.00 wholesale but will
sell for only $300.00 Call James Rogers
at 913-727-1887 any time

RELIABLE ACCU-TUNER
NOTESWITCH! One year guarantee!
Includes coiled cable, thumb switch
and attaching hardware. Fits all
tuning hammers. $49.00 includes s/h.
Dean Reyburn, RPT, Reyburn Piano
Service; 2695 Indian Lakes Road,
Cedar Springs, MI 49319, 616-696-0500

THE MOST ECONOMICAL precision
key bushing cauls on the market. All
sizes in stock all the time, custom sizes
usually within one week at no extra
charge. Phone orders welcome.
Immediate shipping. Spurlock Spe-
cialty Tools, 3574 Cantelow Rd.,
Vacaville, CA 95688. Phone/FAX (707)
452-8564

PIANO TUNING/REPAIR business
for sale. Established 13 years—Long
Island’s affluent North Shore. Excel-
lent repeat customer base. Successful,
prosperous. Great opportunity.
Motivated seller. 516-928-8123

PRE-HUNG HAMMERS: We are now
equipped to pre-hang Nu-Tone,
Encore, or Abel grand hammers to
your samples (for almost any grand
piano) on new shanks and flanges for
a $95.00 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 $508.00 complete. Highest
quality workmanship, fast turn-
around time, ready to screw or.
Expect minimum travel and burn-in.
Large inventory, quality boring and
shaping. Fast service. Honest, knowl-
edgeable technical support. Wally
Brooks, Brooks Ltd., 376 Shore Road,
Old Lyme, CT 06371, 203-434-0287 or
800-326-2440

GRAND PIANO STRING covers. Are
you ready for an item that can keep
the piano clean, prevent corrosion,
improve tuning stability, make your
clients happy and make you money
besides? Custormn made, it rests above
the strings, covering soundboard,
tuning pins and plate for complete
protection inside the piano. Made
from finest quality woven wool,
available in black, brown and white.
Personalized name applique also
available. No inventory or investment
required. For free brochure and
samples call: Edwards Pianos (408)
426-1295, 145 S. River Street, Santa
Cruz, CA 95060

A ISAAC HAMMERS - New
Steinway style hammer featuring
lightweight cherrywood moldings and
proper felt density insures minimum
voicing, excellent sustain and rich
sound. Each set hand picked to meet
your specific voicing application. Dale
Erwin, RPT, 209-577-8397

USED INSTRUMENT DATABASE.
Grandiose Grands: 800-666-7339.
Messages: Box 12345, FAX: x60606.
Data: x70707. New buyers: x10101.
New Sellers: x20202. Online: Coming
Soon! Is there a stradivarius effect in
pianos? x54321.

PT] April 1994 —63



PIANO SCALING SOFTWARE for
IBM & compatible computers. Plot
inharmonicity, tension, break %,
loudness/sustain, hammer contact,
and more. 18 graph types, automatic
bass rescaling, string winding data
sheets, detailed users manual and
money back guarantee. $80.00. Write
or call: Tremaine Parsons, Box 241,
Georgetown, CA 95634, 916-333-9299

KEY RECOVERING-3 Day Turn-
around. “Fast, quality service will
make you more money.” White tops
and different shades of simulated one
piece ivory tops available. Call for a
FREE sample display to show your
customers. Your choice of installed
tops—$75.00; with fronts—$90.00.
New gloss sharps—$40.00; ebony
sharps—5$75.00. Barry Piano Service,
1201 N. 54th Avenue, Suite 111,
Phoenix, AZ 85043, 602-247-4751.
Mastercard /Visa accepted

MICRO-FINE TEFLON POWDER -
the best lubricant for grand knuckles.
Half the price of the commercially
packaged product, and longer lasting.
Reduces knuckle friction better than
any other lubricant, greatly helps
accuracy and speed when making
touchweight measurements. Stops all
but the most stubborn knuckle
squeaks. 3/4 oz. =$3.75, 2.5 oz. =
$10.75. For free catalog of all current
products call or write Spurlock
Specialty Tools, 3574 Cantelow Rd.,
Vacaville, CA 95688, Phone/Fax 707-
452-8564

ACCU-TUNER NOTESWITCHES,
from $15.95 plus shipping and han-
dling. Also, grand string covers,
custom made from quality wool. Wool
absorbs moisture and keeps strings,
tuning pins, plates, soundboard
looking new. Action Piano, 714-364-
1073

HAMMER BORING DEVICE. All
metal, weighs 15 lbs. Accurate and
easy to use. $180.00. Instructions and
photo available on request. Kent
Gallaway, 709 Thorne, Ripon Wiscon-
sin 54971, 414-748-3265
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ACTION PARTS AND HAMMERS for
the rebuilder. Highest quality Encore,
(by Abel) and Nu-Tone (Knight) piano
hammers. Try the new refined Tokiwa
Action Parts (now some of the finest
action parts made today). For the
classic American piano sound, we
recommend Encore hammers on
walnut moldings. Encore hammers are
made to the strictest specifications of
Wally Brooks by the Abel Piano
Hammer Company of Germany.
Quality boring and shaping. We also
specialize in pre-hanging grand
hammers on new shanks for a $95.00
pre-hanging fee. Write or call: Brooks,
Ltd., 376 Shore Road, Old Lyme, CT
06371, Phone: 800-326-2440 or 203-434-
0287. Fax 203-434-8089

EARN EXTRA MONEY and spread
the word about proper piano care!
“Dear Doctor Piano” is a delightful
book full of humorous cartoons and
helpful information on understanding
and caring for your piano. Already a
hit with boys and girls and their
parents. List price is $11.95 US, $14.95
CAN. Your discount for 25+ copies is
40% shipping and applicable taxes
extra. Send check, money order or visa
number with order. Send Canadian
order to: Temeron Books Inc., Suite
210 1220 Kensington Road, NW,
Calgary, Alberta, Canada, T2N 3P5,
Phone: 403-283-0900, Fax: 403-283-
6947. Send American orders to:
Temeron Books Inc., PO Box §96,
Bellingham, WA 98227, Phone/Fax:
206-738-4016

PIANOS FOR SALE. Grands, consoles,
spinets. Excellent reconditioned brand
name pianos. Floor ready-wholesale
prices. Also available, “as-is” pianos.
Any quantity. Call or write Piano
Wholesalers, 5817 Wickfield Drive,
Parma Heights, OH 44130. Call us
first!! 800-438-3814

STEINWAY MODEL B, 5/N 146992,
mahogany, later style, sensible base
for restoration, solid and intact,
wonderful sound. Needs refinishing,
15+ ivory and general rebuild. $11,000
firm. Delivery in U.S. negotiable. 218-
724-6569 or 218-724-6382

KINOWLEDGE AND FELLOWSHIP!
NEECSO seminar sponsored by the
Connecticut Chapter at the Radisson
Hotel in Cromwell, CT, April 28 - May
1, 1994, Contact: Christine Towne, 349
Weatherly Trail, Guilford, CT 06437

SOFTWARE MANAGEMENT SYS-
TEM. Complete office management
designed for the piano technician.
Unlimited potential for client data-
base, appointment scheduling, state-
ments, inventory and everything in
between. $395/Time payment plan
available. Write for a free self-running
demo. (Specify disk size). Western
Rep: Jim Coleman, 5r., 4 W. Del Rio
Dr., Tempe, AZ 85282 or Eastern Rep:
Troy Nolen, 5012 Dale Dr., Huntsville,
AL 35803

STEINWAY GRAND D135013.
Remanufactured by Steinway 1964.
New legs and lyre, ebony finish, ivory
keyboard, locking cover, artist bench,
Colson truck, Damp Chaser system.
$25,000.00. Randy Jensen 702-329-8088

HAMBURG STEINWAY D, twenty
years old, new high gloss polyure-
thane finish, hammers and shanks:
three-years-old. Superb condition.
$48,000.00 Serious inquiries write: P.O.
Box 155, Jamestown, RI 02835

WEBER GRAND PIANO, circa 1927,
walnut ex-Duo-Art. $3,500. For details,
write to P.O. Box 155, Jamestown, RI
02835

STEINWAY MODEL A, 85 key,
#50,044 (1883) rosewood with modern
legs; C. Bechstein, Model B (68")
#51,649 (1899) mahogany; and model
A (5’8" #77 417 (1904) walnut; both
ornate legs and cases with brass trim.
Grotman Steinweg model 275 concert
grand, #73,430 (1954) ebony. All in
restorable condition located in
Queens, New York. Best offers, 809-
295-8026 after 9 p.m. Eastern; FAX
809-295-3706

RESOURCE BOOKS & STUDY Guides
available through PTG Home Office.
Call for details. Associates & RP’Ts.
816-753-7747



TUNER TECHNICIAN BUSIINESS.
Great opportunity with over 1,000
clients on call back system. Located in
Denver, Colorado. Friendly place,
fantastic climate, solid economy and
mountains one hour away. Established
1981. $25,000. Contact David G. Feeny
303-831-8863

TI MANUFACTURING

MASON & HAMLIN Companies
introduces its re-manufacturing
facility. The highest quality craftsmen
can now rebuild your old Mason &
Hamlin, Steinway or other high
quality grand piano to original
specifications using old world crafts-
manship and the finest quality materi-
als and processes. Please contact: Peter
Mohr, Director of Manufacturing,
Mason & Hamlin Companies, 35
Duncan Street, Haverhill, MA 01830.
Phone 508-372-8300 or fax 508-372-
2921.

MSERVICES

SIGHT-O-TUNER SERVICE: Repairs,
calibration & modifications. Fast,
reliable service. Richard J. Weinberger;
18818 Grandview Drive; Sun City
West, AZ 85375. (602) 584-4116

RESTORATION OF CARVED WORK,
turnings, inlays, and marquetry,
including repair of existing work and
reproduction of missing pieces. Edwin
Teale; 18920 Bridgeport Road, Dalias,
OR 97338, 503-787-1004

ADD ADDITIONAL $’s to your
income. Rebuild player pianos for
your clients. Send us the player parts.
You restore the piano and we will
return the mechanism in restored
condition. We guarantee our work.
For more details, call or write: Jim
Brady, 2725 East 56th Street, India-
napolis, IN 46220, 317-259-4307

PIANO HARDWARE REFINISHED.
Lacquer finish or nickel plate finish.
Craftsmanship and finishes are
guaranteed to factory specifications.
Delivery 2-4 weeks. Brass on Ivory,
302 Linden Avenue, Edgewater, MD
21037. (410) 798-6536

52 PIANO KEYS RECOVERED—.050 -
$85.00; .060 - $90.00; .075 tops with
fronts - $85.00. New gloss sharps -
$40.00. Keys rebushed: felt - $75.00;
leather - $95.00. Other services avail-
able. Call or write for price list. Return
freight paid with pre-paid orders of
$50.00. Walker Piano Service, Route 4,
Box 364, Fulton, KY, 42041, 1-800-745-
6819

STRAIGHT SIDES, SQUARE FRONTS
and crisp notches are the benchmarks
of our quality key recovering. Tops
with fronts $100 plus return shipping
and insurance. Call or write for free
list of our key and action restoration
services, Yvonne Ashmore, RPT and
Associates, 12700 La Barr Meadows
Road, Grass Valley, CA 95949, 916-
273-8800

KEY BUSHING: We use over 20
different sizes of Spurlock Precision
Cauls. Send the micrometer measure-
ment of the key pins and we will give
you a perfect fit. Both rails high
quality felt $75.00 or leather $80.00
plus return shipping and insurance.
Write or call for free price list of our
key and action restoration services.
Yvonne Ashmore, RPT and Associ-
ates, 12700 La Barr Meadows Road,
Grass Valley, CA 95949, 916-273-8300

REFINISH PIANO HARDWARE in
nickel, brass, or chrome. Metal finish-
ing specialists for over thirty years.
Parts shipped back to you in 2-3 weeks
Rush jobs can be accommodated.
Whitman Company, Inc. 356 South
Ave., Whitman, MA 02382. 617-447-
2422

PTG offers marketing tools and
businesses aids to enthance your piano
tuning business. Professional quality
brochures, bulletins and much more.
Call 816-753-7747

SOUNDBOARDS INSTALLED,
topsides rebuilt. Bridge-conformed,
spherically crowned boards with truly
quartersawn ribs. Let’s do the job
right—you send us the case, we'll
return you a piano. Quality’s the
bottom line. David G. Hughes, RPT.
410-429-5060. Baltimore

SOUNDBOARDS. VICTOR A.
BENVENUTO's system of soundboard
replacement makes it as easy as 1-2.
100% accuracy. Video tape, $29.95 +
S/H. Victor A. Benvenuto, The Piano
Shoppe, Inc., 6825 Germantown
Avenue, Philadelphia, PA 19119-2113,
215-438-7038, Fax, 215-848-7426

PLAYERS REBUILT! ENTIRE system
$1300-$1400 includes tape on reinstal-
lation. Highest quality work and
materials used, all work guaranteed.
(88 phnuematics sanded, sealed,
rehinged, recovered-$200). Bill
Maguire, 159 Dix Hills Road, Hunting-
ton Station, N'Y 11746 516-424-6752

MTRAINING

THE RANDY POTTER SCHOOL OF
PIANO TECHNOLOGY — Home
Study programs for beginning stu-
dents, associate members studying to
upgrade to Registered Pianc-Techni-
cian, and RPT’s wanting to continue
their education. Tuning, repairing,
regulating, voicing, apprentice train-
ing, business practices. Top instructors
and materials. Call or write for
information: RANDY POTTER, RPT;
61592 ORION DRIVE; BEND, OR
97702. (503) 382-5411. See our ad on

page 3

NILES BRYANT OFFERS TWO
HOME STUDY COURSES: Electronic
Organ Servicing: Newly revised.
Covers all makes and models —
digital, analogue, LCT’s, synthesizers,
etc. Piano Technology: Tuning,
regulating, repairing. Our §7th year!
Free booklet; Write or call NILES
BRYANT SCHOOL, Dept. G, Box
19700; Sacramento, CA 95819 —
(916) 454-4748 (24 hrs.)
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BILL GARLICK SEMINARS-Upgrade
your skills at intensive six day resident
seminars at Bill’s home. Applications
are invited for upcoming seminars in
tuning, grand action regulation,
historic tunings, harpsichord mainte-
nance. Tuition includes instruction
and use of facilities, private bedroom
(share baths), breakfast and lunch.
Wirite or call for information. Bill
Garlick, RPT, 53 Weeks St., Blue Point,
NY 11715, (516) 363-7364

WELL-TEMPERED TUTOR. Learn to
fune by ear with your Macintosh
computer. Use pre-programmed
femperaments or create your own. If
you have trouble hearing beats, this
program can isolate the beats for you.
Score yourself with the PTG exam.
Twenty-one historical temperaments
also available. Demo disk available.
Mark Anderson, RPT: 510-524-0390
(California). Great teaching tool!

KINOWLEDGE AND FELLOWSHIP!
NEECSO seminar sponsored by the
Connecticut Chapter at the Radisson
Hotel in Cromwell, CT, April 28 - May
1, 1994. Contact: Christine Towne, 349
Weatherly Trail, Guilford, CT 06437

PIANO TECHNICIAN APPRENTICE-
SHIP. A comprehensive career train-
ing program. Call or write for free
brochure and additional information.
Matt Grossman, School of Music,
University of Louisville, Louisville,
KY 40292, 502-852-5544

VIDEOS

PIANO TECHNOLOGY EDUCA-
TIONAL materials. Vertical Piano
Regulation by Doug Neal, $115; Plate
& Pinblock Installation by Cliff Geers
(2 reel set), $148; Wood Repairs by
Cliff Geers, $68. Soundboard repair by
Cliff Geers, $86; Grand hammer
replacement by Cliff Geers, $86. Add
$5 per order for shipping and han-
dling. Questions? Call 712-277-2187.
Mail orders to PTEM, 3133 Summit,
Sioux City, IA 51104
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INSTRUCTIONAL VIDEO TAPES.
Victor A. Benvenuto. Piano tuning,
$50.00%; Grand Regulating, $50.00%;
Grand Rebuilding, $100.00 (2)*; Key
Making, $50.00%; Soundboard Replace-
ment, $29.95% (*Plus S/H). The Piano
Shoppe, Inc., 6825 Germantown
Avenue, Philadelphia, PA 19119-2113,
215-438-7038, Fax, 215-848-7426

MWANTED

FALLBOARD OR PHOTO/DESIGN
for c. 1910 Knabe 8' concert grand.
Will pay for information or photo. Call
Rosie Bosco at 707-923-3897, or write
to 1588 Miller Creek Road,
Garberville, CA 95542

PREVIOUSLY OWNED 9 foot Ameri-
can Steinway. Finders fee. Call collect
Doug Markel, 209-957-1542

ANTIQUE AND MODERN European
grand pianos, any condition.
Swenson’s Piano Shop, P.O. Box 634,
Trumansburg, NY 14886-0634. 607-
387-6650. FAX: 607-387-3905. (24
hours)

SEND RARE AND HISTORICAL
pianos to the restoration experts.
Handmade parts, open-and close-
wound bass strings in brass, iron or
copper. Edward Swenson, P.O. Box
634, Trumansburg, NY 14886-0634.
607-387-6650. EAX: 607-387-3905. (24
hours)

STEINWAY MODEL C Grand,
Vintage 1880-1890. Will restore if
necessary. Call David Harris 404-815-
3515 or write 1230 Peachiree Street,
NE Suite 3100, Atlanta, GA 30309

STEINWAY & MASON HAMLIN
WANTED!! “Dead or alive.” $$$
Grands, uprights, consoles—any size,
cabinet style or quantity. Cash and
immediate removal. Finders fee for
successful purchases. Call us first!!
800-438-3814 toll free or write to be
listed in our worldwide data banks.
Piano Wholesalers, 5817 Wickfield
Drive, Parma Heights, OH 44130. Call
us first!! 800-438-3814

— COLEMAN-DEFEBAUGH
VIDEO CASSETTES

¢ Aural & Visual Tuning—$79.50
Pitch raising, bemperament setting, beat counting,
Sanderson Accu-Tuner
° Grand Action Rebuilding—$79.50
Hammers, shanks & flunges, wippens,m key bushing, backchecks, etc.
° Upright Regulating—$65.00
roubleshooting, refelting, etc.

¢ Beginning Tuning—$55.00

e Grand Action Regulation—$79.50

¢ Exploring the Accu-Tuner—$55.00

VHS or Beta—602-966-9159
Supetior Instruction Tapes
4 W. Del Rio Drive © Tempe, AZ 85282

Advertising in the
Journal
gels the word out.
Call 816-753-7747
Display Ad Index
Baldwin Piano & Organ Company 5
Dampp-Chaser Electronics, Inc. 3
Decals Unlimited 10
Dryburgh Piano Service 10
Gavin Piano 6
Inventronics, Inc, 30
Jaymart Piano Wholesalers 10
Kawai America Corporation 7
Lunsford-Alden Company 10
Onesti Piano Restorations 26
PianoDisc IBC
Pianotek 25
Randy Potter School of Piano Technology 3
Renner, USA 12
Renner, USA 15
Renner, USA 27
Reyburn Piano Service 15
San Francisco Piano Parts 10
Schaff Piano Supply 1
Schroeder’s Classics 10
Superior Instruction Tapes 66
Waurlitzer Piano 9
Yamaha Piano & Organ Company BC
Young Chang America IFC




How Should I Take Care Of My Piano? -

Written with the average piano owner in mind, this brochure covers such topics as problems and tuning needs. Basic rules of piano
care are spelled out, along with advice to seek professional piano care from an RPT member of the Guild. This is an excellent
brochure for individual clients and for bulk displays in piano stores and music studios.

How Often Should My Piano Be Serviced?

This brochure begins with a brief description of factors affecting maintenance frequency (climate swings, placement in the home,
quality of manufacture), then presents quotes from ten piano manufacturers outlining their specific service recommendations. This
is an essential tool when answering the perennial question, “How often should my piano be tuned?” The manufacturer quotes lend
credibility to your advice.

The Special Care and Maintenance of the Teaching Piano

Proper maintenance is especially important to piano teachers who must provide their students with a responsive action and a
musical tone to correct pitch, This brochure describes tuning needs, regulation and voicing as well as their relation to the student’s
ability to perform, An excellent business builder with teachers, it includes such topics as “What should my regular maintenance
program consist of?”, “How should I go about selecting a piano?” and “How do I find a qualified person to service my teaching
piano?”

All brochures are $150/500, $35/100, $20/50

Bulletin #1: Pitch Raising
This bulletin emphasizes the importance of keeping a piano tuned to A-440 for best sound and proper ear iraining. It explains how
climate and neglect affect pitch and why the technician must perform a pitch raise before doing a fine tuning.

Bulletin #2: Regulation

Topics covered are “What is regulation and how does it affect my piano’s performance?”, “How often is regulation needed?”,
“What are the signs that my piano needs regulation?” and the difference between regulation and funing and information on
reconditioning and rebuilding, Space is included for your comments. This bulletin features a detailed diagram of a grand and
vertical action.

Bulletin #3: Climate Control

Topics inchude, “How does humidity level affect my piano’s tuning?” “What s relative humidity?” “What can be done to minimize
humidity problems?” and “How will humidity confrol benefit my piano?” A chart is provided for recording relative humidity levels
and pitch data. Together with an accurate hygrometer, this bulletin helps you in diagnosing climate-caused stability problems and
recommending solutions. Clients receive educational material on the effects of climate as well as documentation of their specific
problem.

Bulletin #4: Voicing
This edition describes voicing, explains the difference between funing and voicing, what is good tone, how the technician voices a
piano and also explains fo the customer indications that their piano may need voicing,

Bulletin #5: Finish Care
This bulletin discusses common-sense finish care tips, as well as information on various types of products and piano finishes. It also
includes a section on cleaning keys.

Bulletin #6: Rebuilding and Reconditioning

Bulletin #6 defines the terms rebuilding and reconditioning and how the two terms differ. It also explains “What happens to a piano
as it ages?” “When does a piano need reconditioning or rebuilding?” “What work is included in rebuilding or reconditioning?” and
goes on to confirm how to decide if major repairs are appropriate.

All technical bulletins are $90/500, $20/100, $12/50

Place your order by phone by calling 816-753-7747 or use the convenient order form on the next page to place your order by
fax: 816-331-0070 or by mail: 3930 Washington, Kansas City, MO 64111-2963. Visa and Mastercard accepted.

Marketing Brochures
& Technical Bulleting
available to

RPTs and Associntes

The six-page, stapled brochures are
2-color, printed on glossy-conted
paper, and measure

9" x33M4".

Forinats are consistent among all
brochures. The three brochures
intended for customers feature a
description of PTG and RPTs on the
final inside page.

The technical bulletins are written
for the customer who is considering 8
particular maintenance option, They
provide detailed information on
specific fopics in  question-and-
answer format. The attractive,
single-page docutments are printed
on heavy fvory card stock in 2 colors,
punched for a three ring binder,
81/2x11.

These brochures and technical
bulletins educate the public about o
wide range of piano services and the
benefits of proper maintenance. They
prommote PTG as a source of qualified
technicians, and their professional
appenrance projects quality onto
your business, All products provide
 space for your business stamp or
label.



Name | FOI‘ Ofﬁce Use Oﬂly
Address Date Received

City, State, Zip | Method of Payment

Daytime Phone Check #

RPT or AssociateGuild Member #

Visa _____ Mastercard

All publications now available
to both RPTs and Associates

Account # Expiration Date

Item Description

Quantity Price per unit Total

How Should I Take Care of My Piano?

How Often Should My Piano Be Serviced?

The Special Care & Maintenance of the Teaching Piano

Bulletin #1: Pitch Raising

Bulletin #2: Regulation

Bulletin #3: Climate Control

Bulletin #4: Voicing

Bulletin #5: Finish Care

Bulletin #6: Rebuxldmg and Recondmonmg

Subtotal of cost of 1tems

Ac‘Ed $2 00 per 160 count—shlppmg & handlmg
Total cost of order R '

Once you have completed this form, fax it to 816-531-0070, 24-hours-a-day—7-days-a-week
If faxing is not convenient for you, simply complete the form and mail it to:
Piano Technicians Guild Home Office
3930 Washington
Kansas City, MO 64111-2963
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News From The World OF PianoDisc

Continue your PianoDisc educ

As we mentioned last month, some of you
PianoDisc technicians have been clamoring
for a follow-up seminar to sharpen up those
PianoDisc skills you learned at the Installation
Training seminar. Accordingly, PianoDisc will
begin offering a series of Continuing
Education seminars for certified PianoDisc
technicians. Take a look at the information
box below for dates and details.

The Continuing Education seminars are

~ 1994

-e Sepfember 21-24
“e October12-15

» November 9-12
o Decamber 710

% Apri 13-16 -
e May 11-14
e June 811
e Augusf 113

Confmumg Educaflon Serfes

2 1994
e May 910 e August89
e Junee7 e October 10-11

Education seminars I free, buto $5000
- The PianoDisc Confinuing Edusation Serles’

fechnicians in-good standing. For more
~ i» Information-about rvffrﬁndmg aPignobisc .
* Instaliotion Trainmg seminar of o Confinding
- Folucation serinar, colt Planolisc of

Our Address
. PlanoDiso
41171 North Fresway Blvd.
Sacramento, CA 95834

Telephone Numbers -
Phene: (916) 567-9999
Fax: (016) 567-1941

Tech Support: (619) 256-1460
. (510) 4270411

Our telephone Imes are open dah’y [exe:ept

 PianoDisc Installation Training B o us. allin al, it wellworth the trip

' :T ition for the | nsfczdaﬁon and the Cont nurr:%g .

' 3em inors are restricted fo PianoDisc cerfified ‘ ,

[| be as much as a 60-70% reduction in cost!
|| For example, in a recent call to United
£ Airlines we found that a round trip from
f (916) 567-9999 Quring reqular office hours, & Chicago to Sacramento booked one month
- C e g in advance would cost $1300, but that a
*| Saturday night stay would decrease the fare

to as little as $398!!

‘  weskends and holidays) from & AM-12 Noon and &
1 GFM F’ac/f:c Tlme ’

two days long, each begmnmg on a Monday.
All classes are conducted by PianoDisc’s
senior installation and tech support staff.

In the Continuing Education seminar you'll
learn more about the operation and make-up
of the PianoDisc system. You'll also learn
how to repair or replace components and
install updated hardware and chips (as
opposed to sending the parts back to
PianoDisc for replacement). And you could
be called upon to do difficult service calls—

In order to attend the Continuing Education

" seminar you need to be a PianoDisc certified
| technician in good standing. If you aren't a
| PianoDisc certified technician you'll need to
|| attend the four day Installation Training semi-
8 nar first. If you're unsure of your eligibility,
| contact our Tech Support staff and they will
| assist you. But make your plans soon—we re

sure these new seminars wil fill up fast!

A hot travel tip for you techs that are book
ing airline reservations fo attend a PianoDisc

:refundabfe cleposif s required for confirmation, J§ Seminar: try to include a Saturday

| overnight stay in your itinerary. The differ-

ence that this can make in your airfare could

So, if you're planning to attend the

& PianoDisc Installation Training course, try to
& stay an extra day or two and leave on the fol-
© lowing Sunday or Monday. If you're thinking
= about the Continuing Education seminar,
B you're in luck - the airlines reserve their rock
[ bottom fares for folks who fly on Saturday,
| Tuesday and Wednesday. So, just plan to fly
‘8 in on the Saturday prior to your class, enjoy
§| Sunday in beautiful Sacramento, and fly out

the following Wednesday. You'll get a great

£ class, and save a bundle to boot!

©1994 by PlanoDisc™ and Burgett, Inc. All rights reserved.

This month our spotlight sweeps north
towards the Big Apple, where Paul Koegler
of H&K Automated Music in Bayshore (just
outside of New York City) has been busily
installing PianoDisc systems for, among oth-
ers, Steinway Hall in New York and the Frank
& Camille’s chain of piano refail stores.

Now Paul, like so many other PianoDisc
techs, was very busy for the three weeks or
so preceding the Christmas holiday. This
should come as no surprise to most of you
PianoDisc techs, since you were probably
pretty busy too. But we doubt that anyone
was as busy as poor Paul. You see, duting
the seventeen days between December 6 and
23, Paul, with the help of one full time and
one patt fime assistant, installed 26 PianoDisc
systems. That's right—26! 25 grands and
one upright, every make from Young Chang
and Yamaha to Baldwin and (of course)
Steinway. “We did lots of Steinways,”
reflects Paul.

But that's not all he did. Paul also man-
aged to get in two tunings a day, rebuild a
pinblock on a Knabe AND do a full rebuild
on an old Walters upright player—all before
Christmas. “At one point we had 13 installa-
tions in progress at the same time, along with
the rebuilds,” recounts Paul. “Looking back
on it now, [ can’t believe that we got through
it.” Neither can we, Paul.

How were the hours? “Insane,” says Paul,
“Absolutely insane. [ basically worked from
5:30 in the morning to between midnight and
1:00 in the morning every single day during
that time. My wife can verify that—she
almost never saw me that whole time!” Paul
said that the folks that assisted him didn 't fare
much better, either.

Now we at PianoDisc commend Paul on his
time management skills and his spectacular
accomplishment, but like the warning that
they give on those live stunt shows on TV
says, don’t try this yourself. Paul had lots of
help, and lots of experience, and in spite of
that “T'll never do it again,” he vows. Never?
Umm-hmm. Just wait 'till next December...

PianeDisclaimer; PianoDisc reserves the right to change product design and specifications at any time without prior notice.




Advertisement

Advertisement

Advertisement

Yamaha Service

April, 1994

eorge Gershwin
Plays Disklavier”

An unprecedented recording
of piano roll performances by
legendary American composer
George Gershwin was featured
among new PianoSoft selections
introduced at the 1994 Winter
NAMM Show.

The new Gershwin disk,
“Gershwin Plays Gershwin”,
features such classics as
“Rhapsody in Blue” as well as
selections that have never been
published before. It resulted
from the Gershwin Piano Roll
Recording Project, spearheaded
by Gershwin scholar, Artis
Wodehouse. Using original
piano rolls created by Gershwin
from 1916 through 1926, the
project produced the first
compact-disc recording of
Gershwin performing his own
work.

According to Wodehouse, the
project would not have been
possible without the Disklavier
piano’s ability to interface with
both modern computers and
player piano technologies of the
past. Computer programs were
specifically designed to capture
not only the note field on the
original Gershwin rolls, but also
the dynamics, articulations, and

pedaling encoded on the
originals. This information was
then transferred to 3.5” floppy
disks playable on the Disklavier
piano, which were used to play
the Gershwin performances
during the final recording
sessions. The compact disc is
being released on the
Elekira/Nonesuch label.

Using the floppy disks
created for the project, Yamaha
then produced the new
Gershwin addition to the
PianoSoft library. “Gershwin
Plays Gershwin” is a truly
historic recording that will allow
Disklavier piano owners to
listen as Gershwin himself
demonstrates why he is a giant
of American music.

The Gershwin disk
exemplifies the Yamaha com-
mitment to providing PianoSoft
recordings that are truly one-of-
a-kind, and the result from
recording projects that stretch
the creative potential of the
Disklavier piano to new heights.

Newport Music

Festival available on

disks for Disklavier”
In early 1994, Yamaha will

release new PianoSoft selections
resulting from another

innovative recording project. In
1992 and 1993, Disklavier
pianos recorded the live, on-
stage performances of world
class artists appearing at Rhode
Island’s renowned Newport
Mousic Festival, one of the most
prestigious festivals in the
United States.

The new releases will include
two PianoSoft disks from the
1992 Festival (in addition to
three titles already released from
that year) and three from 1993,
the Festival’s Silver Anni-
versary. The recordings feature
such artists as Boris Beresovsky,
Phillip Bush, Nelson Padgett,
Eduardus Halim, Thomas
Hrynkiw, Pietro De Maria, and
Ann Marie McDermott.

Disklavier Piano owners will
now be able to hear the historical
Newport Music Festival
performances on the Disklavier
piano, right in their living room.
These unique Disklavier piano
recordings, in addition to more
than 230 other PianoSoft disks,
now available in almost every
musical style, demonstrate the
Yamaha commitment to provide
disks to meet a spectrum of
individual tastes.

Next Month: Major
Changes at Yamaha...

PARTS & SERVICE: (800)854-1569

© 1994 Yamaha Corporation of America e SERVICE ¢ P.O. Box 6600 e Buena Park, CA 90622

FAX: (714)527-5782
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The Search For The Golden Hammers Continyes

By Coletie Collier, RPT

Move over, Sherlock
Holmes! For the past six months a
new “super sleuth” has been hard
at work. Wendell Eaton, RI’T, has
been following up every clue in an
attempt to locate the entire set of
25 PTG Golden Hammer Awards.
The PTG Foundation will have an
exhibit at the Home Office during
the 1994 PTG Convention, and a
cornerstone of the display will be
the collection of Golden Hammer
Awards. All of the people who
have been contacted have been
most gracious about either bring-
ing them, or promising to send
them in time to show. Two of the
Golden Hammers—Allan Pollard
(1973) and Jim Burton (1978) have
been donated to the PTG Founda-
tion as part of the permanent
collection.

The first Golden Hammer
was presented in 1969 to Aubrey
Willis. It was made by John Ford,
who remembers it well. He started
by making a box out of pinblock
material. He sent the tuning
hammer head, tip, and hammer
nut head out for gold plating and
lacquering. Then he had to work
further on the hammer handle so
that it would all fit together. John
also made the next two awards,
given to Len West (1970) and John
(Larry) Scheer (1971). Both of those
awards have been impossible to
locate as of this writing. Len West
worked for many years for Aeolian
in Rochester, INY. He died sud-
denly on June 7, 1969 and was

awarded the Golden Hammer
posthumously in 1970. Len’s
widow, Mildred, and daughter
Carrie Lynne moved to Milwau-
kee, W1, shortly after that. Larry
Scheer won the next Golden
Hammer Award in 1971. Larry
lived in the Philadelphia area, had
no children, and repeated efforts to
locate heirs have proven futile.

The next one was the
easiest for Wendell to locate: he
was awarded the Golden Hammer
in 1972. This is the first made by
Bill Smith, who has continued to
this day to craft these incredible
momentos. The 1973 Golden
Hammer went to Allan Pollard. As
previously mentioned, the Pollard
family has been most generous in
donating that award to the PTGF
collection so that it can be pre-
served for others to see and
appreciate.

The next three have
eluded Wendell's best efforts: Les
Hoskins (1974), John Kohl (1975),
and George Lockhart (1976). The
search for Les Hoskins’ Golden
Hammer seems to have reached a
dead end in California. Wendell
praised INorman Miller as a great
help, “...he really researched a lot
for me, he just went out of his
way” to help. From Norman’s
reports, we have learned that his
daughter and son-in-law have both
died, and no one can remember his
granddaughter’s name. So this trail
also seems to have gone cold. The
search for heirs of John Kohl is

Continued Page U2

Education Panel
z Executive Board
Jorking For You

Michael Drost, RPT
Educational Panel Chair

At Mid-Year meeting the
Board devoted five hours to the
Education Panel’s lengthy report
of nearly 100 pages.

During the review, the
Board attempted to prioritize
recommendations in terms of
financial capability and immediate
and near-future enactment. Several
of these items are presently being
prepared for Council consider-
ations this July in Kansas City.

To comment on all items
positively received by the Board is
not possible in the space of this
writing. A more complete over-
view of all items contained in the
Panel’s report will appear in the
forthcoming Council Agenda
Book. However, acquainting you
with two of these concepts will
provide some idea of how the
Panel and Board are working
toward improving PTG through
increased productivity and effi-
ciency,

Streamlining the
Examination Process

At the outset it is impor-
tant to understand this is not an
attempt to change the exams. Our
exaimns are very good, as they
accomplish the goal for which they

Continued Page U3
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Golden H

er Search—Continued from Ul

continuing in Ohio. Helping in the
unraveling of clues is Ben
Mcklveen, who has visited the
court house in Xenia, OH, to get
names and addresses from the
public record. The most surprising
to Wendell of those still missing is
George Lockhart (1976). “I don't
know why we can't find George
Lockhart’s” said Wendell. “He was
right in Detroit.”

So far, Wendell has logged
well over 100 hours of investiga-
tive time. He has talked with
friends, relatives and heirs of
deceased Golden Hammer win-
ners. He has enjoyed the challenge;
that is easy to see when he starts
describing his modus operandi. He
began by contacting chapter
presidents in the areas where the
deceased members lived. After
exhausting those leads, he tried to
remember people who might have
been close enough to the families
to have names, addresses and

telephone numbers of the heirs. “I
finally traced down Don Galt’s. So
many of these guys have passed
away, and all of a sudden you
remember someone...” Wendell
remembered a friend of Don's,
called him, and that person
remembered a son still living in
the area. Shortly afterward,
Wendell received a call from the
son, who agreed to ship the
hammer for the display.

Allan Pollard’'s award
proved to be another special
challenge. Luckily, the Houston
Chapter has stayed in contact with
Allan’s son, George Pollard.
Otherwise, it would have been
much more difficult. “Do you have
any idea how many Pollards are in
Houston?” said Wendell. No
doubt he would have called them
all.

More recent award
winners have become much easier
to locate and all have been willing

to allow their treasured awards to
be displayed in July 1994. To date,
Wendell has arranged for 20
Golden Hammers, but he is not
ready to give up yet.

The Golden Hammer
Awards themselves are a unique
part of the history of PTG. Of the
approximately 1000 charter
members of the Piano Technicians
Guild, only 112 remain on the
membership rolls. The PTG
Foundation is working to compile
some of the history of PTG and
piano technology in general,
before it is lost to us forever.

If you have any informa-
tion that might help Wendell
locate the remaining Golden
Hammers, please contact him
immediately at 8615 Mayfair Place,
Silver Spring, MD 20910—or
telephone him at 301-588-6333,

From the New Hampshire

Chapter...On January 21, 1994, the
New Hampshire Chapter began a
chapter project for Associates. The
Mission: to completely restore a nice
1909 Sterling full sized upright. The
program is under the direction of
RPT member and program director,
Dick Kimball, who is being assisted
by RPT member Gene Row. Pic-
tured here, (I to r) Kimball, Row and
associates Janet Barry and Sharon
Moore. Other participants present
but not pictured include Jim
Herrick, Bill Bolton and Doug
Kirkwood, RPT.

New
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Educational Panel—Continues From U1

were intended. Again, “We are not
going out to buy a new wagon;
rather, we wish to pump up the
tires on the one we have.”

It is the consensus of Panel
and Board that the process of
giving the exams can and should
be impraved. Hindsight reveals
the logistics of administering the
exams is not the most efficient.

The current level of
efficiency may account for (at least
in part) the low (50%) pass rate on
the first attempt by the candidates.

The task of streamlining
the exam process will be ap-
proached from a variety of angles.

A. Work has begun to
produce a “Written Exam Study
Guide.” This study guide will
comprise a group of selected
readings that will more than
encompass all requirements of the
written exam. At the same time it
will provide a broad general
background in piano technology to
all its readers.

B. A “Pre-Exam Screening
Manual” will be written and
produced to be used by all chap-
ters. It is the strong conviction of
the Panel and Board that chapters
can do much to prepare the
candidate for the exams. “Dry-
running” technical skills in a
general way will indicate to the
candidate her/his readiness for the
eXarmns.

C. Some rearrangement of
the order of items within the
exams is being studied. There are
certain areas where rearrangement
of the order in which the material
appears may enhance the overall
logical flow of the exam.

D. A more comprehensive
CTE training program is being
given serious consideration. More
thorough, in-depth training will
equip those giving the exams with
a greater awareness of how human
factors and efficient use of time
affect the results. A keen consider-
ation of “quality” time and psy-
chology are paramount when

attempting to assess the compe-
tence of a candidate in this type of
 Art-Geience.”

Raising the candidates’s
level of readiness and correcting
the flaws in the administering of
the exams should do much to
streamline the process. In addition,
it should well improve the emo-
tional well-being of the candidate
during the exam process.

Assisting In Your
Education Journey

There is a basic principle
with us today which was stated by
the scholars of the first century.
“Nemo dat Quid non habet”"—
“One cannot give what one does
not have.” PTG strives to provide a
substantial amournt of educational
assistance. However, it does not
intend to offer a total education
program primarily because it is not
capable of doing =o.

To be successful as a
tuner-technician will require a
person to be well grounded in at
least three areas:

1. Technical Skills classes
over the years have been the
mainstay of PTG educational
offerings. We have been condi-
tioned to expect these skills to be
of basic, intermediate or advanced
levels. All skills are basic. There
are just a greater number which
become more highly developed,
precise and detailed with each
task, which may range from
simaple to a very complex job.

It is the recommendation
of the Panel and the desire of the
Board to further expand our
educational offerings in the
technical skills area by providing a
greater number and variety of
class opportunities throughout all
PTG sponsored events.

Continued Page U4

IN BRIEF

Brochures Mailed!

The 1994 Convention and
Technical Institute Brochures are
out! If you have not received
yours, please look for a copy
which will be included. in the
May edition of the Journal. Early
registration deadline is June 6. It
is vital to register for convention
classes, accommodations and
activities early. Your brochure
will give specific instructions
about how to register for
convention, PACE Academy
classes and hotel accornmo-
dations. Don't put this off. Make
a commitment to your profes-
sional future today!

Application Forms For
Foundation Scholarship Due
To PTG Home Office By May 1

The Piano Technicians
Guild Foundation will again
offer to help a track Associate
member attend PTG’s annual
convention and take either the
tuning or technical examination.

One $200 scholarship,
which covers the $140 member
convention registration fee and a
$60 examination fee, will be
awarded to an Associate
member who has completed the
PTG written examination, is
active in his or her chapter, and
plans to take one of the
remaining examinations at the
convention.

Application forms can
be obtained from chapter
officers. The forms must be
signed by the chapter president
and received in the PTG Home
Office by May 1, 1994. The
results of the selection
committee will be announced

June 1.
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2. Management Skills
have been of lesser priority in PTG
class offerings until more recent
years. Traditionally, we tend to
think of business management as
the activities of keeping books,
banking and filing income and
sales tax forms.

Management really
involves a great deal more. It
should include management of
overhead, inventory, shop space,
job time, repair & tuning sched-
ules, travel, repair & maintenance
of equipment, insurances, vacation
time, retirement, continuing
education, efc.

Often overlooked is the
aspect of SELF-management.
Becoming and remaining in a
continuous state of being orga-
nized is essential. Developing and
staying on a schedule is manda-
tory.

The successful self-
employed tuner-technician will be
the first to tell you there is no such

MEMBERSHIP

STATUS

Northeast Region ......ccovueenee. 851
Northeast RPTS ..ccvvereeerrecsenes 516
Southeast Region .......corereueen.. 640
Southeast RPTS .....occcvnnnenennnne 376
South Central Regioni ............. 323
South Central RPTs ...c.cccemnsn. 197
Central East Region................ 637
Central East RPTS .ocvvereviennens 386
Ceniral West Region .............. 396
Cenfral West RPTS ....cccvovnvees 246
Western Region ......c.ceveeeinenne 636
Western RPTs.....ccvcevenrcveennnns 377
Pacific NW Region

Pacific NW RPTs......ccoeerrervonne
Total Membership ......ccoeuenuee. 3,888
Total RPTS ..veveivrenrerinecressnnesenns 2,340

thing as a 40-hour week. Self-
employed persons must realize
that a 60 plus-hour week is com-
mon, especially when in the stages
of getting started in business or
when developing new business
ventures,

It is intended, as the
immediate future unfolds, that
there will be a noticeable increase
in very specific goal-oriented
management classes included in
PTG’s class offerings.

3. People Skills are among
the most important skills needed
by anyone who desires to live,
work and play successfully in
present-day society. All foo often
tuner-technicians are not equipped
to deal convincingly with private
customers, public institutions,
piano dealers and piano manufac-
turers. Unfortunately, the majority
of these same people are unaware
of this shortcoming in their total
professional activity.

Consider the following
items which are involved when
dealing with people:

» Voice control

¢ Bye contact

¢ Choice of verbal & body
language

® Speaking to, rather than
above or beneath the customer

e Conversational honesty,
sincerity and enthusiasm

e Displaying respect and
interest for customer concerns

® Responding to customer
questions

® Determining and meeting
the needs of the customer

¢ Providing the correct
amount of technical information

¢ Negotiating techniques

® Avoiding intimidation,
arrogance, high-pressure tactics
and egotistical tendencies

@ Telephone technique

® Manner of dress and groom-
ing

e Appropriate deportment

These are but a few of the
myriad of things involved when
we speak of people skills. As PTG
develops thoughts and ideas into
“hard copy” in the form of a
“core” curriculum for its members,
several new courses in people
skills will be part of the total
offerings.

As the panel deliberated
through possible causes for failure
and success of members, we
quickly arrived at the obvious
conclusion that skills in all three
interdependent areas are necessary
in our profession.

seminars should be sent to:

PTG Journal

Attention: Managing Editor
3930 Washington

Kansas City, MO 64111-2963

Is Your Chapter On The Move?

Let us hear from you. Chapter projects, activities and programs are of
interest to the entire PTG membership.

Organizational news, articles about chapter projects, programs and
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