


md 0ertiCalpianos. Part of Genem 
Imternatisna~s 0 

imtmmnts. In this way, we cm. 
maintain our autstmdk.. world- 
class reputation. Please hone us at 
&?RXM33-2388 for the ocation of -f 
the Petrof showroom nearest you. 



Stein & Volk, Inc. 

has beea serving the 

musical insmment 

trade shce 1979. From inception through 

1986 our main osder of business was the 

supply oftop quality spruce azd cedar guitar 

tops fos marzujzctu~e~s and independent 

htbiers worldzuide. In 1986 we begazn 

pmducinggrandpia~zo soundboasds as a 

way of Tecovering ‘jralldowrz ” (uzdersize) 

bmber from the guitar operation. 

IVitb the patient help andfeedback of a 

few masterpialzo restoseels we finally 

achieved tbe abiliy to produce a product of 

consisten I- qua&. This part of the bztsirzess 

sIow<y took 011 a Ilye of it> own a?zd now we 

are a steady andprimaly supplier ofpiarzo 

soundboards for major nzanufactwe.ers azd 

qualiq restoration shops nationwide. 

Altbougb our uohme has irzcreaxd 

conside?abLy, OUY attentiovz to detail and 

quality has uot dimhisbea! We take pride 

in our work and it shows in every product 

that goes out the door. 

Most of our wosk is i/z Sitka Spruce 

boweuer, we occasionally process Engelmann 

Spmce. This wood is much closer to 

European Sps;przxe acoustically and 

cosmetically but is not in steagv supply. If 
this is you7 wood of choice we will locate a 

wee fo?you andpyocess your osder on a 

custom basis. Ofcouyse more lead time is 

TequiredfoT Epzgehann Splxce due to the 

process involved. 

ALL our wood is slow dried to 6-h’% 

moisture conteizt in OILY solar assisted dry 

kiln azd our shop is climate controlLedfor 

temperature and relative humidity. The 

adhesive we use is slow drying Tigbtbond”’ 

AliQbatic Resin, vibration Tesistant ghe. AD 

our boards are sanded to a 1.20 grit machine 

jnisb. Tbe result is a soundboard quality 

tbat speaks for itse$C 
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My editorial in the 
March issue, which in- 
cluded a couple of sce- 
narios most tuners have 
found themselves in 
more than once (,,a+ you 
still tuning pianos?“), 
drew a number of re- 
sponses, both on the 
Internet “pianotech” 
group ancl by“snailmai1.” 
Itseemsthateveryonehas 
afavoritestoryabouthow 
people can’t believe that 
we really clo this for a 
living! 

IvIa& Stivers of Sac- 
ramento feels the reason 
people can’t believe we 
work on pianos for a liv- 
ing is because it’s so much 
fun. others responded 
with “customers say the strangest things” 
stories, ancl many included their preferred 
snappy comebacks. Rick Horence of l’hoe- 
nix suggested, ‘&5t raise your rates. That’11 
make believers out of them!” I’ve enjoyed 
the feedback enormously, ancl had a few 
good laughs, too. 

All of this discussion got me thinking 
about why we clo what we do. ‘Why are we 
tuners?” was the question posed by a friend 
to the veteran piano tuner in Stucls TerkePs 
marvelous book, “Working” 

Why indeed? ab many outside our 
field, it seems ludicrous (to many insidle it 
too!). Here’s ajob where the public at large 
isn’t even aware that the job exists. Many of 
those who are aware look clown their noses at 
us and all our kind. In an era where many 
~Prhnir;~*bl,,hnPP~~~~~~h~~-~~l,i*~~ mm-h 

limelight, but you have 
to understand my di- 
lemma. The piano in 
question was a 
Shoningerspinetwhich 
may have never been 
tuned, ever. It sounded 
like a Hammond B-3 
with Leslie speakers 
going about half speed 
unclerwater. ‘Ihough 
just a lacl, I cringed at 
the sound. I coulcln’t 
bear to face the music. 
(Parents ancl teachers, 
are youlistening?) corn- 
pared to grandma’s pi- 
ano, my old upright at 
home w heavenly. 

The heavenly 
old upright was re- 
moved from my child- 

hood home one dark clay to make room for 
a modern console which i&ok& much nicer. 
Although Iwas a strapping 14year-old at the 
time, I wept silently as the movers car-teal off 
the old upright. I never macle Mends with 
that console; whose keys stuck constantly 
despite the tuner’s best efforts, and whose 
tone was cheap ancl bright. 

Two or three year3 later, a family friend 
purchased a nice new grancl piano. As I sat 
down and. played it, I was in ecstasy. It chid 
what I wantecl it to do, and it was in tune! It 
sounclecl great. In my heart, I swore that 
someday, somehow, I would own a fine pi- 
ano, and that I would learn how to make 
pianos sound good. 2he rest, as they say, is 
history. 

So, why are we tuners? 



urliversity techmiciam partmer Imay have ex- admits only to being a ““distant” relative of 
pressed it best when she said, “But who your editor. Astudy, he’s my secmaFskdest 
would want to work on cars OF copy machines son; I guess that’s fairly l(i5tamtl 
when they ccdd be working on pianos?” 

have asked where 

who has been doing the drawings for the 
Journal beginning with the February issue. 
He clmm freehard firm eitber “‘live” ob- 
jects, other drawings, or Polaroid phoms, 
except in the case cd the “partying mice” in 
the last issue. That was strictly his rather 
warpedimagination. Accdlegestudentseeady- 
ing graphic design ad ilhmratisn, Spencer 

Im this issue, we add anew Contibnting 
Editor to our roster. Anoted piano desi 
builder, and technician, Dd tiisno 
stramger to these pages or to anyone in cm 
business. We’re happy to have birn and his 
piano knowledge aboard. 

Dan at+ex 
tuning wi e. Next 
~~rn~‘s~~~~~~ll be a special issue dealing 
with ivory keytops. 

As Demonstrated at PTG Technical Seminars 
by Chris Robinson and Rick Baldassin 

Renner USA Renner USA Or Contact: Or Contact: 
PO5 1223 PO5 1223 Rick Bakiassin Rick Bakiassin 

Teaching 2% Technical Consul~aarnl: Teaching 2% Technical Consultant 

Phone: 203/221-7500 Phone: 203/221-7500 Fax: 203/454-7866 Fax: 203/454-7866 Phone: 804/292-4444 Phone: 804/292-4444 Fax: 804/298-4444 Fax: 804/298-4444 
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More on Cap Bars, and a Perceived Loss of Power. 

A Smaller, More Convenient Micrometer, Measuring Counterbearing 
Angles, Replacing Briclge Pins, and More Birdcage Tips. 

Piano Work, and a Rxmula for Thickness. 

- s 
Beverly Kim, BPT, wraps up her four-part series on the changing trends 
in the piano business, and Fern Hemy, WT, PT6 Past President, lays 
out a plan for Success in Business. 

Richard Anderson, RPT, outlines how and where to find the tools you 
need in places you’d least expect. 

A.&ides and information dedication to the news, interests and 
organizational activities of the Piano Technicians GUM. This section 
bigblights information that is especially important to PTG members. This 
month: Diving into Desktop Publishing; An International Opportunity in 
Albuquerque and Spicing up Your Business, Meals and Sight-seeing; The 
BAGE Academy; An Ounce of Prevention in Movin’ on Up; the 
Foundation Spotlight focuses on PTW scholarship winner; and 
Reclassifications, Passages, New Members and Events. 

- 

- 

- 
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Pressure Bar5 and Du$.ex Scales. 

the 
technicians who want to bore their own. 

Fine’s “The Piano Book, ” and on Page 36, E&3- intmims 
Fine on his ktest e&tl;on. 

In Yhraing With The Enecmy, ” Bedeley tu.ner Benjamin 
Treuhc&t travels to Havana, Cubec with the Freedom to Trmel 
Campaign and sees l$e on the other side oj‘the rusted Iron 
Curtain. 

J- 

You drove off M/I the ~~~~~~~~~ 
From that great, bownfeows free fhaf stood 
Lighf~i~g-be~ere~ and sform-~~~wre~ 
klalf a cenfwry in our orchard 
ARd whose flunk, 
l-lard9 dark-foned 
Then, seasoning for 10 years, had lain 
Wsifing a purpose worfh ifs grain; 
Yaw fool-c, besides, our walnwf, sprwce 
And cherry boards for your own use 
And warm ivory we’d soaked loose 
From piano keys Grave as a goose, 
You gave yowr promise fo produce 
An instrument, made an excwse 
lnsfeag! then swre as self-abuse 
One more excuse, one more9 me yef 
Till we bofh knew that?3 all we’d gef. 

wlow, if yow sell fhaf hatpsichord 
May the sfrai~hfgrai~e~ spruce of ifs 

ard, 
and fwisfing, wrench apad 

So irrifable buzzings sfaft 
To breed inside fhaf ~e~gfheRi~~ crack 
And pins slip-nof enough to slack 
Stings though the trwe pitch won’t quite hokf. 
There8 where you signed yowr name in gold 
May random checking split and efch if 
Straight through the words, AH. Me Fecif. 

yaw keep if as yowr own? 
if ring with a strong, clean fone 

Af fimes. Bwf when in pwblic may 
Jacks swell and jam so fhaf you pky 
Garbles of chord and melodies 
Gapped like decaying feefh or cheese. 
May felfs fail so eat 
Long in fhe ear and rs 
Slip off’ the ivory, slick as wsx, 
So yaw play always in the cracks 
Between keys thaf go limp or sfick 
Tearing yobdr nails dowm fo the quick. 

May all yaw set your hand to, bwckle, 
Breaking yowr fir9ger at fhe ki9cnuckle 
Which, aging achimg, goes rheumafic, 
Twms yowr recorder holes ssfhma~ic, 
YOWF fiddle feeble and pwr sqweeze 
Box frowbked by a sleazy wheeze. 
May yowr clrwm rhyfhms sfwmble and alfer 
Ss fhaf t-lancers half, star!, falfer 
And when yow Biff your voice, may if wobbh 
As if you’d fdd fhings not qwife ~robable~ 

Iway far- flwng audiences recognize 
Jw.sf what yow are. And may fhe wise 
Ply yowr virginals, gwess at fheir prices 
Look long, bwf think best no% fo ask if, 
Seeing ifs form’s so like a caskef 
He cowld go fo the ~o~ey~r~ in it 
Before yow finished him his spinet. 

Still, may no fomd ~w~ishrn~n~ 
Ease yowr gwilf; may each day be spent 
.&fading lawyers’ calls or fax !nspecfors. 
FaNing shy on facfq 
01 good faith or harmonic rw/es? 
Be fearless amwnd power fools. 
Should you pick wp some stranger’s kif 

e woods switch on yowr didI bif; 
showld skirt arownd a law, 

. 

Look wp once from yowr band saw; 
If you should ever break yowr faifh 
May loose hairs wander foward yawr 
lathe- 

Lastly, may those yow frwst in break 
Their word and for their own sweef s&e 
Waste yowr gifts on fhings to make 
Them comfy fill the day yaw die. 
Every midnigh f may yow lie 
Awake wifh one who’ll scorn and rwle 
YQW for a coward and a fool. 
That is, I hope yaw spend your life 
Alone-or hefter, with your wife. 
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The following solution on Educa- 
ticl 1 be presented to Coun- 
cil its consideration: 

education to ~~~mote~~o~essio~al compe- 
tency, and 

whereas this contipukng education 
then Promotes technical competency, ben- 
e~tingallmemb~s as well as consumers 0~~ 
our members’ services2 and 

Whereas PTG continues to be the $A- 
ma? source of both entry level and con- 
tin~ingp~~~o technology i~~~~atio~~~~ 
its memb~ship~ while other indust~ 
sources of educational ~po~~~ities are 
beingforced to cut budgets andp 

PTG hereby accepts and endorses the~ollowi~g educa- 
tional goals and priorities: 

The 
be grese to Council as part of the President’s report 
on long-range planning. This resolution was presented 
to Councill last year, and t prehninary discussions were 
infcxnmtive and meanin 1. The resolution is being 
presented to Council again this year to advance the 
discussion and to set policy for long-range planning in 
the area ofeducation. Long-range planning is the mecha- 
nism used to define who we are and where we want to go 
as an organization. Once goals are established, Council 
can then devote its time and energy to an annual review 
of the goals and to adopting programs that coincide with 
them. The discussion and action taken by Council on this 
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esslutisn on E~~e~~~~~ Go will 
define the role education plays in the 
future of PTG. 

Organizational planning is a com- 
plex process involving all facets of PTG. 
During the past three years we have 
planned on the basis of the -Members 
Needs Asses5ment Survey results. In Janu- 
ary, the Board concluded that strategic 
planning was an integral part of IT6 
and began to lay the groundwork for 
developing a five-year organizational 
plan. In May, six FWPs (Request for 
Proposal) were sent to firms and indi- 
viduals who specialize in planning for 
non-profit organizations. These gro- 
posals will be evaluated by the pre-coun- 
cil board. Professionals who have expe- 

rience working with non-profit organizations will be able 
to provide much needed guidance to the overall plan- 
ning process, however it must be members who set the 
priorities of the five-year plan. The board has established 
a framework for selection of a steering committee rnade 
up of a. cross section ofIT@ members to help develop this 
five-year plan. Additionally, other groups within PTGwill 
be able to provide input in areas of testing, marketing 
and education. The goal is to provide next year’s council 
(1996) with a comprehensive five-year plan for its consid- 
eration. Education is and always has been an integral part 

n by Council of the esolution cm 
will clearly define educational priori- 

ties for this planning process. 





I was surprisecl that no one men- 
tioned (in the February issue Round- 
table) that a significant reason for 
these unwanted sounds is the lack of 
sufficient angle of the string as it passes 
under the cape and rises toward the 
upper string rest. We all know that if 
this angle is too severe, tuning and 
stability problems will result - witness 
that untunable monster, the Steinway 
upright - not to mention the high 
probabihty of string breakage and 
other gremlins. But, if that angle is too 
small, I have observed that the cape 
section of the string will “zing and 
jangle.” Could it be that the speaking 
length’s vibrations are “‘leaking 
through,” causing its cape section 
string partner to vibrate? 

I have a Steinway D at my school 
that had a terrible problem with these 
kinds of noises. No amount of voicing, 
different hammers, shaping of the 
cape bar, etc., had any effect on the 
problem. After numerous disappoint- 
ments, I began reviewing all that I had 
done so far to effect a cure. It occurred 
to me that when I did any shaping or 
filing of the cape bar I was actually 
changing the angle that exists between 
the cape and upper string rest. If that 
angle were too shallow to start with, 
then my work on the bar was exacerbat- 
ing the condition. 

As an experiment, and since I 
could think of no easy way to add metal 
to the cape, I added individual pieces 
of formed sheet brass to each upper 
string rest. The thickness of the brass 
was .016-.020”. These were covered 
with felt and the piano restrung. 
Result: no buzzes, zings or other 
noises. There are no tuning problems, 
either. By increasing that angle 9 also 
increased the length of the front 
duplex. Not much, I’ll admit, but 
some. 

So, it seems that either the increased 
length or the increased angle or a little 
of both served to eliminate the un- 
wanted noises. % have applied this 

procedure to several pianos over the 
years, it always seems to work for me. 

[Editor’s note: Paul’s response came over 
the Internet discussion group 
“pianotech,” and resulted in a number of 
responses. Some of these appear else- 
where in this issue. See also Del Fandrich’s 
treatment ofthe topic in his article in this 
issue.] 

[Regarding Ken Sloane’s answer to 
Terry Rood’s question in the March 
issue of PTJ pp IMO] 

Ken, I think you made a hard 
problem out of an easy one. Terry’s 
questions was divided into three parts. 
I’ll answer them one a time, and then 
explain my answers later. 

1) Does a piano regulated with 
excessive blow distance and key dip 
develop more power? Answer: Yes. 

2) Does excessive blow distance and 
key dip reduce repetition speed? 
Answer: Yes. 

3) How does reduced hammer 
weight (from re-surfacing felt removal) 
figure in? Answer: slightly lighter 
touch; very slight loss of power; re- 
quires re-regulation of let-off if it’s an 
upright, more if it’s a grand (repetition 
spring, etc.). 

Exfibnation: Instead of the terms 
“power, weight, and speed,” % would 
like to refer to “energy, mass, and 
velocity.” These terms more accurately 
identify the quantities we are talking 
about. Inertia is the tendency of a mass’ 
to try to maintain the same velocity, 
whether it be zero, or some big num- 
ber. 

The hammer can’t give any energy 
to the strings that it doesn’t have, but it 
can fail to give energy to the strings 
that it does have. The rule that never 
changes is that the energy has to go 
somewhere - that’s a fundamental law 
of physics. The energy that the ham- 
mer stores up as it is accelerated 
toward the strings is kinetic energy 

(more about that later on). Kinetic 
energy is the energy of a mass in 
motion, and in a piano, it is equal to 
the work done to the hammer by the 
whole system - the action - includ- 
ing the fmger that drives the key 
downward. This “work done” is 
expressed by the equation W = Fs, 
which simply says: Work done = Force 
x distance. If there is no lost motion, 
then key dip is directly related to 
hammer blow distance by the equation: 
Fs = wd, after we subtract let-off from 
blow distance. This just says that “force 
x distance on one end = work done on 
the other end,” whether it is a single 
lever or a system of levers. 

If the force (F) stays the same, a 
longer stroke (s) will mean more work 
done (wd) . Therefore: W = Fs. = wd. 
That isn’t complicated at all. The 
reason I’m not saying anything about 
friction is that friction does not play a 
big part in action response when the 
pianist is playing for power (I?, FF or 
FFF) , unless something is really wrong 
with the action. It does play a part in 
playing softly (P) , and it plays a big 
part in very soft playing (PP or PPP) , 
and that’s where let-offis so critical. 
But what we are talking about here is 
“‘power.” 

If everything else stays the same, 
increasing the blow distance will slow 
the repetition, and shortening the blow 
distance will speed it up. 

Loudness depends upon how hard 
the hammer hits the strings. For the 
same hammer velocity and same 
loudness, the farther the hammer has 
to go, the longer it takes for it to get 
there and come back again. That’s why 
the repetition suffers when the blow 
distance is too great. Blow distance is a 
trade-off between power and repetition 
speed. 

The equation for kinetic energy is: 
Ke = l/2 mv 2 where m is mass and v is 
velocity. Kinetic energy is proportional 
to a linear function of mass, but a 
square function of velocity. A hammer 
moving twice as fast has four times as 
much kinetic energy. To l-rave four 
times as much kinetic energy9 it has to 
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While many technicians consider Young Chang pianos 
highly evolved and refined instruments, we think of them 
as works in progress. Constantly seeking out innovations 
which elevate our instruments to perfection, we believe 
it’s the only goal worth achieving. 

Some of these innovations include a brass string bearing 
rod under the cap0 bar to smooth tuning and provide a 
longer-wearing, replaceable surface; an asymmetrically-crowned 
soundboard for richer tone and improved tuning stability; 
using spruce with a minimum of 12 annular grams in our 
soundboards; hand-planing our bridges :after installatiion 
to ensure accurate downbeariug (even in verticals); 
and designing a new grand action with lower mass, 

01995 Young Chang America, Inc. 

resulting in lower touchweight and improved control. 
Our aspiration for perfection also extends to our 

service to technicians and customers. That’s why we oiler 
a U-year full warranty on all pianos as well as a limited 
lifetime warranty on actions and case parts. We also 
maintain a staff of full-time service personnel and a Ml 
inventory of replacement parts to support you. 

For additional technical information, call Bon Aknnino 
at (310) 926-3200, ext. 237, or write to Young Chang 
America, 13336 Palondra Blvd., Genitos, CA 90703-2245 



ConEiruued From Peuge 8 
be given four times as much, beginning 
with the finger on the key. The loss of 
a little bit of mass (hammer felt) will 
cause only a tiny loss of power because 
the loss of mass will be partially made 
up by an increase in velocity if the 
force on the key is the same. The 
reason it won’t be fully compensated is 
that the other parts of the action have 
mass too, and therefore inertia and 
5toredkinetic energyaswell, and that 

is lost once let-off occurs, 
I’m assuming that Terry regulated 

the let off after he filed the hammers. 
If not, that could be a big problem. 
The reason is obvious. With uniform 
force on the key beginning at time- 
zero, the hammer accelerates almost 
uniformly until the 6egGznin.g of let-off 
when the jack tender touches the let- 
off button. It takes another three to 
four millimeters for let-off to be 
complete& but the loss of acceleration 
starts when let-off starts. Up until that 
time, hammer acceleration is almost: 
uniform if the force on the key is 
uniform. There are slight variations 
because of the arcs through which the 
action levers swing, but the relation- 
ships are so nearly uniform that we can 
consider them as such. Regarding 
Michael Wathen’s findings that grand 
hammers accelerate during the first 
half of the stroke, ancl then decelerate 
thereafter, a vital statistic is missing. 
What was the uniformity of the force to 
the key, and how much was it? That 
can throw the finclings in either 
direction! Without that, the result is 
meaningless. A sudden impulse to the 
key will put all of the acceleration in 
the first part of the stroke, but a slow- 
starting shove will do just the reverse. 
If the force against the key were 
uniform starting at time-zero and the 
hammer decelerated cluring the last 
half of the stroke, then (unless the key 
were being played very, very softly) 
something would be very badly wrong 
with the action. 

With a blow distance of 2.1125 
inches and a pianist playing for 
“power,” the hammer had 2. I25- 
Q.25=1.875 inches in which to acceler- 
ate. At a blow distance of 1.8’75 inches 
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and a very broad let-off caused by butt 
leathers that were depressed and worn, 
the actual accelerating stroke was 
probably clown to less then 1.5 inches. 
That would cause a lack of power. 
Also, changing the clip from Y/16 inch 
to 3/8 inch woulcl have a profound 
influence on the pianist’s perception, 
whether anything else had changed or 
not. 

Thanks, Jim, for supplying the 
engineer’s approach to Terry’s prob- 
lem. In your critique of my article, you 
said “Ken, I think you made a hard 
problem out of an easy one.” My 
answer to that is that any attempt to 
discuss a pianist’s perception of power 
cannot be accomplished within the 
realm of high school physics alone. 
Your approach, though very objective, 
seems to have made a simple problem 
out of one that is rather complex ancl 
quite subjective. 

In fact, you initially addre5sed an 
extremely important variable in your 
critique but then did not elaborate. 
You saicl: “The hammer can’t give any 
energy to the strings that it doesn’t 
have, but it can fail to give energy to 
the strings that it cloes have,” I couldn’t 
agree with you more, ancl you actually 
may have stited the point I was trying 
to make in my article more eloquently 
and succinctly than I dia. You see, the 
condition of the hammer is a crucial 
variable that plays a huge role in the 
hammer’s ability to give energy to the 
strings. A. few of those conditions are 
hammer density and the way the 
hammer “fits” the string. To elaborate, 
a soft hammer cannot transfer its 
power to the string nearly as well as a 
hard hammer - I suspect it actually 
sits on the strings longer than a harder 
hammer and “dampens” string vibra- 
tion - and a poorly fit hammer 
“wobbles” on the string and probably 
loses some of its energy in torsional 
movement of the shank. Alas2 I find 
these variables to be so important, and 

their effect, unfortunately, cannot be 
described within the context of an 
algebraic formula. 

I’m afraid I don’t agree with your 
comment about friction. You saicl: 
“Friction does not play a big part in 
action response when the pianist is 
playing for power,. . .” I find that a 
pianist can overcome high friction 
levels - and inertia levels, for that 
matter-andgetpoweroutofan 

action in slow musical passages, but see 
if a pianist feels a piano has enough 
power if it is loaded with friction and/ 
or inertia and that pianist has to play a 
cliff~cult piece like a Liszt “Transcen- 
dental Etude.” As their hands cramp 
up from trying to play loua ad fast, try 
telling them the piano has enough 
power. Their comment is likely to be, 
“I can get power from the instrument, 
but I have to work much too hard.” 
Alas, not all piano compositions are 
written with whole notes and rests in 
between. 

As for repetition in an action with 
excessive key dip and blow distance, I 
seated in my article: “Certainly, with 
excessive movement of action parts, 
the recycling process necessary for 
repetition to occur will take longer.” 
However, given an action of sound 
design, I think that keeping checking 
closet0 the stringswillinsureadequate 

repetition protiaeathe other phasesof 
regulation are “in the ballpark” and 
dip ancl blow distance are not ridicu- 
lously excessive. I want to emphasize 
that I don’t think your assessment of 
Terry’s question is wrong. You have 
made 5omepertinentcommenlsand 

the formulas you have provided to 
elucidate your points are definitely 
applicable to the discussion. I merely 
feel that other variables are more 
significant in the analysis of the 
problem. Alowmeto relate some of 
my personal experience here at the 
Oberlin Conservatory to support my 
opinions. 

After we increased our staff in the 
Piano Technology Department at 
Oberlin and started to do lots of 
sophisticated action rebuilding, it 
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I use a micrometer which 1 started carrying in my tool kit 
last year, mostly because it is lighter and more compact than my 
standard micrometer. Here in New York, where we tuners 
don’t usually have the convenience of a vehicle in which to 
schlep around our tools, every gram and centimeter in the tool 
kit counts. This particular micrometer is made by §tarrett (see 
illustration); it’s called a can seam micrometer, catalog num- 
ber 207, and it’s cylindrical in shape, about two and a half 
inches long and about a half inch in diameter. Since I’ve been 
using it I’ve discovered that it’s ideal for several piano-related 
uses. For one thing, it easily mikes strungwire in any piano. If 
itwon’t go between the strings, it goes at a 4.5 degree angle over 
the string. Tighten it down, and you can conveniently read the 
wire diameter right off the back. It has a ha&round, rather 
than a flat, anvil, which means you can mike strings outside the 
piano without having to fuss about the curl ofthewire. And the 
shape of the jaws makes it ideal for mildng center-pins. Et’s too 
small to mike the outside diameter ofreallyfat bass strings, and 
can’t be used on tuning pins; but for all plain wire and 
centerpins, and most wound strings, I’ve been very pleased 
with it. 

Dan Levitan, RPT 

This is not a straightforward measurement, but I have a 
technique I’ve used for some time and can’t even remember 
where it came from. I am not compulsive about measuring the 
duplex angle however, and anyway the issue is more about 
solving problems when they occur. If you do find a problem in 
this area though, it certainly is easiest to deal with it before 
stringing. 

The techniqlue for measuring is simple. Get a short piece 
ofstiffwire, maybe W-7” long, and about the same diameter of 
wire in that section (or slightly heavier if necessary), then 
carefully bend it with your bending tool and set the outside 
surface angle of the wire to be your guide. Set this gauge at a 
good ideal angle to start (19 degrees to 20 degrees), then 
carefully fit it between unisons (it9s easier with the action out) 
and hold it in place while you compare it to what is in the piano. 
You may then compare more or less deviation from this 
standard gauge, say 19 degrees , and rebend the wire by triaJ 

and error until you match exactly the angle that the wire 
follows in the piano. In this way we are measuring the angle 
taken by the underside of the wire. Obviously, it is important to 
be careful while bending the gauge wire, the bends must be 
only in one spot. I keep a nice wire gauge in my desk which is 
used only for this purpose. 

Measuring this while the piano is unstrung is similar. In 
this case, just tie up heavy gauge string line as tight as you can 
around the bar and over the bridge, to simulate the string line. 

Denniscfohmon, H-T 

Being the tool junkie that 1 am, I thought that using a profile 
gauge would give me the profile angle. After bllowing off an 
inchofoakdust, (lastusewasmakinghouse trim) Hchecked the 
angle on a local Steinway & Sons D and found 20 degrees. I 
measured it against a small plastic protractor. 

I fashioned what amounts to a very small sliding bevel. I 
used stiff card for the time being, later I’ll do one out ofmetal. 
The short, moveable leg needs to be short - 1” or so, wedge 
shaped coming to a sharp point. The long leg is not much 
longer- 2” to 2 l/2”. The two legs are held together with a tiny 
machine screw and nut. Lay the longer Ileg on the string(s) and 
position the shorter leg to line up with the 
front dup%ex string length (you need to 
hold your mouthjustso!). Tighten up the 
nut. Transfer the resultant angle to a 
piece of paper, extend the lines.de- 
scribed by the two arms and measure 
the angle with a protractor. Simi- 
larly, you can measure the angle 
from the speaking length up 
from the,,bar from underneath 
with the action removed. 
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ano across the country for a rebuilding can be a scary thing. However, in our shop 
others find illusive. We have the custom attitude. IHere at R]OPR, we are a family 

s. Our work is ultimately, what 2~ are. It is to our benefit that every piano leaving this 
ly correct, and visually pleasing. We combine the absolutely necessary with the esthetic. 

Our ktaff has an understanding of pianos from castors to lid. That means that no matter what task we’re 
performing at the moment, we always work with the end result in mind. That end result, is an 
extraordinarily lovely instrument. 

ether you ask for a parrial, or complete remanufacturing, I promise the following: 
ersonal&, will retain a major /&m-i! in every rebnitiitig. 

* There will never be afactoty, (one hand doan? know 
_, what the other is doingI ~e~ta~i~~ 
* We will treat every instrmzent as though it were 

intelaaMfor our own use. 
@ KG wiLL never stop improving. Although the piano itself 

bax stopped evolving~ the quality of our work mmt 
cQ~ti~l~e to, for that is the rfliazdset of the cru$. 

Yom have my word on 

Call any-time & Visit Our Booth in Kansas City! 



You can replace bridge pins with new bridge pins of the same 
size, without using epoxy. Remove the old pins and apply 
“Woodtite.” You will1 have to drive the new pins in with a nail 
set and a small hammer after you apply this stuff. It has the 
consistency ofwater and you can get it to travel down the hole 
quite easily. It contains no hazardous solvents. 

Michael Wafhen, RPT 

This tip was prompted by Sid Stone, T’s, article on 
tuning antique and birdcage pianos. After reading his very 
good article (and very good ideas, also) % thought you might be 
interested in hearing how I’ve been tuning birdcages for years. 
What % do is take thin pieces of wood (the little wooden slats 
that come inside a box of Renner grand shanks/flanges work 
great), and cut up a temperament strip into small pieces about 
2 inches in length. 1 then glue these pieces to the ends of the 
slats so that they are wrapped around the ends. This part only 
needs to be done once. It’s really simple, once you’re equipped 
with these, to “‘strip mute” the center section by pushing the 
slats between the hammer shanks. Voila! No removal of the 
action is necessary. I’ve used this technique for some time now 
and it seldom takes me longer to tune a birdcage than any other 
piano. 

Eown di Giorgio, RFT 

became increasingly apparent to me that variations in action 
regulation would usually not solve complaints about power 
issues. When any of the players trying the rebuilt actions 
commented that it was hard to get power from them, believe 
me, I tried every regulation technique imaginable to im- 
prove the situation - increase the dip, increase the blow 
distance, decrease the let-off, decrease the drop . . . you 
name it, I tried it, and usually to no avail. Another thing I 
noticed was that you could stray from factory specifications 
much more that I thought possible and stih have a “‘work- 
ing” regulation, We would have pianists try out the rebuilt 
pianos in the early stages of regulation to test voicing levels. 
The actions were usually roughly regulated with variations in 
let-off as much as l/8 of an inch, hammer lines all over the 
place, but all the notes having enough aftertouch to work. 
Invariably pianists would comment on the evenness of the 
actions and their predictable touch. I am certain what they 
find so pleasing about these rebuilt actions - even though 
rough regulated - is the uniformity in friction, inertia 
levels, and voicing. At this point the actions have action 
centers all pinned evenly and to the proper friction levels, 
uniformly tight key bushings, and hammers of appropriate 
shape and weight that are fitted nicely to the strings. 

My conclusion? Don’t ever attack an action problem by 
considering regulation onlyy. It’s important but only one in a 
list of many variables that must be considered. 

Free with purchase of complete set 05 action parte. 
(Limit one to a customer.) 

Renner USA 
Pm 1223 
Weston, CT 06663 

Phone:203-221-7500 Fax:203-454-7666 





I’d like to get an idea about experience5 using superglues 
(Dryburgh Glue, etc.). Personally9 I use it often in field service, 
but in my own tests in my shop I find it to be brittle. One of the 
suggested uses is for gluing hammer heads back on broken 
shanks where the break is right where the shank enters the 
hammer. This doesn’t seem to be the place for a brittle 
adhesive. So far I don’t know of any repairs coming apart, but 
I often feel unsure about the permanence of these kind of 
repairs. Where is it best to use this glue, and where is it 
unacc.eptable? 

Gordon Large, .fPT 

I use Zap brand from Pianotek, it seems to hold up better 
in the heat here and I like the applicator bottle better. I’ve 
found it very useful for gluing jack heels and other broken 
wippen parts as well as making “instant” key or key button 
repairs. I use it in organ repair on plastic parts where it can be 
beaded in the same manner as welders use. I haven’t used it on 
hammer heads from fear I might have trouble removing them 
later. If the surfaces to be adhered are prepared properly, it is 
a very strong, quick material to use. 

I don’t believe that any adhesive will adecmately repair a 
hammer shank broken off right at the hammer heaal; a long 
tapered break maybe. . . I think the broken shank thing isjust 
done as a demo in exhibit halls, but clearly there’s no longer 
any continuous grain from the shank on through the hammer 
head. 

I do find the stuff very useful though. In the shop it’s great 
for quick & dirtyjigs, attaching stop blocks to fences, etc. In the 
field, it’s good for reinforcing suspect action glue joints and 
repairing some broken parts: 

Laminating veneer onto the side5 of broken keys: cut the 
veneer pieces,‘lick them to moisten slightly, apply medium 
viscosity CA glue to the key, and press the veneer in place for 
30 seconds. (The moisture causes,the glue to set up, eliminat- 
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ing the need for the very smelly accelerator.) 
Upright jack flange5 breaking loose from wippens: apply a 
tle accelerator to eachjackflange gluejoint, then followwith 

the thin CA glue. 
Stripped screw holes: this is one of the best uses. As long as 

the holes are not totally stripped yet, saturate with thin CAglue, 
apply a little accelerator, and the threads become hardened 
enough to holdverywell, sometimes even better than original 

Attachingrubber buttons: The type ofrubber buttons that fit 
into holes in the case parts can easily be knocked off if attached 
with other glues. CA glue weld5 them to the case for good. Put 
a drop of medium viscosity on the end of a hammer shank (do 
this off to one side of the instrument), swab the recess in the 
case part with it, breath on the rubber button to moisten, and 

s in place for 10 seconds. 
e of my favorite uses is for attaching bushing cloth “bow ties” 

to trapwork parts. For example, upright damper lift rods, where 
the pedal dowel pin goes through a hole. The modern rubber 
grommet5 fall apart quickly. You canjust insert two 1 I/4” piece5 
of bushing cloth, wet one end of each with a little spit, uh . . . I 
mean saliva-based accelerator, apply medium CA to the other 
ends, and squeeze them together lightly with pliers (not your 
fmgers!) to make aqluick, permanentcloth bushing like the older 
pianos had. 

I do not find CA glue to be as strong or as predictable as 
wood glues or epoxy for structural repairs though. 

I once devisedan experiment to demonstrate that strength 
is proportional to thickness squared. Inadvertently, I demon- 
strated that the deflection of my test piece was proportional to 
the cube of thickness. So far nobody has understood, agreed 
with, or explained this principle to me. Is this formula then 
valid? 

(T,/TJJ = F,/F,) 
where T= thickness, and I?= flexure. 

This is not true for what we are doing. What I have 
sometimes stated is that when the thickness of a member is 
doubled, the resistance to bending is cubed. 

Q&4 conclud~8 OBP Pqp? 18 
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It seems that whenever there is a discussion about rib 
design it is always stated that when the depth ofa rib is doubled, 
the strength ofthe rib is squared, which is true. However, we are 
not concerned with the weight a ribwill take before it ruptures. 
We are concerned about its flexibility, or in. other words, the 
amount it deflects relative to the load of the strings and how 
much the crown will change with changes in humidity. Most 
important is how much the soundboard will vibrate relative to 
the string energy. 

The flexural formula is the formula that quasties the 
impedance ofthe soundboard and whether the piano will have 

short or long sustain or high or low volume (all other things 
being equal). There are formulas for calculating the actual 
mechanical impedance of a medium, which include such 
things as pressure amplitude, particle velocity, wave propaga- 
tion velocity and velocity amplitude. While this looks good on 
paper, I’ve never been able to take the result to the shop and 
use it to set my table saw or planer! The flexural formula at least 
gives me some verifiable numbers that are not based on 
conjecture or assumption, and while it’s not the actual mea- 
surement of impedance, from a practical standpoint it’s very 
practical for what we’re trying to achieve. It can be stated in 
many different forms. Probably the most useful for our pur- 

poses is: 

where Y = deflection; K is a constant according to where the 
load is placed on the rib; P = load; E = modulus of elasticity of 
the material (Sitka = 1.57, Engelman = 2.30, White = 1.43); W 
= width; L = length of span; d = depth of rib. 

For a rib loaded at its center, K= 0.25. After the crowned 
board is taken out of the press the crown is not a result of 
loading. The board remains crowned because it is an internally 
stressed member. It doesn’t begin to act as a beam until we load 
it by stringing the piano. The bridge is also a beam which is 
continually loaded from end to end and therefore has a 
different value for K. While at the Steinway factory 1 placed the 
bridge of a nine-foot model D on a table. The arc of the bridge 
was at least one inch at the center. It was not shaped to fit the 
arc of the board as is often promulgated as the “correct” 
method. This arc is vital to holding a crown in the longitudinal 
direction of the grain and is why they advertise the double- 
crowned soundboard. 
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2%~ article, and the Q~e~o~~Q~ui~~ in 
August, were prompted by the Rmnd- 
table discussion on Cap0 d’ Astro Ban 
appeasing irz tk.eJsurnal recently. This 
di~~u~5i~n also brm&u! to mind the 
question asked by Clan? Foemkr in the 
May %994Jourmd about instakli-n$ 
v&ical piano jwessure bars. If you can 
standjust a little mwe on the subject, 
I’d like to sta,ti with a short bit about 
~~~ca~~~a~~ V-bays and presswe bars. 

A5 Bill Spurlock pointed oaat in the 
Jdy PTJ when discussing pressure bar 
“height,” what we’re really referring to 
is the distance, OF space, between the 
sw-face of the -@ate and the bottom of 
the pressure bar. OS, more specifically, 
the difference in elevation between the 
top of the V-bar and the bottom of the 
pressure bar. 

As piano rebuilders we’re accus- 
tomed to setting the height of the 
pressure bar referenced to it5 top since 
that is the easiest place for u5 to reach 

device. Pressm-e bars 
cc9me in a variety of different thick- 
nesses and shapes 50 the overall height, 
i.e., the distance from the surface of 
the plate and the top of the pressure 
bar, can vary widely among different 
designs. Each manufacturer will have a 
specific dimension for tbis distance for 
each model they build. In some cases 
risers are cast into the plate which the 
pressure bar will seat against when it is 
at the proper height. Sometimes these 
kisers will also indicate the points in the 
scale where wire sizes change. 

From a design 5tandpoint, how- 
ever, neither of these dimensions is of 
milch consequence. What we’re redly 
interested in is the string deflection 
angle across the V-bar. This angle is 
determined by the difference in 
elevation between the V-bar and the 
pressure bar (tbe string off5et) in 
conjuraction with the design lemgtb of 
the duplex string segment - that is, 

the length from the centerline of the 
V-bar to the centerline of the pressure 
bar. Assuming that the string offset 
remains the same, the deflection angle 
will increase if the pressure bar is 
moved closer to the V-bar and decrease 
if the pressure bar is moved away from 
the V-bar. Looking at it the other way, 
assume that the duplex length remains 
fixed, the deflection angle can then be 
increased or decreased by lowering or 
raising the elevation of the pressure 
bar respectively. Once the piano is 
built, relocating the pressure bar is not 
very practical, but its elevation can 
(usually) be changed fairly easily. (See 
the accompanying drawing which 
shows a string deflection angle of 15 
degrees with a duplex string segment 
length of 25 mm.) 

Some years ago, in an effort to 
learn more about the basic principles 
involved in terminating the speaking 
length of a piano string2 I conducted a 
series of experiments using different 
string deflection angles across a V-bar 
typical of modern vertical piano plate 
designs. To conduct these experi- 
ments I built a model of an upright 
plate in which I could vary the eleva- 
tion of the V-bar, the elevation of the 
pressure bar and the distance of the 
pressure bar from the V-bar. Using this 
mock-up I was able to vary the string 
deflection angle from 4 degrees to 25 
degrees and the duplex string length 
from 15 mm to 30 mm. Absolute 
csnclusions were a little hard to come 
by, but I did learn that, while it is true 
there is no one correct “height” for 
pressure bars, there is definitely a 
correct range for tbe string deflection 
angle. 

To understand the importance of 
this range we need to first %ook at w&at 
we’re trying to accomplish with the 
overall system. In combination with 
the V-bar, the presstare bar must deflect 
the string enough to positively termi- 
nate the speaking len sf the string, 
but not so much as to create excessive 

friction at the string’s bearing points. 
It is the string’5 deflection angle, in 
combination with the length of duplex 
string segment and the mass of the 
plate casting behind the V-bar, that 
determines the effectiveness, or the 
effaciency, of the string’5 speaking 
length termination mechanism. 
(There is a little more to it thanjust 
these three factors, of course, but to 
consider al11 of them is well beyond the 
scope of this article.) Obviously, within 
certain practical limits, the greater a 
string’s deflection angle at the V-bar, 
the more effective the speaking length 
termination will be. But that doesn’t 
mean that we canjust crank in a high 
deflection angle cm the assumption 
that ““if a little bit is good, more is 
better.” Beyond a certain critical point 
the improvements are nominal and 
other problems are introduced. 

My experiment3 revealed that with a 
duplex striwg length of 25 mm g00a 

terminatisn coda be 
ng deflectim angles of 

12 degree5 ma greater. Wth string 
deflection angles of 12 degrees ma 
below several different problem5 were 
introduced. Pin setting (while tuning) 
became moderately more CL& 
because there was not enough ftiction at 
the string bearing points to adequately 
stabilize string tension akmg the various 
string t.3 ana timing stability 
began r. Below 10 degrees 
energy began to “bleed” across the V-bar, 
ad 1 co&l detectjust the beginnings of 
various string noises. The deflection 
angle across the V-bar was no longer 
adequate to cleanly terminate the 
speaking length of the string and some 
false beating began to develop. Below 

es this false beating became a 
lem, making precise tuning 

difficdt. I c0tda detect no acc9usticd 
ackmtage in using string termination 
angles below 12 degrees. 

At the other extreme, when the 
deflection angle got beyond 1 
or 20 degrees, increa5ing stri 
through its bearing points began to 
make tnning a little cli@icdt. The 

conlhued on N&L‘& .?%ge 
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string no longer rendered through the 
bearing points easily. I couldn’t detect 
any particular tonal advantage or 
disadvantage to using string deflection 
angle5 above 1’2 degrees to 15 degrees, 
so it seemed reasonable to consider 18 
degrees to 20 degree5 to be a realistic 
maximum allowable string deflection 
angle in most cases. 

Most of these tests were done with 
a duplex string segment of 25 mm. I 
also did some testing with both longer 
and shorter string segments. From 12 
mm to 15 mm the string deflection 
angle5 could be somewhat smaller, by 
about one degree to two degrees, to 
accomplish the Same speaking length 
cut-off efficiency. With duplex string 
segments longer than 25 mm, the 
deflection angle5 had to be increased, 
again by one degree to two degrees, to 
get the same clean speaking length 
termination that was obtained with a 25 
mm duplex string length. So, as much 
as is practical, you should try to achieve 
a string deflection angle of 12 degree5 
to 15 degree5 at G S 88 (See Figure I), 
depending on the length of the duplex 
string segment. In the low tenor 
section, where the pressure bar often 
gets quite close to the Q-bar, this angle 
will of necessity increase somewhat, but 
you should try to not let it get above 18 
degrees to 20 degree5 unless brass 
bearing sutiaces are used on both the 
Q-bar and the pressure bar. (If brass is 
used at both the Q-bar and the pressure 
bar, the string termination angle can 
be increased somewhat beyond 18 
degree5 to 20 degree5 without too 
much trouble if the physical demand5 
of the design require it.) I’ve used 
these basic principles on a number of 
different upright pianos, both in new 
design work and in older instruments 
we’ve rebuilt; they still seem valid. 

So far I’ve been tahdng about 
typical Q-bar to pressure bar ahgn- 
ments that are designed to efficiently 
and positively “cut-off,” or terminate, 
the speaking length of the string. 
Sooner or later you’re likely to come 
across a vertical piano designed with 
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Figzzre 1 

“tuned” front duplex stringing. Q?ith 
these designs it is physically impossible 
to come even close to the optimum 
string deflection angles discussed 
above. often the pressure bars in 
these piano5 will have “feet” that seat 
against the plate at the “correct” 
height. In most cases these piano5 use 
string deflection angle5 of considerably 
less than 10 degrees. I’ve measured 

them as low as three degree5 to five 
degree5 in the upper treble sections. 

In some cases you can grind these 
feet down a bit to get the pressure bar 
a little closer to the plate and increase 
the string deflection angle slightly. 
This will help some, but you’re still 
going to have problems. You’ll just 
have to accept that tuning the upper 
tenor and treble sections of these 



pianos will be a nightmare, and the 
tuning you do end up wit9a will not 
be very solid. Also, the sound will 
probably be what I call “5pl~tcl~y.” 
That is, there is generally such a 
maze of false beats and energy bleed 
throughout the upper tenor and 
treble sections that the actual funda- 
mental pitch and the resulting 
harmonic structure of the unison will 
be somewhat indistinct and hard to 
focus on. I’ll leave it to the pianist to 
determine wbetber this is good or 
bad. As a piano tuner, I was asked if 
I could “‘fix it” more often than not. 
At one point in my career, I actdilly 
did attempt to %x” one of these 
pianos. It required modifying the V- 
bar to raise the string plane and then 
relocating the pressure bar closer to 
the V-bar to get a 10 degree t0 12 
degree string deflection angle - it 
varied due to the design of the 
pressure bar. I then recapped the 
tenor bridge with a thicker cap to 
raise the string plane to coincide 
with the new V-bar elevation. (While 
making the new bridge cap, I took 
the liberty of updating the stringing 
scale a bit as well. Had this been a 
truly ‘sscientifk” experiment, this 
would not have been permissible.) I 
then fabricated a counter-bearing 
bar to place in front of the hitch pins 
to re-establish proper downbearing 
at the new string plane elevation. In 
this particular instrument the bass 
string plane was high enough to 
clear the new tenor string plane 
witbout interference. The action 
also had to be relocated slightly to 
accommodate the new string plane. 
The piano no longer had “tuned 
duplex stringing,” but it did have 
better power and sustain and a much 
“cleaner” and generally more pleas- 
ant sound. (The original hammers 
were used.) Tuning ease and stabil- 
ity were both greatly improved. 
What was lost? Nsthin 
could tell, except for a lot of time 
that I didn’t get paid for. Unfortu- 
nateely, short of this type of redesign 
and re-manufacture there’s not 

much you can do about these pianos. 
(I’ll be discussing tuned duplex 
stringing more in next nmntb’s 
cQlurIln.) 

In theory, one of the advantages 
of tuned duplex stringing is that by 
allowing the string to pivot over the 
V-bar it should reduce the bending 
stress at the V-bar point, thereby 
helping to prolong string life. It 
should fdow, then, that as the string 
deflection angle is increased, string 
breakage should become more of a 
problem as well. I’11 discuss this in a 
little more detail next month, also, 
but the results of these tests did not 
indicate this was the case. 

While I didn’t test specifically for 
string breakage, I did run some of 
the tests out beyond ~~~~~,~~~ blows. 
I did not find any particdar prob- 
lems with string breaka 
string deflection an e extreme, that 
is either 1% degrees or 20 degrees I 
didn’t do much testing using deflec- 
tion angles greater than 20 degrees, 
so I don’t know what the results 
would have been there. I shodd 
pint out that my tests were not 
intended to drive strings until they 
broke. It would take a different type 
of test to determine conclusively if 
there would be more OF less string 
breakage at either extreme, but 
1 ,OOO,OOO blows by a mechanical 
pounder is enough to seriously wear 
out a typical hammer. It’s pretty 
hard on action flanges, tcm. 

(Several years after running my 
tests I had a chance to discuss this 
subject with kew Werwig and was 
pleased to learn that he had c~rne to 
very similar conclusions as the result 
of his own studies. It also occurred 
to me that if I’d had the sense to ask 
him earlier, I could have saved 
myself a lot of very tedious, albeit 
very interesting, work.) 

After going under the pressure 
bar, the string travels back - OK, 
we’re talking about upright pianos, 
so the string goes up - to the tuning 
pin. It should be approximately 
parallel to the surface of the plate 
along this distance. (Again, see the 
illustration.) If the pressure bar is 
set too low - that is, too close to the 
plate surface - the string will need 
to travel “‘up-hill” to the bottom of 
the coil on the tuning pin and it will 
want to walk down the pin toward 
the plate surface when the pin is 
turned during tuning. Witbin knits, 
it’s not quite as bad if the string 
travels “down-hi%l” to the pin. This 

uration, rare in the tenor and 
treble sections ofverticals, is corn- 
man in the bass. Unless there is a 
counter-bearing bar cast into the 
plate between the pressure bar and 
the tuning pins, this principle can be 
used to establish a good starting 
point from wbicb ts determine the 
cm-sect elevation for the pressure 
bar. fhsuming that the pQ§itiQn of 
both the V-bar and the pressure bar 
are fixed by the design sf the plate, 
the string deflectisn angle can be 
varied only by adjusting the pressure 
bar in OF out relative to the v-bar. 
There will only be a very small range 
that will be “correct” for each given 
design. YQU can usually get pretty 
close to this optimum range by 
setting the pressure bar 88 that the 
string plane is essentially parallel to 
the plate surface between the pres- 
sure bar and the tuning pin. 

How does this system compare with 
that found on the grand piano? 
We’ll explm-e 88rme of-the differ- 
ences between the grand and vertical 
string deflection systems in next 
month’s ccslurrnl. 
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In recent articles, we’ve been discussing inharmonicity and its 
effects on the beat rates of temperament intervals. Our-purpose 
has been to create a theory of thegeneralprinci~les that underlie 
these inharmonic effects, as well as to draw some general conclu- 
sions about the typical kinds of inharmonic scales that we can 
expect to find in smaller pianos. The reason we’ve taken this 
approach to understanding the inharrnonicity ofsmaller pianos 
is that it’s usually more practical to have a set of basic principles 
that apply to any piano than to have a detailed understanding 
of the quirks of jzlst one particular instrument. 

Thismonth, though, I thought it might be illuminating to 
take the opposite approach, and, instead of looking at general 
principles, to see how far we could perfect the temperament 
section of one individual small piano. I had three reasons for 
wanting to do this. First, I thought itwould be useful to see how 
well the general theory we’ve developed applies to a specific 
case. Second, I thought itwould be interesting to see what the 
limits of our theory are; at what point the unpredictable 
variations among different makes, models, and individual 
pianos cause our generalizations to break down. And finally, 
my piano was, as usuaI, long overdue for some attention. I 
adways seem to prefer to spend an hour playing it rather than 
tuning it, and this seemed to be the most likely way of getting 
it tuned in the near future, apart from hiring someone else to 
do it. As a fringe benefit, Iwouldn’t have to mumble something 
unintelligible the next time a client, after asking me if I played 
the piano, if I had perfect pitch, and what kind ofpiano I had, 
asked me, ‘Armd how often do you tune your piano?” 

Wry first step in creating this ideal temperament was to 
make as detailed a profile as possible of the inharmonicity of 
the temperament area of my piano, which is a 1981 Yamaha 
console, model MIAD, serial number 3405433. To make such 
a profile I would have to measure the inharmonicity of each 
string in the temperament. I own avintage, unmodified Sight- 
O-Tuner, but, even though it’s been recently calibrated, it falls 
short of the accuracy that’s recently become possible with some 
other widely available tuning devices. I chose instead to use a 
Sanderson Accu-Tuner (SAT). Not only am I pretty familiar 
with the way these machines operate from my work as a GTE, 
but they are probably also the most stable and accurate devices 
0n the market. Karl Roeder kindly let me borrow his SAT for 
aday- thanks, Karl! 

Several of my colleagues who use the SAT regularly, New- 
ton Hunt and Norman Snyder, in particular, have told me that 
they find that the inharmonicity of a given string in a given 
piano varies slightly from time to time, whether due to changes 
in tension, in the crown and bearing of the board, in the 
methodofmutingthepiano,orforsomeotherreason. Norman 
Snyder, in fact, has recorded his I?!& readings each time he has 
tuned his piano for the past several years, and he has found that 
the stretch numbers drift more than can be easily explained by 
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taking into account reasonable measurement errors. I’m 
grateful to Norman for his permission to reprint his data here, 
in Table 1. By the way, I’d be interested to hear from anyone 
who has some insight into the causes of these drifts in inharmo- 
nic&y. The only thing that’s clear to me from the data is the fact 
that Norman tunes his piano a lot more often than I do mine! 

Table 1 
Steinway B (built in 1980) WC measurements by Norman Snyder 
DATE RH F A c NOTES 

piano strip muted 
piano strip muted 
piano strip muted 
piano strip muted 
piano strip muted 12/10/92 0.43 6.9 piano strip muted 

l/27/93 0.38 6.6 piano strip muted 
3/31/93 0.47 7.3 - 8 cents 
4j15j93 0.47 6:s ..- 
6/20/93 0.97 7.0 E 

6.6 - 4 cents 
6.7 + 6.5 cents 

g/23/93 0.65 7.1 
11/20/93 0.48 

piano strip muted 
6.9 ;“7 

8:0 
::t 

12/28/93 0.45 
piano strip muted 

6.8 
l/30/94 0.46 

::i piano strip muted 
7.1 

3/T/94 0.46 
El piano strip muted 

7.1 
4/14/94 0.50 7.7 ii.07 E 

piano strip muted 

5/12/94 0.60 7.3 6:4 
piano strip muted 

6/10/94 0.45 
piano strip muted 

6.8 7:9 
7/15/94 0.77 

piano strip muted 
6.8 7.0 

::j: 
+ 5 cents / offset method 

7/15/94 0.77 7.3 
‘T/18/94 0.52 6.9 77:: 76:: 

normal method 
normal method / 2 mutes 

7/M/94 0.52 7.1 
Averages 7.01363 ;::3181 ::;863 

normal method (strip mute) 

Normal method is per Accu-Tuner instructions tuning FAG to 0 cents. 
Offset method measures FAG stretch from pitch of note as is. 

Be that as it may, knowing that inharmonicity can vary 
unpredictably in a string, I decided to be very circumspect 
about my inharmonicity measurements. lMy first concern was 
that I would be inaccurate or inconsistent in the way I mea- 
sured the inharmonicity. To find out how much variation I 
could expect to see from measurement error alone, I began by 
taking two readings each for notes F3 and F4. I muted off the 
temperament section and measured the inharmonicity of the 
middle strings of the unisons at F3 (which, on the IWAD, is the 
lowest plain wire string) and at F4. I recorded the cents 
deviation for the first six partials (no partial higher than the 
sixth is needed for tuning the common temperament inter- 
vals) by matching the machine as closely as possible to the 
fundamental pitch of the note, setting the cents deviation to 
zero, and then recording the cents deviation for the first five 
overtones. The results are laid out in Table 2. The values for 
the third and sixth partials have been reduced by 2 cents, and 
those for the fifth partial have been increased by 13.7 cents, t0 
compensate for the fact that the SAT reads in equal tempera- 
ment. 

I have found that it is difficult to get an accurate reading for 
the fundamental in this area of the piano; there is little visual 
difference on the SAT between readings a couple of tenths of 
a cent apart in this range. In addition, the freqluencies them- 
selves tend to drift after the note has been played. Typically, 
the note may appear to be sharp for a second, then reverse and 
slowly drift flat. To eliminate errors from this cause, I recorded 
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the cents deviation of each note before I reset the machine to 
zero, which allowed me to adjust my readings to compensate ---~ 
for any differences in the pitch i origin~ly read for the 
fundamental. For F3, my two readings of the fundamental 
varied by one-tenth cent; for F4, they were the same. 

Even with this compensation, the two readings for each 
notevaryfrom each other by as much as two tenths ofa cent. I’m 
sure that someone more experienced with the SAT than I, who 
had over time developed a more consist measuring technique, 
would have been able to take readings that would eliminate 
much of this variation. Still, I.think we have come up here 
against one limit to our theory, namely, a limit in how accurately 
the pitches of piano strings can be measured, whether with an 
electronic device or-with our ears. A tenth ofa cent in this range 

Table 2 
Inharmonicity of Notes F3 an 

Note Cc3-1~ Deviation 
Partial Number 

1 2 3 4 5 6 

F3, 1st ass 
F3,2n cr pass 

0 2.5 3.3 4.9 6.9 9.6 
0 2.3 3.5 4.7 7.2 9.7 

F4, 1st pass 0 1.0 2.6 5.5 9.0 13.2 
F4,2nd pass 0 1.2 2.9 5.4 9.1 13.3 

is about as accurate as a piano string will allow us to be. 
I was also concerned that the act of tuning notes would 

change their inharmonicity. My piano had been about 15 cents 
flat during my first four readings. I now pulled the piano up to 
pitch and then fine-tuned it, starting my temperament with 
note F4, which I tuned at the level of the fundamental to the 
SAT with zero offset. I used a 6:3 octave for my temperament, 
and then did octaves and unison5 up and down. 

Next, 1 muted off the temperament section again and 
measured cents deviation for the first six partials ofall 13 notes 
of the temperament. I measured each note only once, but I 
went as carefully as I could, zeroing the SAT on the fundamen- 
tal, and then rechecking that offset for each note. The data I 
obtained are laid out in Table 4. 

I was particularly interested to see how the inharmonicity 
of F3 and F4 would change as the piano came up to pitch. As 
you can see from the tables, the readings for note F3 seemed to 
increase by three- or four-tenths of a cent, while those of F4 
seemed to decrease by about two-tenths of a cent. Since both 
these discrepancies happened to about the same for a41 the 
partials, I’d be willing to bet that they reflect inaccuracies in my 
zeroing the machine on the fundamental rather than actual 
changes in the inharmonicity of the strings. I decided not to 
be concerned that the slight changes in pitch caused by further 
tuning would change the inharmonicity levels I had already 
measured to any significant degree. 

Now that the piano was at pitch, I thought it might be 
interesting to make a brief digression and take some measure- 
ments of string length and diameter in order to see how 
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Note Cents Deviation 
Partial Number 

123456 

F4 0 1.0 2.7 5.3 8.9 12.9 
E4 0 0.3 2.0 4.2 7.4 21.3 
D#4 0 0.6 2.0 4.0 9.1 10.4 
D4 0 0.3 1.8 3.5 6.1 9.4 
6#4 0 -0.4 0.8 2.6 4.7 7.7 
64 0 1.2 2.6 4.1 6.6 9.0 
B3 0 1.3 2.0 3.7 5.8 8.2 
A#3 0 0.8 1.6 3.2 5.0 7.3 
A3 0 0.6 1.2 2.8 4.6 6.7 
W3 0 0.5 1.5 3.2 4.7 6.8 
63 -0.2 0.6 2.1 4 0 6.0 
F#3 i 20 ,26 43 6’3 91 
F3 0 2:7 3:s 53 7:5 9:9 

I- 

accurately the inharmonicity formula that Fred Tremper uses 
in his excellent article in the May issue would predict the 
inharmonicity of my MUD. 

1 measured the speaking length of my F3 as 32 1 l/16”; the 
wire size I called IL7 l/2, but its true diameter was something 
greater than 0.040”; more like 0.04025”. l?or F4, the speaking 
length was 20 l/8”; the wire size was nominahy 16 l/2, but 
again, the actual wire diameter was slightly larger than 0.038”. 

Anyway, using the nominal diameter of 0.040” for F3, the 
inharmonicity formula in Mr. Tremper’s article gives me a 
value of B of .24, giving an inharmonicity at the sixth partial of 
8.6. Thisvalue is shghtlyless than the measuredvalue ofaround 
9.9. Increasing the value for wire diameter to 0.04025”, how- 
ever, would increase the inharmonicity slightly, and bring the 
value for the inharmonicity of the sixth partial up to 8.9. %n 
addition, in my measurements 1 used zero as the value for cents 
deviation for the fundamental, and so to be exact, I really 
should .reduce the value for the inharmonic&y of the sixth 
partial by the value for the inharmonicity of the first partial, 
bringing the calculated vame down to about 9.7. 

For F4, the value of the inharmonicity of the sixth partial, 
using the nominal diameter of 0.038”, is 13.7, which is higher 
than the measured value of 12.9. The same compensation for 
slightly greater wire size and for the measured value of the 
fundamental being zero would enlarge this discrepancy some- 
what. 

In other words, the inharmonic&y formula gets us into the 
ballpark, but clearly there are other factors at work in produc- 
ing the actual measured inharmonicity. This points up an- 
other limit to theory. 

But let’s get back to Table 4. There are a couple of 
interesting features of the data that are worth commenting on. 
l?irst of all, notice the two jumps in inharmonicity, a big one 



between note§E%S and 63, ana a smaller one between notes C4 
ana a4. ‘“Milang” the strings> I ai§cQverea that these are 
points at which wire sizes change. Here’s another limit to 
theory, since it’s unlikely that we’re going to map out the scale 
of each temperamemt we tune, and so, for all practical pur- 
pQses, We have nQ way Qf knowing Where these kinds ofjumps 
in inharmoanicity are gQing tQ be located in whatever tempera- 
ment We bappen to be tuning. 

Second, nstice the negative values fQr cents deviatican for 
the seconcl partials Qfnotes GS and G4. (YCIU can be sure that 

:$: * ., I checked these data several times!) There must be something 
in the board, bridges, tensisn, or what have yQu that depresses 
these vaalues. But, since we don’t understand these factors, we 
have nQ way of predicting their effects - and that is another 
limit to Qur theQry. It is interesting, isn’t it, fbat both negative 
values appearjust abQve ajump tiwire size. FQrtunate%yfQr us, 
these negative value5 appear in the second .partials, which we 
only Men to in 32 fifths. 

Finally, notice hQw the inharmcsnicity decreases at a mQre 
and mQre gradual rate as the notes descend, finally reversing 
directisn and increasing for the Iswest two notes. This %ends 
suppsrt tQ our Qbservaticms in previQus articles that inbarmo- 
nicity tends to increase toward the bQttQm1 Qf temperament 
sections. Looking at the bridge of my F&&3, I can see that it 
makes a sharp curve back tQwar& the upper bridge atjust this 
point in the temperament. 

In any case, I then had a someWhat accurate table sf the 
inharmonicity conditions in my temperament. The next step 
was to use that infsrmation to do a virtual tuning cm my 
computer, using the spreadsheet program @am-Q Pro. First, 
H set the frequency ofthe fundamental Qf note F4 to 349.228 Ha 
- the virtual equivalent Qftuniaag the fundamentd ofF4 to the 
zerQ cents CkViatiQn frsm the noee IF4 8n the SAT. Then, I used 
the inharmonicity data taken from my MIAD to generate the 
frequencies of the other partials of F4. Next, I took the 
frequency of the third partial ofF4 ad set the sixth partial of 
F3 to the same value-in stber WQrds, I virtually tuned the 
octave R-IF4 as a pure 63 octave. I then used the inharmonicity 
datafrsm the M% to genera-ate the frequemies Qf the remain- 
ing partials of note F3. 

Next, I took the difference between the freqluencies ofthe 
fm-da.mem2.ls Qf F3 and IF4 ana generated 2~ series of frequen- 
cies that divided i&at difference intQ 12 perfectly equal steps- 
the virtual equivalent of tuning a perfectly ec~ual temperament 
between F3 and F4. 

Finally, I compared the frequencies sf the coincident 
partiak Qf 2111 the usual temperament intervals to see bsw fast 
the inter%& wsuld beat, that is, if they were in a piano and not 
a computer. The results are given in Table 4. I hope that the 
laytyout of Tables 4- % is self-explanatory. The beat rates of all the 
intervals appear in the same rQw a.9 the .kvWer note Qf the 
interval. Don’t worry fQr n8w about the columns marked 
‘“Inharmonicity compensation” ad “‘Sharpness factor;” we’11 
get tQ those later. 

Note Inharmdnicity Sharpness Interval Beat Rates 
Compensation Factor Ins M3 P4 P5 P5 M6 

F4 
E4 
DM 
D4 
m4 
!iil.i 
A#3 
a3 
6#3 
Fs133 
FS 

1 

: -13.6 -114.6 13.4 

: -13.6 -14.3 10.4 10.2 2.2 1.9 
1 -13.2 9.9 2.0 0.7 0.2 

: -10.6 -10.6 9.0 9.3 2.0 1.2 0.5 0.5 -0.2 -0.4 11.5 

: -10.0 -11.7 9.0 7.0 2.5 1.1 -0.2 0.7 -2.7 -0.2 10.8 9.0 
1 -11.5 5.8 0.5 -0.1 -2.2 7.8 

The tuning generated by our computer is nQt bad, but it’s 
not great either. Some of its roughness is no doubt due to my 
inaccuracy in measuring the inharmonicity in the individual 
strings. Still, some trends come tbrougb clearly, and they 
reiwfQrce the conclusions we drew in previous artides about 
the beat rates Qf intervals in inharmonic temperaments. First 
of id, the wide intervals - the rnd~r thirds ancl sixths, and the 
perfect fQurths - genedy prsgress more rapidly than theory 
says they soda. The narrQw interds progress mm-e slowly - 
nQte the minsr thirds. ite a few of the 32 fifth5 are tide, 
e5peciaHy towards the upper part of the temperament, and the 
6:4 fifth3 actually progress in a reverse direction. All these 
trends are consistent with our tbesry. Let’s see if we can’t 
improve the temperament a bit. First of all, let’s go back to 
Table 3. If we flattened the fundamental of note F3, all its 
inharmonicity readings wodd be reduced and brought mQre 
ints line with the rest Qf the temperament. The same seems to 
be true, to a lesser degree, for ncste G#% Why is this so? Either 
I misread the ‘fundamentals when taking the data, or the 
inharmonicity of those notes really are higher fQr some reason, 
or both. In any case, let’s start Qm- retuning by compensating 
these ~Qi~ha~Q~ici~reaa~~gs, redu&3gall the rea&ngsfQr 
note FL3 by 0.8 cents, ad all tbQse fQr note G#3 by 0.3 cents. If 
our a;ati are correct, this WQuld be equivalent tQ slightly 
flattening these Tao notes, ma w0da pQint up yet another 
limit to our theory. 

The effect of this retuning on the temperament beat rates 
is apparent in Table 5. The amount I’ve altered the inharmo- 
nicity appears in the column labeled ‘“Inharmsnidty compen- 
sation.” Mter the compensatisn, tbe beat rates become a bit 
mQre smooth. 

Let’s try now tQ compensate fQr the twojumps in inharmo- 
nicity caused by the scale break5 at F’#3-G3 ad C4C##4. We’ll 
leave FS and F#3 as they are, as reflected in Table 6 in the 
column labeled “Sharpness factor.” In that column I’ve put the 
number that we’ll multiply the fundamental frequency Qf the 
note by tQ slightly sharpen it. Ifwe multiply by one, of course, 
the frequency 5tays the same, so l?3 and F#3 have sharpness 
factsrs of 1.0. We’ll sharpen the fundamentd of G3 by 
multiplying it by 1.001; then we’ll gradually lower the sharp- 
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Table 5 
Note Inharmonicity Sharpness Interval Beat Rates 

Compensation Factor ms M3 I'4 P5 P5 M6 

2 8 1 32 6:4 

lx+4 '0 : 
D4 0 
G#4 

8 

: -14.8 
-13.8 13.2 

E! 
z 

: -13.8 -14.4 10.1 10.2 2.0 1.7 
A#3 : -13.4 9.7 1.8 0.5 -0.2 
A3 

l.3 
-10.8 8.8 1.8 0.3 -0.6 

w3 -10.6 9.3 1.2 0.4 -0.5 11.3 

E3 : : -10.2 -11.8 8.8 6.8 2.3 1.0 -0.4 0.5 -0.5 -3.0 10.5 8.7 
F3 -0.8 : -11.3 6.0 0.7 0.0 -2.0 1.9 

ness factor as we go up the scale until we get to C#4, where we’ll 
raise it again; and then reduce the sharpness factor back to one 
for the top notes to keep our octave at the same size, a pure 6% 
The resulting beat rates are much more acceptable. But look 
at the major thirds. They are still progressing more rapidly 
than in theory; ifwewant them to progress at the accepted rate, 
in other words, ifwe want the contiguous thirds to beat in the 
ration of 4:5, we still have more work to do. 

I’ve done this in Table 7. 1 arrived at the sharpness factors 
in this table in much the same way 1 might tune a piano. First, 
I looked for sharpness factors for& and C#4 that would create 
achain ofmajor thirdsbeatingatabouta4S ratio. Then Efilled 
in the other intervals as though I were going through a 
temperament sequence, looking for consistent beat rates, 
backtracking every now and then, not trying for perfection, but 
just doing the best I could. In so doing, I definitely made some 
more improvements to the beat rates; but they were still not 
perfect. Note that all the notes in the center of the tempera- 
ment are sharp; this reinforces our conclusion in earlier 
articles about the way temperaments are generally distorted to 
make them sound more like ideal equal temperament. Notice 
also the random-seeming nature of the exact values for the 
sharpness factors. 

Table 6 
Note Inharmonicity Sharpness Interval Beat Rates 

Compensation Factor ms ha3 P4 P5 P5 M6 

8 
0 
0 
0 

8 
0 
0 

-0.3 
0 

Is 

: 
Loo1 
1.001 
1.0001 

3:2 6:4 

-16.6 
-15.4 11.8 
-14.6 10.1 1.8 
-12.5 9.9 1.6 
-12.2 10.7 1.8 0.4 -0.3 
-11.9 8.8 1.8 -0.3 -1.9 
-11.7 8.4 1.2 -0.2 -1.8 10.3 
-11.2 7.9 1.6 0.5 -0.5 9.5 
-10.7 6.9 1.1 0.2 -1.9 8.7 
-10.3 6.9 0.8 0.0 -1.8 8.8 

I’m sure it would be possible to improve these beat rates 
further if one wished to spend the time, but 9 doubt they could 
ever be brought into perfect line. And here, H think, we’ve hit 
the final limits to our theory. Beyond a certain point the 
alterations we have to make to the temperament to improve its 
sound are, for ah practical purposes, unpredictable and irregu- 
lar enough thatwe have to rely on judgment rather than theory 
to make them. To make these minute adjustments we have to 
depend on our experience in working with temperaments as 
well on pure dumb luck. 

We shouldn’t take the data in these tables too seriously; 
because oferrorsinmeasurement, theycan’texactlyreflectthe 
inharmonicity ofmy M1A.D. Still, their very inexactness is due 
to some extent to the uncertainty ofpiano pitch at this level of 
precision. Further compromises come from the changes in 
inharmonic&y as we go up the scale -some large ones due to 

Note Inharmonicity Sharpness Interval Beat Rates 
Compensation Factor ms M3 P4 $5 P5 M6 

F4 3:2 6:4 
E4 8 f.0007 

w-3 
F3 -is 

1.001 
1.001 -16.6 
1.0015 -15.1 11.1 
1.0003 -13.4 10.7 I.6 
1.0007 -13.4 10.4 1.7 
1.001 -12.7 9.7 1.8 -0.2 -1.6 
1.0013 -12.1 9.1 1.6 -0.1 -1.3 
1.001 -11.0 8.6 1.6 0.4 -0.5 10.3 
1.0013 -10.5 8.2 1.5 0.3 -0.8 9.9 

: -10.4 -10.3 7.8 ‘9.2 1.4 1.5 0.4 0.2 -1.4 -1.6 9.6 8.8 

such factors as wire size changes, many smaller ones due to 
Lord knows what - changes which force us to move the notes 
around in unpredictable ways in order to improve the sound of 
the temperament. Andwewill probably never know for certain 
when or if we have attained an ideal temperament for this 
piano. 

My last step in this experiment was to transfer the tuning 
in Table 7 to my piano. I decided to use the sixth partial to do 
this; my reasoning was that, as the highest partial, it would 
allow me the greatest precision in my tuning. I took the 
frequencies of the sixth partials of all 13 notes of the tempera- 
ment and converted them to cents deviations from the §AT, as 
in Table 8. Then, after raising each deviation by two cents to 
compensate for the SAT’s equal temperament, I tuned the 
sixth partials ofall the notes in my MUD’s temperament, and 
listened. 

I had to admit: this was an incredibly smooth tempera- 
ment. It sounded like it had been pureed. I’m used to a 
chunkier sound. Not only do I tend to let inharmonicity take 
its course, and leave, for example, my wide intervals, my major 
thirds and sixths and perfect fourths, progressing on the rapid 
side; I also rarely take the time to perfect any temperament to 
this degree. But this temperament was very satisfying to listen 
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to, ana nlade am excellent approtiima- 
tisn to the sound of true equal tempera- 
ment. 

Table 8 
Note Partial 6th 

Frequency in Hz Cents Deviation 
F4 2111.040 14.9 
i% 1991.495 P8’78.729 13.0 13.9 

::4 1670.954 1771.714 11.5 10.1 

ii: 1575.978 1486.974 8 
A#3 1402.776 7:3 

A3 1323.574 
2 :::.i:i 

2: 

WI3 llEiQ58 if; 
I?3 1049.319 417 

The prsgression of vahes for cents 
deviation in TabIe 8 is very even, and I 
would imagine that ahost any similarly 
even series sf values could be used to 
produce electronically a smooth sound- 
ing temperament. The progression of 
beat rates would be different for each 
temperament, of course, and some of 
those progressions might not be accept- 
able, but consistency counts for a great 
deal in tuning, ad all these tempera- 
ments wdd very likely have a consistent, 

lar sound. This consistency is, of 
course, one ofthe chiefvirtues oftunings 
done electronically. The cme area of the 
temperament that would probably not 
sound as well would be the lowest two 
motes, whose inharnmnicity is sharply 
higher than the notes just above them 
Perhaps these notes could be retuned 
aurally to improve the overall. ternpera- 
rnent. 

At this point in my experiment, I had 
a couple of hours left, and that presented 
me with a unique opportunity - to use 
this meticulously crafted temperament 
as the basis of a truly excepional tuning. 
In am bow or so, taking my time with the 
octaves and unisons, I could for once 
have my piamo be superbly in tune. 

What to do? % pullled out tbe tern- 
perament strip and put the 13 middle 
strings of the temperament back in tune 
with tbeirneighbors. After quickly check- 
img up and down the piano, I put the case 
parts back on and opened up the 
GoldbergVariatioaas on the music stand. 
After all, sometimes music can be even 
more fum than tuning. 

SAY GOODBYE TO 
LIFrlNG PIANQS 

LET THE LIFTER DO 
THE LIFTING FOR 
YOU 

WHY RISK BACK 
INJURY? 

NOW ALMQST 
ANYONE CAN 
MOVE A PIANQ 

III 43430 E. FLCMDA AVE F-221 @ HEMET, CA. 
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Piano technicians who bore their-own 
hammm are in the minority today, but 
2Oyears ago they were almost unheard o$ 
Until recent& in fact, jigs to accomplish 
accurate hammm boring have been al- 
most comg!&tely unavailable. Most m.anu- 
facturers and sz#A~s use heaq and 
expensive one-of-a-hind m.achines that 
are usually built in-house0 The sq?+j 
houses sell several hammer boring jigs 
intemded on&for boring the occasional 
replacement hammer in the$eld. Those 
intrepidfew tecJtnicians WJLO irksted on 
boring tJteir own hammers usually had to 
fabricate a jig of their own design or 
adapt a tool intended for anotherpur- 
P ose. Although the majority of us still 
order our hammers bored - 8Qpercent to 
85percent according to several suf@krs 
- Isense more of a desire among techni- 
cians to perform tJtis service for them- 
selves. This is probably the result of infor- 
mation made available through articles 
in theJournal and the various regional 
and annual confmences. 

Do technician5 now have a large 
and varied selection of hammer 
boring tool5 and jigs to choose from? 
Unfortunately, no, but more are 
available now than have been. In fact, 
I’ll bet there are a few tool5 described 
in this article that you haven’t seen. I 
own and have used all the jigs that I 
am going to describe with the excep 
tion of the one, manufactured by 
Renner USA. As 1 write this, the 
Renner jig has only been available for 
a few weeks. 

The first commercially available jig 
that I am aware ofwas the Roll Ham- 
mer Boring Guide. 1 purchased this tool 
in 1978. This jig was among the several 
dozen tool5 that were designed and 
built by the brother5,Jack and Robert 
Roll. Jack was a tool designer who 
worked for both the University of 
California at Berkeley and the 
Lawrence Berkeley Laboratories. Jack 
developed an interest in piano repair 
and the tools that piano technician5 
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used. With the help of his brother, 
Robert, a talented machinist, Jack 
founded Quality Custom Tool5 and they 
began fabricating and selling piano 
tools of their own design. When Jack 
died in 1977, Robert continued running 
the business by himself. In 1986 he 
moved from Northern California to Salt 
Lake City. A catalog is available upon 
request. ality Custom Tools is 
probably st known for their impact 
tuning hammers. 

_ . .-. ._ . . ; , 

11 jig, unlike the Gallaway and 
Brooks jigs, center5 the drill bit over the 
hammer molding with a drill bushing. 
The bushing hold5 the bit square to the 
body of the fixture and the protractor. 
Since the hammer bit is located within 
the jig by a bushing, the bore distance 
can be precisely set by adjusting the 
hammer stop. This feature, along with 
the jig’s compactness, make5 it possible 
for the technician to use this tool m the 
field with a hand drill. For drilling a set of 
hammersS the instructions recommend 
using a drill press. The hammer is placed 
in the jig tail side down with the ham- 
mer strike point against the hammer 
stop. A set screw on the side of the 
spindle and the drill bushing secures 
the hammer in place. The drill bushing 
automatically centers the bit over the 
hammer molding. The hammer can 
then be rotated in either direction 
around its longitudinal axis. A protrac- 
tor is attached to the spindle to measure 
the angles. The spindle is set at the 
required angle for the first and last 
hammer of the group to be drilled. This 

is accomplished by the use of a set of 
opposing machine screws that move 
the spindle. The number of turns of 
the stop screw required to move the 
spindle from the minimum to the 
maximum angle can be counted and 
divided by the number of hammer5 to 
be bored. By turning the opposing set 
screws with the result of this calcula- 
tion, the technician can perfectly index 
the jig to drill each hammer of the 
group at a different progressive angle. 
Drill bushings and spur bits with stop 
collar5 of any specified size are avail- 
able from the manufacturer 

rook5 Hammer Boring Jig is 
a product of Brooks, Ltd., a supplier of. 
piano action parts and hammers. 
Owner Wally Brooks is a well-known 
piano technician and member of PTG 
since 1961. Wally said that when he 
began selling hammer5 in 1979 he 
needed a boringjig, but nothing was 
commercially available. 

“The few technicians who were 
boring their own hammer5 were just 
using an angle v&e and continuously 
moving it to keep the bit centered as 
the angles changed,” he said. 

Wally began marketing the jig to 
technicians only after he had designed 
one for himself that he found to be 
both simple and inexpensive. Wally has 
two of these jigs set up in his shop to 
custom-bore hammers for his custom- 
ers. 

The jig is constructed around two 
circles, one that hold5 the hammer and 
one that mounts to the drill press table. 
These two circles are indexed to each 
other and rotate on an axis common to 
the longitudinal axis of the hammer 
molding. This insures that the bore 
hole is centered in the molding as the 
bore angle changes. Thejig is de- 
signed to be used with a drill press and 
vise. The drill press vise is bolted to 
the drill press table through the index 
slotsO Wally mounts his vise and jig on 
a pair of boards that simulate a 
machinist’s cross-sliding vise, making it 
easier for him to locate the drill bit 



experience, as well as introductory and advanced classes in every aspect of this profession. 

Please mail inquirh to. 

ox 4418 @ ~~a~Q~~~ 

Visitors Welcome 
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over the hammer molding. The 
hammer is manually held tail-side- 
down against the drill backing insert 
with the strike point against the center 
bolt head. The hammer blow distance 
is adjusted by moving the entire jig to 
the correct location under the bit. The 
pitch of the hammer can be adjusted 
by loosening two wing nuts on either 
side of the jig and moving the drill 
backing insert up or down. After 
setting the jig to a 90 degree horiaontal 
angle (a zero degree hammer angle on 
the other jigs), you center the bit over 
the proper location on the hammer 
molding. The correct bore angle is 
adjusted by loosening the wing nut on 
the back of the jig and turning the 
hammer holder to the desired setting. 

The circles are divided into five degree 
increments and the scale extends 25 
degrees in either direction. 

Wally told me that simplicity and 
ease of use was his goal in designing this 
tool. He feels d-rat this tool works well 
for the technician who hangs hammers 
either slightly loose or drills undersize 
and reams. Wally feels that to be overly 
concerned with 100 percent angle 
accmacy is not warranted since the parts 
we are working with are organic and as 
such are not uniform. 

“‘We ultimately have to hang 
hammers slightly loose whether 
reaming to fit or drilling oversize so 
severe tolerances are lost,” he said. 

Wally recommends boring ham- 
mers with a sharp jobber bit at high 
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speed with his jig. He has observed 
that spur bits seem to get slightly 
deflected by the wood grain. 

The drill backing inserts can be 
turned to expose four fresh surfaces. 
Wally says the insert is good for at least 
one hundred sets of hammers and that 
he supplies replacements free. 

The Gallaway Hammer Boring 
Guide has only been on the market for 
about a year, and is designed and 
manufactured by Kent Gallaway, 
Not satisfied with what was available, 
Kent set out to design a jig that was 
accurate, easy to use and economical. 
He felt the answer to boring accuracy 
was rigidity and precision indexing. 
He found both of these elements in a 
machinists spin index. This is a wok 
holder for machinists that permits 
spacing down to one degree using a 
vernier hole system. Kent reasoned it 
could just as well hold a boring fixture 
of his own design. 

Guide 

The hammer is held in the steel 
fiture by a jaw that can be tightened 
down with a large thumb screw. The 
hammer molding rotates around the 
axis of the spin index when secured in 
the jig. This again insures that once 
the bit is centered on the hammer 
molding with the hammer angle set at 
zero degrees, the bore ,hole remains 
centered within the molding regard- 
less of the hammer angle. The strike 
point of the hammer is placed against 
an adjustable stop located at the end 
of the fixture. The hammer blow 
distance is adjusted by moving the 
entire jig to the correct location 
under the drill bit. The spin index 
back plate can be turned to the 
correct hammer angle and pinned in 
position at one degree increments. 
Each guide is supplied with a drill 

backing insert of plywood. I suggest 
making your own from maple. A 
simple-to-construct base that mounts 
to a drill press table is detailed in the 
instructions, This base permits move- 
ment of the guide in four directions, 
permitting the technician to locate the 
bit easily. There is no pitch adjustment 
on the fiture. This can be accom- 
plished in the construction of the base 
by installing glide bolts or t-nuts and 
screws at one end of the base to elevate 
it to the desired angle. 

The Kenner Hammer Boring Jig, 
manufactured by Renner USA, is the 
newest of the four jigs. Lloyd Meyer 
said the jig he sent to me for inclusion 
in this article is the final version and 
has only been available for about two 
weeks. He said that this is essentially 
the same tool that bored ah the 
hammers that were supplied to Mason 
& Hamlin. This jig is the result of four 
years of in-house research and evalua- 
tion of a half dozen existing jigs 
including one that was developed at 
M.I.T. Lloyd said this design has been 
thoroughly tested, and at least 400 sets 
of hammers have been bored with it. 
Renner has used high-density polyeth- 
ylene, which they believe has solved the 
instability problem they had with 
wooden jigs they first used. 

The jig is to be used with a drill 
press and clamped to the table. Thejig 
is initially set to the standard Z l/32” 
(H) x ‘7/16” (W) Renner hammer 
molding size. As long as the hammer 
molding is of this dimension, the 
hammer molding is aligned with the 
axis of the jig. If the moldings you are 
boring are of different dimensions you 
can shim to accommodate. The 
hammer is held in place with a spring 
loaded toggle clamp. 



The &-ill bit is digned to the jig 
what is called the 

Placing the hammer strike point 
against an indexed sliding stop sets the 
bore distance. This allows the techni- 
cian to mount thejig to the drill press 
table and mt have to move it when 
changing this measurement. 

The hammer holder is a cradle 
pssitionea between twQ piv.vots that 
hare an axis with the hammer mdd- 
ing. The hammer holder assembly is 
indexed and can swing 35 degrees in 
either direction to produce the 
hammer bore angle. Thejig is cali- 
brated and can be adjusted to produce 
a thee- to 15degree pitch by pivoting 
the hammer seat block assembly. The 
Hammer Seat Blsck serves a5 a drill 
backing insert and can be replaced 
with either wood or plastic of the same 
dimensions when worn. 

Nstbing here exactly fats your 
needs? Make your ownjig. Glen Hart 
of GrawdJunction, Colorado designed 
a multi-purpose jig that is not for sale 
but may provide inspiration to those of 
pu MTknQ wish LQ build y8ur own. This 
jig is unique in that the drill is staticm- 
ary and the work is moved into it on a 
bti~~M2d track, much like a hQrizQn%- 
tal boringjig in a wood shop. The 
moving fixture can be adapted to 
petiorm a variety of operations in 
additiQn to hammer boring. This tool 
bob sin-&r to the hammer boring 
and tail shaping jig that I saw on a tape 
of the Bssendsrfer factory several years 
ago- 

Since I have not personally seen 
I can sdy describe what is 

pictured in the slides Glen sent me. 
Glen will be demowstrating this jig at 

the PTG’s 3&b Annual CQnveIdQn & 
Technical InstituteJuly L9-23 in 
Albuquerque. 

AlI of these tools have strengths 
ad weaknesses. Which one works for 
you can depend on many things such 
as price, frequency sf use and mobility. 
Features that facilitate your particular 

hammers should 
of the considerations 

in choosing a hammer bori 
have personal experience 
Brooks and Gallawayjigs, and 1 offer 
these observations. 

The Roll jig is beautifully made 
and can be very accurate. The jig 
comes with a shim that tilts the, ham- 
mer in the spinde to produce a 3- 
degree rake. The drill bushing is a nice 
feature that positively centers the bit 
over the hammer molding. This feature 
ilso aUows the technician to use a hand 
drdl in place sf the drill press. You will 
want to fabricate a base or use a drill 
press vise when using this tool. in the 
shop. I feel that its strength and also its 
weakness is size. The tsol is relatively 
simdl and getting the hammer into the 
spindle and secured in place is time 
consuming and somewhat awkward. 
This contributes to some inconsistency 
in Ehe bore ~scatisn.and hammer 
angle. Fm $75, it’s a very nicely made 
little jig to bore an occasioraal set of 
hammers in the shop and also carry in 
the field. 

I’ve bored dozens of sets of ham- 
mers on the &zdsjig. If yQu buy this 
tool consider spending some extra 
money ard buying an inexpensive 
cross-sliding vise for the base. You can 
ha these vises in catalogs for around 
$40, and they make the job much 
easier. This tool is simplicity itself2 as 
WaUy Brooks designed it to be. It’s 
inexpensive and easy to set up and to 
use. You can get the hammer in and 
amt of the jig fast and easily change the 
angles. The Qdy tWQ adjustments on 
the jig are the bore angle and the 
pitch. However, I cannot seem to 
coqdele~y uriihm bore hcatis 
hammer angles with this tool. The 
wmdenjig t flex digbtly under 
%.oad for me. g your bits sharp 

will minimize this Rex. Manually 
holding the hammer in the jig also 
seems to contribute to some ncm- 
uniformity in the boring. 1 also prefer 
to have the hammer angle gauge scaled 

building anything. I’m sure WaUy 
reasoned that what might be gained in 
rigidity and accuracy WQdd IIQt offset 

the increased cost of ajig made of a 
different material indexed to one 
degree with some sort ammer 

in all, a 
technician, with practice, can produce 
a perfectly acceptable hammer boring 
job with thi5 $89 jig. 

I’ve ordy bored about a haF-doaen 
sets of hammers on the Gallaway Jig. 
The tool as 1 first received it had a 

flaw. The tool indexed 
ce off of the back of the 

hammer mQkhg iX%!aa Qf the strike 
point. After 1 pointed this out to Kent 
aI11 subsequent models were CQrreCted 
and I’m sure mine would have been 
too, except Ji had already had the 
machinists at ~as~i~gt~n State Univer- 
sity do thejob. The jig, when mounted 
t0 the base described in the instruc- 
tions, is fast, easy to use and extremely 
accurate. 1[ like the way the hammer is 
secured while boring and the positive 
one degree stops on the spin index. 
l%b~@-b ]I feel the lack of a built-in 
pitch adjustment is a signilicant 
deficiency, building this feature into 
the base is BBQ~ too diffcudt. At $180, I 
consider this too% a gQQa buy for the 
§hQp. 

Since 1 haven’t to bore a 
set of hammers on erjig, 1 
can 0dy offer some cursory observa- 
tisms. This appears 
tbOUgbt-QUt XIa e% 
every feature I wou 
boring future. It is also the msst 

expensive, at $250. Rennes also sent 

along a hammer arq$e 
developed for use with this and other 
jigs for accurately measuring samples 
for duplication. I like the way you can 
look through the transparent protrac- 
tor at the hammer you are measuring. 

For this article H wanted to talk to some- 
one who had some experience with thisjig. 
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Gallaway Hammer 
Boring Guide 

Roll Hammer Boring 
Guide 

Brooks Hammer Boring 
Jig 

Renner Hammer Boring 
Guide & Hammer AngIG 
Gauge 

Wenner USA 

;BX 

The boring fixture is 
constructed of high- 
density polyethylene. 

The boring fitiure can 
be mounted directly to 
the drill press table. 

The jig has a 78-degree 
scale that can pivot 35 
degrees in either 
direction. The hamtier 
holder has an engraved 
scale with 1 -degree 
divisions. 

The hammer holding 
mechanism pivots to 
accommodate pitch 
directly under the drill 
bit. A -3 to 4 5-dggree 
scale is engraved on the 
hammer holding 
mechanism. 

The hammer boring 
guide must be used witt 
a drill press. 

The hammer is secured 
in the guide by an 
adjustable toggle clamp 

The polyethyletie 
hammer seat block 
doubles as the drill 
backing material. 
Replacements can be 
easily fabricated. 

Instructions are 
included. 

$256 for the boPing 
gauge, $20 for the anglt 
gauge, plus shipping. 

Quality Custom Tools 
Robert l-l. Roll 
6408 South 168Q East 
Salt Lake City, Utah 
8412-l 
(801) 272-7655 

Kent Gallaway 
709 fhorne St. 
Wipon, WI 54971 
(414) 748-3265 

Brooks, Ltd. 

The jig is constructed 
entirely of European 
birch plywood with a 
pear or boxwood drill 
backing insert. 

The boring guide body is 
machined steel with a 
brass spindle. 

The boring fixture is 
machined cold rolled 
steel. The spin index 
that holds the fixture is 
cast iron. 

A base is not included. A 
drill press vise can be 
used when using with a 
drill press. 

A base is not included. A 
drill press vise is 
recommended. 

A base is not included. 
Instructions are included 
for fabricating and 
mounting the guide to a 
particle-board base. 

The jig uses a 50 degree 
scale with S-degree 
divisions. 

The boring fixture is held 
in a spin index that has 
a SBO-degree scale with 
i-degree divisions and 
1 -degree stops. 

degree protractor with I- 
degree divisions. 

A shim is provided that 
will adjust the pitch to 3- 
degrees. 

No pitch adjustment is 
built into the guide. 

ne end of the drill 
backing insert can be 
moved up or down to 
adjust the hammer pitch. 

The instructions 
recommend using this 
jig with a drill press 
although it is not 
absolutely necessary. 

The jig must be’used 
with a drill press and a 
drill press vice. 

The hammer boring 
uide must be used with 

a drill press. 

The hammer is held in 
the spindle with a set 
screw. 

The hammer is held in 
the jig manually for 
boring. 

The hammer is secured 
in the guide by a steel 
jaw that is tightened with 
a large thumb screw. 

The guide comes with 
one backing insert. 
Replacements can be 
easily fabricated. 

No drill backing inseti is 
provided. A .062 shim is 
provided to accommo- 
date thin hammer 
moldings. 

The drill backing inseri 
can be turned over to 
expose a fresh surface. 
Replacement inserts are 
available from the 
manufacturer. 

Detailed instructions are 
included with the jig. 

InstrWiens: Instructions are in- 
cluded. 

Detailed instructions are 
included with the jig. 

2 pounds 2 pounds, .8 oz. 1.5 pounds 

$75 plus shipping $89, plus shipping $180, shipping paid 
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ITIerS (400 a 

sets fm llhK9n $c Haullin alsne) with t&jig. 
Peter said that be has used several different 
l&x% of jigs includin tbe wmxlen jig that 
Mason 8e Hamlin used. He found that the 
wcmlenjigs be used were not stable enstigb 
in a production situation, exphining that 
humidity changes camed changes in the 
dimensicms of the jig, wl-~ick wcmkl in turn 
cause boring inaccuracyr. He alss was not 
ba~~y~~~ the jigs he used in which he had 
to hold the hammer naa~mlly in the fixture. 
He fcmnd that the bit would sometimes 
%ick” the hammer off center. Peter prticu- 
lady likes the ability of this tcml to change 
~Qnrmbsringn~rigbtto~cabaarmrrae~~ith- 
out moving the jig to re-center the bit over 
the molding. Peter tells me this tool solves all 
~eprQblemskekasencountered. Forsome 
one who w-a-m to lmre lots of ham-ners easily 
and acmrately this tool appears to be an 
excellent choice. 
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When “The Piano l3001~” first came 
out, I asked myself, “Why didn’t I think 
of that?” Not that there aren’t other 
“I-row to...” books dealing with piano 
acquisition. It’s just that this one is 
exceptional in its scope, style and overall 
conception. It is a valuable guide to 
purchasing pianos new and old that deals 
in specifics and in depth, while remain 
ing ever user-friendly. I was suffrcientl~ 
impressed by the l?irst Edition to recom- 
mend it both to clients - that is, those 
taking more than just their lunch break 
to buy a piano - and to fellow techni- 
cians at all levels who want to be well 
informed. In addition to the usefulness 
of all the data, Fine’s bookis an excellent 
model of how to balance piano evalua- 
tion from the tandem perspectives of 
piano technician and piano player. 

One unfortunate - and perhaps 
unavoidable - abuse of the book is that people tend to use 
it exclusively like an encyclopedia, taking a specific evalua- 
tion ant of the context so carefully prepared by the author. 
The First Edition, by virtue of its numerical ratings, i&more 
prone to this misuse than the Second Edition. 

I jokingly suggested to Larry that each page of evalua- 
tion should have stamped diagonally across it in bold letters, 
“Refer to introductory chapters,” strong advice that would 
nevertheless be ignored by some consumers and piano 
dealers anyway. 

The author’s support and encouragement of most 
domestic brands verged on chauvinism at times, although, 
personally, I have no problem with this bit of apparent bias. 
If you’re going to lean - and face it, we all do - you may as 
well lean towards home. 

Among makers of the nbiqnitous Asian pianos, M.F.M 
status (Evfost Favored Manufacturer) was clearly not granted 
to Yamaha. Generally speaking, are Yamahas really 
“brighter” than other pianos from that part of the world? Is 
there such a thing as a conventionally-scaled damper system 
working too efficiently? (While Fine is not a lone voice in 
this criticism, the struggle for most technicians and manu- 
facturers, it would appear, is to get dampers to work effi- 
ciently enough.) Also, the track record of Yamaha’s piano 
service program was not sufficiently factored into the flavor 
of their overall assessment and, by extension, into the 
inevitable comparison with their competition. (Yamaha’s 
service pro does get more credit in the Second Edition, 
but for their responsible handling of a product problem 
rather than simply as the outstanding leader in piano service 
that they have been.) 
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Any hints of partiality stand out 
only because, given its breadth> Fine’s 
work is about as objective as is hu- 
manly possible. 

It is said that we only get to make a 
first impression once. Similarly, a 
venture, like a vessel, makes only one 
maiden voyage. 

The First Edition of “The Piano 
Book” “sprang” upon the piano 
industry. Fine was, ‘“...politely ignored 
by manufacturers and industry execu- 
tives.” However, the industrysaw the 
Second Edition coming. The primary 
reason for publishing a second edition 
was to update the piano evaluations. 
The process of preparing the Second 
Edition compelled Fine to make some 

format changes and was a kind of baptism-by-fire initiation 
into what makes the piano industry tick. When I learned of 
this, I became intrigned, which led to this review. 

According to Fine, at the behest of manufacturers, he 
sent them advance copy the second time around for their 
reactions and suggestions. The author must have found 
himself in an awkward position. Does he: one, write in 
depth and in specifics based on his documented but confi- 
dential data plus hours of ““unsubstantiated” but no less 
informative interviews, discussions and conversations, or 
two, back off and make “safer,” although less useful, state- 
ments, presented as editorial opinion rather than fact, or 
three, not write a Second Edition, thereby avoiding any 
unpleasant repercussions altogether, and find a vocation 
other than piano reviewer. The more cautious the path 
chosen, the less useful the book to the consumer. 

Fortunately, Fine did write a Second Edition and, in my 
estimation, did a good job of negotiating between the 
sometimes hard realities of fact and the refuge of “mere” 
opinion. 

To borrow terms popularized by our most recent war, 
the “tacticfl and “surgical” usefulness of the numerical 
ratings of the First Edition is greatly diminished in the piano 
evaluation format of the Seco n. Nonetheless, a few 
manufacturers (namely Sojin and Wurlitzer) were 
still too uncomfortable with what was going to be published 
about their products to allow reviews of their brands to be 
printed without legal challenges, according to a notice on 

page 72, and a loose-leaf addendum included with my copy 
of the Second Edition. One can only speculate as to what is 



ultimately more damaging for these manufacturers; what 
would Rave been published about their product, or their 
non-inclusion? 

Chapters I and II of the Second Edition (HOW a Paiano 
Win-AS ana Bqkg 42 Piano: An Brientution) are identical to. 
those in the First Edition. Chapter ID. (Buying a hkw Pkno) 
does contain a few revisions. The notable differences have 
to do with up-igbt key weighting, laminated soundboards, 
and the absence of notching of the back: (non-speaking 
length) side of the bridge. 

Individual “‘custom” weigh-off of the keys is as desirable 
for an upright as it is for a grand. This is one sf the last 
speratisns peIfQITIWd in a high qluahty acticm rebuilding 
job, particularly if the weight of the hammers (and stber 
action parts) and/or the geometry have been changed. It 
woulcl also be necessary if a different touch were sought, all 
other things bein equal. However, as the author points 
cmt, if all regulati g parameters have not been adjusted as 
closely as possible (including preparatory work, such as 
pinning), evidence of individual key weighting is nst 
necessarily a sign of superior design or executisn. 

To date, hu-ninated soundboards have been available to 
the ccmsumer primarily in lo wa meads. kkc0rding t0 
piano design and manufactur notable Del Fandrich, they 
have often been applied in th me manner as solid spruce 
soundboards (which is inappropriate due to their different 
characteristics) or otherwise mis-applied.. To add insult t8 
injury, laminated soundboards in general Rave gotten bad 
press a.5 a result of the piano industry’s apparent resistance 
to change. The superior stability and longevity of a lami- 
nated board is not, to my knowledge, being seriously 
dispnted. Laminated soundboards are capable of compar- 
ing favorably to a solid spruce board in terms of tone 
quality, if applied appropriately. A case in point: Several 
years ago a pianist colleague and I were :selecting a 
Bssendcn-fer m0del225. We did not know until after the 
fact that one of the three we tried bad a laminated sound- 

board. It did not §QUd 5ubstantial~y different from the 
other two, which were both very fine pia:nos. 

Another reconsideration in the Second Edition is 
whether or not notching the back side of the bridge makes a 
significant difference. The revised view is that lack of rear 
notching can lead to buzzing strings and. does nest reflect 
favorably on the manufacturer’5 standards. 

Slight modification5 were also made in the text dealing 
with soundboard cracks, tbe notching of ribs into the rim 
and the significance of a strike point adjuster. One addi- 
tional feature is a schedule of depreciation devised by Steve 
Brady, T. It is a useful point of departure for determin- 
ing the current market value of used pianos. 

Absent in the Secsnd Editisn is the separate chapter sf 
the First EC&iOn CkVQtd to Steinways, which included far 
mm-e extensive coverage of history and t~echnical features 

than any other manufacturer received. In the second 
edition, Steinway reviews are included with tksse of all other 
pianos. The portion deahng with buying a used Steinway is 
part of the chapter on buying used pianos in general. 
Aaaea to the Second Edition is a discussion of verdigris. (A5 
Fine points out in the Third Edition, many technicians have 
reported successfully treating this condition with Pro-Tek, a 
new sohent/hrbricant on the market.) 

TWO factor5 appear to have led to the reorganization of 
the Steinway material in the Second Edition. One is the 
understandable desire of any manufacturer not to have 
problematic allegations reiterated in print, even if it is at the 
cost of less extensive coverage overall. The other is that we 
all have limit5 to our stamina for negotiation. Most of us 
have had TV navigate the sometimes tricky terrain between 
consumer (with a piano problem that may be warranty 
related) ancl manufacturer (who is usually prepared to 
rectify a bona fide warranty related problem). Imagine 
attempting to aQ this on the grandest of scales, between all 
the consumers and all the marmfacturers at once. Better 
you than I, Larry! 

In the Third Edition, the entire text has been carefully 
gone over from start to finish making it clearer and more 
comprehensive while continuing tc9 reflect current trends in 
the industry. Piano historians of the future wOula do well to 
refer to “Tbe Piano BQQ~" as a series of periodical snapshot.5 
of the piano industry in the late twentieth century (and, 
hopefully, beyond!). 

While mc9st of the changes made are rather minor, a few 
warrant special consideration by the technical community. 

L&s is the case with most issues in piano te@bnQlQ~, 

there are two sides - at least - to every coin. This is as true 
of servicing tecbnicmes as it is of materials selected for 
building or rebuilding pianos. Mdtihminate pinblocks of 

the denser variety are no exception. In the Second Edition 
they were lauded for being the pinblock material most 
impervious to environmental extremes. However, as noted 
in the Third Edition, the very density which makes 
multilammate pinblocks so stable also requires more 
csnsistent drilling and tuning pin size. Inconsistencies in 
these areas CQLda turn a multilaminate pinbkKk from an 
asset into a liability. Like the laminated scmndboard issue 

between the First and Second Editions, it is not that a given 
material is inherently inferior or superior but bow it is 
applied that is crucial. 

Another point barkening back to the First Edition is 
what I referred to as apparent chauvinism toward5 ricm 
products. There are a few subtle changes in the T 
Edit&m wbick compel me to state that my former criticism 

Whereas the First Editisn csntained controversial and 
much abused numerical ratings of each model of each 
brand of piano, the $eCQnd Edition steered completely clear 
of allowing such base comparison. With the Third Edition, 
Fine has aptly struck a balance between the two extremes. 
The ~~~~~~ ofB~un& and Price Ranges offers a generahaed, 
relative comparison of most brands (but not individual 
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Once when I was going over sornz minute detail comparing the Second 
Edition with the First, 8’in.e spontaneously fiointed out that his book is 
oftn scrutinized as ifit were the Dead Sea Scrolls (and no one is more 
guilty of this than yours truly!). 

: The authors of the Dead Sea Scrolls do not have the 
respond to how their written work- is being 

care to provide any commentary 
the interpretation of your book? 

I.23 I don’t mind people scrutinizing the facts I state in the 
book. Butitgetsalittleoutofhandwhen theystartquestioning 
the meaning of practically everyword. My book is often placed 
on too high a pedestal 50 that every word assume5 too great an 
importance. People lose sight of the forest for the trees. 

: Now that we got that out of the 

Technicianswill also be interested to know that Roy Kehl’s 
celebrated list of older Steinway models has been extensively 
revised, based on Mr. Kehl’s ongoing historical research. As 
you noted, many other small changes have been made through- 
out the book. 

: Some of the change5 in the Third Edition give the impres- 
sion that identifying a good dealer from whom to purchase a 
piano is more difficult than before and that the shopping 
experience is generally more dreadful. Do you think the 
objective reality has changed or is it more a matter of your 
interpretation having shifted? 
I.E Both. Actuallyy, I made some major changes to the section 
on shopping for a piano and choosing a dealer. Before 1 
published the First Edition, one or two people who read the 
manuscript thought I portrayed salespeople - and the shop- 
ping experience - in too negative a light. So at that time I 
revised the manuscript to emphasize that most salespeople 

were courteous and helpful. In the 
way, the focus of&is interview is to meantime, over the past Several years 
discuss what’s new in the Third Edi- the shopping experience has got- 
tion. What’s the same, what’s differ- ten to be 50 dreadful for so many 
ent and why? people that my description became 
32 Al11 the brand review5 have been absurdly counter to reality. This 
rewritten to the extent necessary to time around I made some smah but 
bring them up to date. I did a new important changes to prepare shop- 
survey in which about 50 techni- pers for what they were about to 
cians again examined about a thou- experience. Ialsoaddressedatsome 
sand pianos. This time I empha- length the issue of mega-sales events, 
sized the follow-up interviews more than in the past - I such as “armory” and “‘university” sales. Last, I have included 
conducted more than 85 hours of interviews by phone. The more ideas on how to negotiate the best deal when buying a 
interviews yield the most interesting information, though the new piano. 
written part of the survey is useful as a reality check and as an 
excuse to examine the pianos more closely than a technician is : Kudos on once again succeeding in including every piano 
likely to do otherwise. In this edition, a larger rmmber of manufacturer in your reviews. In the Second Edition there 
technical problems are mentioned than in the last, as an aid to were some holdouts, and in a notice to reader5 explaining the 
technician5 who may be inspecting, servicing, or advising situation you also mentioned that you invited manufacturers 
about a particular brand or model. to have their response to your review of their product printed 

I. also reintroduced prices and ratings9 as yen mentioned. in the book. No one took you up on that. You once told me that 
Over the past four years I have received a lot of feedback from manufacturer5 are extremely sensitive to everything that’5 
readers that a consumer guide without prices and a summary written. Why is that? 
of ratings was less than completely helpful, especially for novice LR They are afraid -with some justification - that compet- 
buyer5 (and most piano buyers are novice buyers). This time ingdealer5~l1highlightLEaecridcismsand5elec~velyusetho5e 
I give prices in the form of a general range for each brand and criticisms to “bash” them. Of course, since dealers of all brand5 
type (verticals, grands) -notforeachmodel- so Iwon’t have do this, it’s a wash as far as I can tell - that is, no one brand is 
to worry quite so much about discounts, changes in currency the net beneficiary of this practice. Andifmy book didn’t exist, 
values and so forth. Ratings are also given in a more general- they’d find some other way to do this; negative selling is not 
ized form than previously, and so far I’ve received very little exactly a new idea, after all. The selective misuse of my book 
objection as to how the categories have been described or how is not my fault2 but invariably I[ get blamed for it. 
the brands have been divided up between categories. I think Lest 1 give the impression that all manufacturer5 have 
I’ve struck a good balance between the problems of contra- given me grief, however, I should say that each company has its 
versy and misuse that stem from too much specificity on one own distinct way of relating to me and most are very pleasant to 
hand, and the legitimate need for price and quality guidance work with. Most respect freedom of the press and work with me 
in summary form on the other. to insure the review5 are factually accurate, but otherwise don’t 
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interfere. Many have given me a great deal 0 hseful informatiQn, 

and my reviews are definitely the better for having had the input 
of the timtiacmrer5. Clfcsurse, I[ have always offered to include 

their response in the body Of the review. Strangely, msst don’t 

Pecpest it as much as they cOuh& perhaps they zke ah-aid of 

appearing too defensive to readers. 

A few csmpnies stil% seem tQ assume that I am trying tQ 

lx3rass them with my reviews. They try to bludgem me into 

submission with cpsi4ep.I threats and innuendoes. This time, 
tbougb, Ist~ocam~~~landarmdmadesela~v~:~y~~wcompso~~§es. 
IrQnidy, many piano deah are amsng m.y biggest supporters 

and make very heavy and positive use Qf my lbosk. In some cases, 
they have interceded on my behalfwith manufacturers who were 
paranoid about my reviews. 

: Do pu how if your bask has led to my clsange5 on the part 

of piano makers and promoters? 

IiF: My book has become part of the marketing landscape - to 
be worked with or worked arQund. I’m sure that the. bask has 

inhenced to some extent what models and what features have 

been presented ts. the public. 
A much greater effect of my book, % believe, has been to 

increase the dQllar value sf the average piano purchase. As pu 

hsw, I have an active consulting practice - people who have 
read my book cdl me and pay me fQr mQre personalized advice. 

Mmy csnsulting diemts tell me that they 0riginally started Qut 

planning to spendx dOlhrs, Only to realize xkerreading the book 

that it would cost two Qr the& times that amount to buy a piano 

whose quality was csnsistent with that . 

piano teachers. Technicians use it as a public relations tool - 

it away t0 smooth over the awhard situatiow when they 

must condemn a khmker but still charge for their visit, or to 

comoborate what they tell the customer about the piarm’s service 

needs. I’m IPQW publishing and selling a number of other books 
- Xld Vi&Q5 - about the piano that % hope will aho have 

mdtiple uses. 

: In pqm-ing each e&km of your bQQk you have made a 
smp%ing (altbmgb not strictly scientific) of observations by 

piano technicians abQut mew pianos and taken the infQrmatiow 
directly to the mzmufacturers fQr feedback. B=odd you share any 
observations frQm yOur unique perspective on what technicians 

think of a given piano and what the mandacturer U&k3 techniw 

cians think about their product? M%at percentage of problems 
noted by technicians get reported to manufacturers? How does 

the infQrmation get filtered as it flows from piano to technician 
dealer) TV manufacturer? 

Within the ccantext of the survey for my book, I did a smaller, 

rmre infQx3-d survey to determine what percentage Of actual 

physical defects got reported to the manufacturers. It turned out 

that Only abOut 20 percentwere reported directly to the manufac- 

turer. Absut anstber 25 percent were reported to the dealer, 

usually in the form of a bill fQr services. Most technicians said they 

were sure that msst of these never got forwarded tQ the mantis- 

turer. A~~QL@I dealers can get reimbbursed from the manufac- 

turers for such work2 many times the dealer doesn’t bother 

requesting it when the repair work is small because they don’t 
want to get a reputation as a troubk- 

of other things in their life (car, house, 

etc.). In most cases, these people’s 

budgetare cpite expandable, and they 
will sped more if a convincing case 
can be made for it - a case which my 

bQQk makes. This means a 1 
and greater prd3fQr the pian dealer. 

Some dealen recognize this and virtu- 
ally insist that their customers read the 

book, even to the point of giving it 
away. 

makes. Of e, if tbe amount of 

msney were I’m sure k%ey would 

request reimbursement. Technicians, 

for their part, usually don’t contact the 
marmfacturer because it’s easierjust to 

6.x the problem; czdling takes time and 

usually Selves no purpose unless assi* 
mce is needed 0r authorization is re- 

qluired. Ssmetimes the technician has 
alerted the manufacturer to a problem’ 

in the past, but sees no purpose in alerting them 
for the same problem. Many times the technici 

A& As a result 0fhavingwritten and twice revised this book, What on my survey forms but don’t actudy liar; them because the 

haVe you learm?d abebout the nature of the piano industry~ frsm customer basn’t noticed and isn’t complaining. jN0t4z @JI 
m-es to con5umer, from tree to condemned khmker? Grappling with me stich situation myselJ e.siteemed colhqpe Ric 
is a business of great contrasts. 1 have met s0me of the Davenpoti q~c~~~~d th.ot I %egister” the problem with the manufac- 

nicest people in this business and have great respect fQr many of tower. This in~~olves documenting the ~~o~~rn ia writing (and with 
he csmptiee. At the same ~-IX, 1 have tihzaxl incredibly pictuws, ~~~~~6~~) and communicating it to .?IE malzufacturm- while 
unethical behavisr asld$ have met many h-s and cheats. (me the wan-panty is still in eflect. It is the middle ground between .&Gag up 
head of one piano cQmpany told me bh-dy9 “‘Pians men are calm wati on one hand ad turning a blind qe on th other.] 
IiZCA”) Technicians are often representing the dealer and a0dtmt tQ 

create any unnecessary trouble fQr him or her. For all these 
: Your bOQk is addressed primarily tQ an audience Qf pians reasQns, many of the smder problems don’t get reported to the 

consumers* Is there anything in particulx you wQbala like to say manufacturers. 1 was amazed at how many problems consistently 
to the tbousaancls of piano technici~s ad others with a keen mentioned by technicians sQme manufacturers himed they had 
enough interest in the piano irdustry to read ~e~~~~~ XI k.nQWledge Qf ad tigOrQudy &Sputed. 
m ~~QU~b t%le bOQk WZ3 W&tell +WidJ’ for ‘&I tX.L&ienCa: Qf Technicians were cpick ts point out which manufhctm-ers 
piano consumers, in fact it is used in far more ways than % CQda seemed most receptive tQ hearing their csmplaints and solving 
everhaveimagined. FQrBPinstance,~i~Qde~de~blseittQeff%iBlnew 
sdespeople. Piano pedagogy instructors use it in training new 

~~~e~~~e~ on Ned Page 
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In 1853, Heinrich Steinlvay emigrated to 
America with his family and founded 
Steinway &Sons, still the renowned huilderr; 
of the world’s finest piano. This fascinating 
book tells the inspiring story of the Steinway 
company, and 140 years of American Piano 
history. More than 100 color and duuntone 
photographs document Steinway’s year-long 
handcrafted construction, and many cele- 
brated Sceinwa.y concert artists. 

\X’ritten by Ronald Ratcliffe. this is the 
only book authorized by the Steinwq cornyany. The idecJ book or gift for any 
one who plays the piano, or enjoys a great business success story. Available at the 
special price of $29.95 from Steinway & Sons, or by calling I-800-345-5086. 

@$ 

STEINWAY LF SONS 
One Stemvay Plow Long laland Cisv. NY 11105. 

You have to be pretty light on your toes these days. Time is money and we’re helping you 
make more of both with the improved Sanderson Accu-Tuner. We are piano technicians and 
we know that the f&u-Tuner is the best tuning instrument you can buy, but we found a way 
to make it better. 

Now the Accu-Tuner has the power to create S&note FAG tunings right at the piano by 
simply measuring three notes (F3, A4, C6) and storing the stretch numbers. It automatically 
computes and stores an entire expert-level tuning for the piano, making it easier and faster 
than ever to tune. The Accu-Tuner also enables you to store FAG tunings with a pitch offset, 

making it great for pitch raising, non-440, and early 
, music tunings. 

So cover more ground in less time. Hop on board 
with the Sanderson Accu-Tuner, and jump into the 
world of greater productivity and faster tunings. 

Send today for the FREE Inventronics catalog: 
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problems. From my perspective, those 
companies seemed to have the best grasp 
on what technicians. were saying about 
their products. 

: Like almost every other product on 
e market today, decisions about how 

pianos are made are largely driven by mar- 
keting. How important is a vital service 
department to manufacturers as a market- 

A vital service department is never 
ly to be much of a marketing tool 

because manufacturers don’twant to give 
t&eimpression thatwarmwtyservicewill be 
necessary. And, in fact, most warranty 
service is handled by the dealer, with the 
manufacturer only of secondary impor- 
tance. However, to the extent that war- 
ranty service by the manufacturer is likely 
to be necessary (which varies a lot from 
brand to brand), % have tried to highlight 
inmybookthosecompaniesthatareknown 
for the best service. 

99 
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models), prefaced with disclaimers 
about the subjectivity and margin of 
error involved. 

Over the years, Larry Fine has 
brought and refined meaningful, 
judicious standards to piano evalua- 
tion. When someone calls me to advise 
them about buying a piano, I tell them 
this: To get the most out of their 
investment in my time and the piano 
itself, they should first invest in “The 



Ii 
This lesson will CQver 

the pFQper location of the 
grand keyfFarne witlliw the 
keybed cavity. Participants 
will determine correct lo- 

keyfFame witbin the piano case 
~fece9bQ~pa~~alignment~d 
tune. BefQFe spacing individual 
hammers tQ theirmxissnstrings, 
we should inspect the position 
of the entire keyframe and ac- 

cation side-tQ-side fQop best 
hammer/string align- 
ment, and front-tQ-back fQr prQper 
treble strike point and fit Qfcase parts. 
This wQrk will prepare the action for 
spacing individual harnrners tQ their 
unison5 in lesson #22. 

In order to pursue any serious study 
of piano technslogyyr, one must obtain 
basic resources. CatalQgs from seveFa1 
piano supply houses, bsth large and 
small, are essential. Besides offering 
the necessary supplies, their pictures 
and item descripticsns are vduable 
sources of infcm-nation. l?iano mar-m- 
facturers’ service manuals are also es- 
sentid sQurces Qfvaluable information. 
Most are available at I-IQ CO&. Most 
important to’participating in this Les- 
son PIalla series are the PTG Exam 
Ssu-ce BQQh, both the tuning and 
technical versions. Articles in these 
books will serve as Feference material 
fQsr the les§Qns. 

fQFmat, you will need one QF mm-e 
grand pianss in gQQd csndition. New 
Or gocsd used pianss on a showrosrn 
floor are ideal. (Used pianss must not 
have gFQQVC!d hammers, QI- tQne I”‘Qb- 
Iems will1 result fFQm changin 
&ion locatisn,) It dses not matter 
whether these pianQs have keyframe 
Iscatisn problems; the object will be tQ 
check keyfrarne IiQcatiQn and adjust as 
needed. The pianos used must be of 
the csmmcm design with an urn;% cQrda 
pedal and akeyframe located byacljjust- 
able guides in the keyblocks that en- 
gage pins in the keyframe. 

Depending upon time and pianos 
available, this lesson may consist of 
participants working individually on 
separate pianos, or taking turns Iobserv- 
ing and adj8justing on a single instru- 
ment. 

This monthhly hwon plan is desigwd to 
provide st+-by-stq4 inskuction in essential 
skills. shapes are encouraged to use &is 
material as the basis for special Associate 

~mkvtings, orfor their regular m&g 
pmgram, pref~a~~~ ire a ~~~~d~-~~fo~~at. 
This m.&od allows the written reformation 

to be transforvwd into an actual sRiLl for 
each ~rn~~pa~~~ipat~~~. 

on mm?: 

bring the fQlT~wing: 
e&urn Phillips and Rat-blade screw- 

small assortmentofpaper frQntrail 
punchings, fQr shimming the action 

enches fsr adjusting shift pedal 
rods 

0 a 
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highly recommended resQurce is 
Yamaha’svideo &bQokset, GmdReegu- 
lation in 37 Stqiq availakde from Schaff 
Piano Supply and Yamaha Gsrpora- 
tion. 

The location of the grand piano 

tion assembly relative tQ the 
strings, damper levers, and case 

parts. Both side-tQ-side and in/out pQ- 
sitions of the keyframe need tQ be cm- 
rect. 

osition: Guides in the keyblscks 
pins in the keyframe tQ locate 

each end of the action. There are twQ 
Fequirernents fQr correct positisning. 

I) Hammers must strike the strings at 
the correct point for best &me. This is 
normally only an issue in the high treble, 
where differences in stxike point as 
small as l/32” can be easily heard. See 

2) The action must not interfere with 
case parts. The actisn cannot be so far 
out (toward the player) that the natu- 
Fal key5 cQntxt the keyslip, or 50 far in 
that the ends of the sharps contact the 
falllboard or the hammers contact the 
dampelr guide rail or bellyc3ofthe piano. 
On a pmperlybdt piano, there should. 
be nQ interferencewith case paFts when 
the actisn is located for best strike 

point. 

If yQu do encounter the rare case 
where inteFference with cabinet parts 
prevents 1Qcating the action ~QF best 
treble tone, One Qf the fQllQWiHIg &IFQb- 
lems may exist: Replacementhamrners 
have been installed Qn the wrong length 
shanks, the action. frame is located in- 

correctly Qn the keyframe, or the fall- 
board or keyslip are msunted incsr- 
rectly. 

Normally, the treble end of the 
aceionws~l$beIsca~e~~irst,t%lela the 

ass end wouId be located fQr an equal 
ap between keys and keyslip at b&h 

ends of the keybePar$. HQwever, be- 
cause the bas5 strings are angled, chang- 

ing the in/out Imation Qf the ba5s 
hammers alsQ affects their hammer-@ 

spacing. Thus, in mrne cases the 
in/out l3QSitiQI-I Qf the bass end Qf the 
actisn can be adjusted independently 
tQachieve~~besth~mer/s~Hagspa~- 
ing in the bass. 
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Fipre I 

$~~-~~~~~~~~~~ actisn clotb-cov- 
ered stop block fastened to the bass 
end of the action cavity locates the 
keyframe laterallyinits rest (unshifted) 
position. There are two requirements 
here as well. 

1) The hammers should be well cen- 
tered to their unison strings while also 
being lined up directly over their respec- 
tive wippens. In other words, in most 
modern pianos the hammershanks 
should be appro”limately in line with 
theirwippens (perpendicular to the ham 
mer rail) S when the .hammers are cen- 
tered to their strings. If most hammers 
need spacing to one side in order to 
center them under their strings, the en- 
tire keyfi-ame should probably be relo 
cated instead. 

2) The damper lift felts on the keys 
must not interfere with the damper 
levers of adjacent keys. Pn their 
unshifted position, the keys cannot be 
located so far toward the bass that they 
engage neighboring damper levers to 
the left. Likewise, they cannot move so . 
far toward the treble in the shifted 
position that they engage neighboring 
damper levers to the right. See Fi 
2. However, damper lever-to-key align- 
ment is also affected by the side-to-side 
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location of the damper action within 
the keybed, and by the extent to which 
the action shifts with the una corda 
pedal. 

Thus before deciding to change 
keyframelocation,youmustcheckham- 
mer/stringalignment, hammershank/ 
wippen alignment, action shift distance, 
and key/damper lever alignment. 

e following are typical proce- 
dures to use when doing the initial 
service on a new piano, or when servic- 
ing a used piano in good condition. 
The in/out position of the action 
shouldbecheckedfirst, becausechang- 
ing it will also affect hammer/string 
alignment in the bass and tenor due to 
an trings. 

I: With the piano assembled, 
check for adequate clearance between 
the natural keys and keyslip, and be- 
tween the sharps and fallboard. Note 
any problems. 

: Seat strings and tune the top 
TWO e unisons, and reshape the 
top two hammers if they’re grooved or 
vety fuzzy, so these keys produce the 
clea sound. 

3: Remove the fallboard, key- 
blocks, and keyslip. Replace the bass 
keyblock to hold the bass end of the 
action in place. 

key 

4: Play note 88 using a light to 
medium blow, while moving the treble 
end of the keyframe slightly in and out 
as shown in E%oto 1. You will notice 
one location where the tone is stron- 
gest, while it becomes weaker on either 
side of that point. Ef the tone is stron- 
gestwhen the action is pushed in all the 
way against the keyframe stop blocks at 
the. back of the keybed, you still may 
not have reached the optimum posi- 
tion. Some stop blocks have an adjust- 
ment screw. If so, it can be adjusted to 
allow the action to be pushed farther 



back to achieve the best strike point. 
Iftbere is no adjustment screw, you 

can move the hammer farther back by 
lifting up the front of the keyframe 
slightly, as sb~wn in Photo 2. While 
playing the key, place a small pry bar or 
flat-blade screwdriver under the key- 
frame guide pin and pry up slightly. 
Lifting the keyframe l/ES” at the front 
will shift the hammer strike point al- 
most l/%6” farther from the cape bar-, 
causing a considerable change in tone. 
If the tone does improve with the key- 
frame lifted up, you will need to Wim 
the back edge of the keyframe where it 
contacts the stop blocks so the action 
can be moved to the .new location. 

5 Mark the best treble key- 
osition as determined above. 

Use a sharp pend, making matching 
marks on the end of the keyframe down 
cmt~ the keybed. Next, instd the keys+ 
ad fallboard and check for any inter- 
ference. If there is none, adjust the 
guide plate in the treble keyblock to 
hold the action in the correct positisn 
according to your pencil ma&s. See 
Ew.a.Q 3. Note: s69me aesigws may not 
have an adjustable guide plate. T‘hese 
will have ts be adjusted by relocating 
the e keyblock or modi$hg it. 

6: Adjust the bass end of the 
keyframe, if necessary, so ehere is equal 
space between keydip and natural keys 
at both ends of the keyboard Check 
that the bass hammers do not contact 
the damper guide rail. 

7: Next evaluate the side-to- 
131 e ‘cl itiow of the keyframe in its rest 
or unshifted position. With the 
:keyblocb in place, raise groups ofham- 
:mers up to the strings and check ham- 
:mer/string alignment. This can be done 
‘~y~r~~~i~~~~w~r~~~ thejack tern&-s, 
musing four fingers to lift several ham- 
mers at once. Pressing thejack tenders 

witbut thejach tripping. See 
4. Notice wbetber most ham- 

mersarewellcentered, orwhethermost 
are too far toward the bass or tos’far 
t0wsll-d the treble. 

8: If just as many hammers 

need TV be spaced toward the treble as 
need to be spaced toward the bass, 
there is probably naathing to be gained 
by sellmating the key frame. Instead, aI1 
hammer spacing shsdd be &me by 
shifting individual hammer shanks. 

If, however, most hammers need 
TV be spaced the same direction, reh- 
eating the key frame in that direction 
will minimize the number ofindividual 
hammers that have to be spaced. In 
that case, remove the action stop block 
from the bass end of the action cavity, 
and adjust its location. To space the 
action toward the treble, add paper or 
card stock front rail punchin tQ the 
mounting screws, between e stop 

block and the case. To space the action 
toward the bass, either plane the block 
dswn or remove skim material that 
may already be present. Screw the stop 
bllock back into position, replace the 
keybhb, and recheckhammer/string 
aligmnent. 

Note: If there is a discrepancy in 
hammer/stffingalignmeratbe~eeBa the 
bass and the rest of the scale, it can 
possibly be addressed by changing the 
in/out PQSitiQIl Qf the bass end of the 
keyframe. That is, because the bass 
strings are angkd, lscating the acticm 
further out (toward the player) will in 
effect move the string pattern to the 
left, and vise versa. Thus the hammer/ 

nment of the entire bass sec- 
tiaan can be adjusted independendy of 

the rest of the piano to some degree, 
dependingupon the amount ofin/sut 
adjustment available. 
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The best lateral locatisn for the keyframe is 
that which wiilll minimize the number of indi- 
vidual hammers that need to be respaced, as- 
suming correct key/damper lever and ham- 
~mershank/wipper alignment. 

A Once the action is located for best 
apparent hammer/string alignment, check to 
make sure no keys interfere with neighboring 
damper levers, as follows: with the action in the 
unsh@ed position, play each key within the 
damper section. Watch closely to make sure no 
damper to the left of the note being played 
moves at all. This tests that the keys are not too 
far toward the bass. 

Next, depress the left pedal to move the 
action to the s?zij?ed position (adjust the pedal 
and shift stop screw if necessary so most tenor 

and treble hammers clear their left unison 
string). Now play each key again, watching 
that no damper to the right of the key being 
played lifts or winks. This tests that the keys 
are not too far toward the treble. 

If there is interference with a very few 
damper levers, it might be correctable by 
respacing individual damper levers or trim- 
ming‘individual keys slightly. Sometimes the 
entire damper action may have to be shifted 
slightly to one side, and the damper wires 
readjusted as necessary. These repairs are 
beyond the scope of this lesson, however. 

. 

top European craftsman for years to 
regenerate rotted or damaged wood. 
Now available in the United States. 
@ Will not shrink or crack 
e Can be planed, stained, sculpted, 

filed or drilled 
e Suitable for indoor & outdoor use 
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Webb Phillips, established in 1967, is one of the 
country’s leading piano repair and restoration 
factories. In addition, the company is the leading 
expert and distributor for the following products: 

@ DAMPP-CHASER@ PRODUCT§ 
@ Traditional French Polishes 
@ Complete Line of Industrial Finishing Products 
@ World’s Best Fillers, Stains 

r Water - Based Finishes 
8 IIVLP §pray Systems 



In Brief 
This lesson consists of 

practice tuning in the range 
of octaves 5 and 6, known PACE , 

’ Professionals Advance through Continuing Education sharp. 
As mentioned earlier, in the 

simply as the treble in the 
PTG Tuning Exam. Partici- 

either the Ml0 or the M3, E5 is 
flat. If the Ml7 beat rate jumps 
up suddenly from that of the M3 
and MlO. the note is likelv to be 

pants will tune several notes 
in each octave, applying the 
M3-MlO-Ml7 octave test and the parallel 
Ml7 test, and listening closely as others 
do likewise. This is the first of two lessons 
on treble tuning; the next lesson will 
emphasize the twelfth and double octave 
relationships in octaves 5 and 6. 

Background 
It is with some fear of complicating 

what many find to be a relatively easy task 
that we present these two lessons on 
treble tuning. Experience giving the PTG 
Tuning Exam has shown that the treble 
area is about the least likely to cause 
examinees to fail, which suggests that an 
elementary technique and a few simple 
tests are all that’s required for an accept- 
able result here. Indeed, it is possible to 
achieve fairly good results in octave 5 
tuning clean octaves and checking P5s 
and P4s, and in octave 6 tuning clean 
octaves while balancing the D&es and 
P12s, and fine tuning everythingwith the 
parallel Ml7 series. 

At a more advanced skill level, how 
you tune the treble is somewhat depen- 
dent on how you want the high treble to 
sound with the rest of the piano, since 
the high treble has its roots in the treble. 
If you want the high treble to be very 
bright, then you need to build up to it by 
tuning wider octaves lower in the scale. 
The type of treble tuning we feature in 
this lesson should sound like the “master 
tuning” of a well-scaled PTG Tuning 
Exam piano; not a “Picasso” tuning (very 
wide, noisy octaves, screaming at the top), 
but not a “Rembrandt” either (overly 
conservative, pure octaves, somewhat flat 
butvery clear-sounding at the top). There 
is broad agreement that it is possible 
throughout most of the treble on a de- 
cent piano to tune the middle path - 
achieving a fair balance between the 
single octave, the double octave and the 
twelfth, with no objectionable beating 
among these consonant intervals, and a 
top end that sounds neither flat nor sharp. 
This is the path we will attempt to illumi- 
nate in these lessons on treble tuning. 

This month’s lesson features the M3- 
MlO-Ml7 test, which is a combination of 
the4:2single (M3-M10),2:1 single (MlO- 
M17) and 4:l double (M3M17) octave 
tests. Often, you will observe an even 
acceleration of test intervals’ beat rates as 

LESSON PLAN lower half or so of octave 5, the 
P5/P4 comoarison test is useful. 

Tuning Lesson #21 

Treble: Part 1 - 
The M3-Ml O-Ml 7 Test 

By Michael Travis, RPT 

This monthly lesson plan series is designed 
to provide supervised practice of tuning skills as 
asu#!ement to ino!epen&ntstudy andpractice. 
Chap& are encouraged to use this material as 
the basis fm special Associate meetings, or for 
their regular meeting program. Each lesson is 
desipd to take about one hour, with aboutfour 
participants. Participants are assumed to have 
essential reference maten’als and tuning tools 
(see PACE ch.ecklist) and access to a well-scaled 
laqe upfight or grand piano for independent 
practice. 

you play the M3-MlO-l+17 test in the 
lower part of the range, where double 
octaves and the 4:2 single (midrange) 
octaves are wide. These relationships will 
change as you progress toward the upper 
end, where the double octaves tend to- 
ward pure, and the 4:2 octaves toward 
narrow (and nearly inaudible). The test 
intervals for the 4:2 octaves become un- 
comfortably fast even in octave 5, so we 
wouldn’t normally use the M3-Ml0 test 
by itself in the treble. The 2:l octaves 
remain at least slightly wide throughout 
the treble, so that M17s will always be at 
least slightly faster beating than MlOs. It 
would not be unusual in the upper end of 
the treble to perceive the Ml0 beating 
less fast than both the M3 and the M17, 
which may be beating about the same 
speed (though they’re all beating pretty 
fast!). However, you can use the test in 
parallel series throughout the range; shift- 
ing the test up or down a semitone should 
show similar parallel relationships among 
the test intervals. 

Example: To test E5, play C3E3, C3- 
E4, and C3E5. Observe beat rate changes. 
C3E5 should not beat slower than either 
C3-E3 or C3E4, and the changes you 
observe in playing this test for E5 should 
be very similar to the changes you ob 
serve when you play the series a semitone 
higher or lower. If the Ml7 is slower than 

This must be every &ner’s favorite test, as 
it’s common practice to tune “octave- 
fifth-fourth” when going up through oc- 
tave 5, as a continuation of tuning up 
from the temperament. In this test, we 
would like to see the P5 a bit cleaner- 
sounding than the P4. However, this test 
is not much use above octave 5, since the 
correspondingcoincidentpartialsforthe 
P4s at least are in the area of the right 
cheek block! The reality is that P5s and 
P4s all sound pretty good above a certain 
point in the scale, so above that point it’s 
a waste of time to use them. 

Chapter Meeting &t-up 
These lessons are most conveniently 

taught to a small group of four or five. 
Each group should have its own piano 
and RPT instructor. Each piano should 
be in a quiet environment for close lis- 
tening. Avoid using pianos that present 
serious obstacles to tuning, such as deeply 
grooved or misaligned hammers, string 
termination noises, etc. 

This lesson requires advance work 
on a piano, preferably a well-scaled 6’ or 
larger grand. It should be on pitch or 
nearly so throughout, strip-muted and 
with a single-string midrange tuning up 
to B4 that can be used as a foundation for 
tuning the treble, C5-B6. To simulate 
PTG exam conditions, detune the single 
open strings of octaves 5 and 6 alter- 
nately sharp and flat by about 2 cents to 
3 cents: tune a whole-tone scale from C5- 
A#6, pulling octaves slightly sharp, and 
then tune a secondwhole-tone scale from 
C#5-B6, leaving octaves slightly flat. 

Tod;F&-P~U~ 
Tuning hammer 

HomeS2udy~~forPafi~ 
Read ThePTG TuningExamination: A 

Source Book: “Learning to Pass the PTG 
TuningExam”part7: Treble, by Michael 
Travis, see esp. “Treble Octave Diagnos- 
tics,” beginning p. 47; see also “Passing 
the Tuning Test”, by Jim Coleman, Sr. , 
esp. section on octaves, pp. 7475. Prac- 
tice tuning the treble, and using the M3- 
MlO-Ml7 test to analyze your octaves. To 
do this well, you have to be able to tune a 
decent temperament and midrange sec- 

Concluded on Next Page 
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,;i Continued from Previous Pflge 

tion; otherwise, treble tests may show 
irreconcilable conflicts. Take any oppor- 
tunity to have an RPT check out your 
midrange tuning to make sure it’s OK 

General Instructions 
Please note that the set-up for this 

lesson requires that the piano’s midrange 
be tuned in advance, and both the 
midrange and treble muted to single 
strings. Divide the 24 notes in octaves 5 
and 6 among the participants. The RPT 
instructor should briefly review the les- 
son plan. Each participant should have 
around six notes to tune, about half in 
octave 5 and halfin octave 6. Notes should 
be tuned in chromatic ascending order 
startingwith C5, so thatparticipants have 
at least two turns each. Those not tuning 
should be quietly listening so that all may 
benefit. Budget time so that you spend 
about twenty minutes or so on each oc- 
tave, or about five minutes for each par- 
ticipant on their first turn, and five more 
minutes on their second turn. 

The main goals in this lesson are for 
participants to practice treble tuningwith 
an emphasis on octaves, and to under- 
stand what the M3-MlO-Ml7 test does 
and how to interpret it. So the first thing 
to do is talk briefly about the M3-MlO- 
Ml7 test,anddemonstratewhatitsounds 
like in the midrange. Play G2-B2, G2-B3 
and G2-B4, and listen to the beat rates. 
Break the test down into its component 
parts: the M3-Ml0 4:2 octave test, the 
MlO-Ml7 2:l octave test, and the M3- 
Ml7 4:l double octave test, and compare 
the sound of the test intervals to that of 
the intervals being tested. 

Have the first participant start tun- 
ing his/her first notes in octave 5 as if 
doing a pitch adjustment. Tune the oc- 
tave directly, leaving it slightly wide if 
possible, checking the fourth and fifth 
down, and re-tuning the octave as needed. 
Option: play the “Harvey chord” - the 
octave, fifth and fourth together, and 
find the quietest spot to leave the tuning. 
After tuning several notes this way it’s 
time to check some octaves with the M3- 
MlO-Ml7 test. Try to ensure that the 
participant properly applies and inter- 
prets the test each time, and plays it in 
parallel to compare adjacent octaves and 
double octaves. Before going on to the 
next participant, the first should play all 
the parallel intervals up to the notes 
tuned, includingP4s, P5s, octaves, double 
octaves, P12s, and M17s. Consonant in- 
tervals should sound clean, and M17s 
should progress evenly, and the tuning 
should withstand normal test blows. 
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Instructor: After all octave 5 notes 
are tuned in this way, recheck the Ml7 
series from C5-B5, and ifanything sounds 
suspicious, have the person who tuned 
the suspect note make any needed cor- 
rection. Now go back and play M3-MlO- 
Ml 7 tests in parallel for the twelve notes, 
and comment on what you hear for par- 
ticipants’ benefit. Be sure to point out 
how the relationships among the test 
intervals change from the bottom to the 
top of the octave. 

Repeat the process for octave 6, ex- 
cept don’t let any of the participants use 
P4s and P5s here - explain how it’s a 

waste of time. Suggest they tune octaves 
first, checking double octaves and 
twelfths, parallel M17s, and finally the 
M3-MlO-Ml7 test, on individual notes 
and then in parallel fashion. Point out 
differences in how the M3-MlO-Ml7 and 
test intervals relate to each other in oc- 
tave 6 versus octave 5, and what that 
means. 

Note: Do you find these lesson plans 
valuable? Do you have specific suggestions for 
changes or clatiification? Please direct any 
comments or suggestions to the author c/o the 
Journal. 

Piano Key-Weighting Pliers 

These parallel-acting 
pliers effectively punch 
out leads which have 
been previously in- 
stalled in piano keys 
WlTHOUTsplittingor 
tearing the wood key. 

They also act as a lead 
installing press for 

pushing in new leads into properly positioned holes in the re- 
balanced keylever. )eabEeaber will install all size leads. They will 
remove l/2”, 7/l 6”, and 3/8” existing leads from piano keys. 
(They will not remove S/8” leads.) - 

Price $ I 25.00 
Offered exclusively by: + shipping 

czp Renner USA 
2 POB1223 

Weston, CT 06883 South Windsor, CT 06074 

Phone: 203-221-7500 designed and manufactured 
Fax: 203-454-7866 by Chris Robinson 

Computer Software 
Piano Seruice Manager@ Tuning Manager@ 

ficomplete Customer Care, Schedule, *Harness your PC/Mac’s 
Invoice, Auto-Reminders, etc... power to your AccuTuner! 

*New to computers? PSM is for you! *CHAMELEON: ‘Create custom 
*Already on computer? Direct data aural quality tunings. 

transfer into PSM is available. 
JPSM for DOS: $295 

-#rHistorical Temperaments. 
*MIDI transfer-backup 

e Phone support by the author! 
Dean L. Reyburn RPT 
2695 Indian Lakes Rd, NE 
Cedar Springs, Ml 49319 

6 16-696-0500 

edit-graph-print-score. 



,..PIANO KEY SERVICE 
Prices Effective January 1, 1995 God, Our Senior P,artner, Is The Real Key Prices subject to change without notice 

/ 
Piano Keys Recovered 

0 .075 Tops with Fronts (Molded Plastic). . . . . . . . . . . . . . . . . ., . . . . . . . . . . . $95.00 
i .8X$ Frium Tops with Fronts {Molded Plastic). . . . . . . . . . . . . . . . . . . , $125.00 

$100.00 
q 1060 Pyrali: : : : : : : : : : : : : : : : : : : : : : : : : : : : : : : : : : : : : : : : : : : : : : : : : : : $105.00 
0 Fronts Replaced (.030 Pyralin). . . . . . . . . . . . . . . . , . . . , . . . . . . . . . . , . . . . $60.00 
q Paint/Varnish Removed from Fronts . . . . . . . . . , . . . . . . . . . . . . , . . . . . . , $20.00 

Sharps Replaced 
0 High Gloss Plastic (3 l/2”). ....................................... $50.00 

0 Satin Finish Plastic (3 l/Y) ....................................... $65.00 
0 High Gloss Plastic (3 S/4”), ....................................... $70.00 

0 Geniune Ebony. ......................................... Call for Price 

Keys Rebushed . 
0 Rebushed with Cloth - Front and Balance . . . . . . . . . . . . . . . . . . . . ‘. . . . . $75.00 

(Premium Quality High Density Cloth Used) 
q Rebushed with Leather - Front and Balance . . . . . . . . . . . . . , . , . . . . . . . $95.00 

Other Services Available 
0 Bleach and Polish Discolored Geniune Ivory Keys ................... $125.00 

, 0 Replace Chipped Ivory Heads or Tails ....................... each $10.00 
(Reconditioned Used holy) 

q Complete Ivory Restoration ................................ Call for Price 
0 Replace Key Buttons ..................................... each $1.50 
0 Replace Key Buttons (Set of 88) ................................. $120.00 
0 Grand Damper Guide Rail Rebushed ............................. $40.00 
0 Refelt Grand Dampers. ........................................ $150.00 
0 Broken Key Repair. ............................. minimum each $20.00 
0 Key Cleaning (Set of 88) ........................................ $35.00 

(Pressure Blasting of Wood Tops) 
q Deburr and Polish Capstans (Set of 88). ........................... $20.00 
0 Custom Made Keys. ....................................... Call for Price 

Other Repair and Rebuilding Services - Call for Information and Prices 

Please be sure to enclose your 
order form inside box with kevs 

- 

J. Larry Walker 
554 State Route 190’7 

Fulton, KY 42041 

J 

Call for 
Order 

& Pricing 
Information 

Phone / Fax (502) 838-6889 

- 
l-SOO-‘7456819 



Work Order From: 
Name 

Address 

City, State, Zip 

Telephone 

SPECIAL INSTRUCTIONS 

Shipping Instructions: 

You may ship by UPS, Parcel Post or 
Private Carrier to Walker Piano Service. 

INSURANCE: If you desire to 
insure your keys on the return shipment, 
add 40@ per $100.00 of declared value. 
(For $l,OOO.OO add $4.00) 

NUMBER ALL KEYS: Number Keys 
BACK of Key Buttons 

For Key Rebushings Send MICROMETER 
Reading of Front Rail and/or Balance Rail 
Pins or Enclose 1 Each of Front Rail 
and/or Balance Rail Pin. 
(Please tape pins securely to side of key) 

TERMS: CASH or C.O.D. - Make Check 
or Money Order Payable to: 

Walker Piano Service 

Please enclose your payment, any special 
instructions, your name, address and 
telephone number inside box with keys. 

FREE return freight on PRE-PAID Orders 
of $50.00 or more (within continental 
U.S.A.) if shipped in cardboard box. 
Please add $5.00 additional if you wish to 
use a keycase. 

r A------------------------ 
I FROM: 1 

I 
I I 
I 1 To place your order: 

I I 
I 1 Fill out the order blank 

r. Larry Walker J 
554 State Route 1907 

Fulton, KY 42041 

I (front & back) 
i‘ ’ 
I 
I 

Cut out this handy shipping 
label and follow shipping 

. ] instructions printed above. 

I Phone/Fax: 502-838-6889 i 

l- -s----------------------- -I 



Tuning, regulation, repair, and rebuilding of grand and upright pianos. 
Business pmctices, including computer applicati0ns.e Elective studies in antique instrument construction. 
Program Coordinator; David Hoffman, RTT a For more information, call or write Director of Admissions. 

- 1465 Universitv Drive Winchester, Virginia 226016195 a 1-800-432-2266 

lue !-larnmers are a special execution, 
designed and produced for North America, and are ideal for 
every high qlaality piano, Eursape t-American, pat-ticukrrly 
the greatvintage Steinway, MBSB Hamlin, Chickering, and 
Knabe pianos produced in the past. 

Phone: 203/221-7500 Fax:203/454-7866 

Or Contact: 
Wick Baldassin 
Teachin Technical Csnsulkant 

Phone:801/292-4441 Fax:801/298-1441 
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Perhaps by now 1 will have pro- 
vided some motivation to assess your 
environment and your methods of 
providing a service in a profitable and 
satisfjkg manner. We’ve also covered 
quite a lot about the changing client 
pool and our need to be aware of the 
differences that exist in our local 
communities. The following com- 
ments are based on a recent presenta- 
tion by Fern Henry, EST and BTG Past 
President. 

To review this series, we have 
described some of the changing 
elements in our environment such as 
our increased diversity of our commu- 
nities and our need to acknowledge 
these differences. We’ve discussed 
trends in the piano industry, contem- 
porary lifestyles and evolving market 
place and our need to adapt. I even 
had. the gall to cite reasons why we are 
resistant to change. From there, we 
described how a business plan could 
help us chart our route for serving our 
clients more effectively and finally, we 

emphasized the importance of provial- 
ing excellent customer service. 

In conclusion, we need to reiterate 
the importance of keeping aware of the 
sequence we’ve followed because it is 
perpetual. May we all be effective and 
satisfied piano technicians! 

Observe environmental changes. 
Identify personal business values 

Create a business plan. 
Provide excellent, efficient 

valuate, reassess each year. 

The2 se of ~~~~~~~ 
‘The purpose of a business is to create a 

Other aims may seem to be: maki 
pianos, serving the piano industry, etc 
follow from having customers - you have nothing without 
customers. To create ep customers you must do the 
things that will make c rs want to do business with you. 

A successful b~slrless person nwsf: 
enuine Concerw for 
ordinary Care of Cu 
onstant Innovation 

factors are3 your financial 
loea et. You can hire a financial 
move to a better market. But - you must use the three key 
ingredients above to treat 13s in the long run. 
No one is ever going to say, ““t-b’s a technician e%eeause 
there are lots of pianos in town.” In o or&s, a good market 
alone will not assure long-term success in creating and 

earn for the customer, all othe 

work? 
emewts, and do good work! 
e (customers are often surprised 

polite (common courtesy is really uncommon 
cour&esy). 
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phone manners. 

how respect (remove shoes when appropriate, 

to your customers. They perceive your 
fhei~=‘own terms, therefore their perception is the 

reality - listen, and address G7?eirconcerns: 
Handle complaints willingly. Do you view a com- 

plaint a pain that you can eventually recover from, or as a 
golden opportunityto distinguish yourself from less-concerned 
service people? 

Remember-: Common co.Wf3sy is ti9se 6Mfnah3 barrier 123 
esmpetitor et-&y. 
~~~~ 

s service is so common- 
place, that you merely have to do the ordinary to appear 
extraordinary. Fortunately, this is easy. 

Vacuum inside the piano (very noticeable to the 
also helps your pride). 
Cban the keys (Wash & Dry moist towelettes work 

e care of little problems (supply lock keys, 

movers, teachers, dealers, 

little gifts (pens, posters, books, calendars, 

kl~vi@r/~i~~o~i~~ service 
ng cover and Dampp-Chaser installation 

Provide finish care products 
otif2s (caster cups, lamps, locks, dollies) 



One oflXkhard’s Rules crf Piano Technology is: Thefact that 
a su@‘~ly house sells something doem ‘t mean you should necessatily use 
it. Amother rule is: JTcm can rarely use somethingjust the way it comes. 
The most useful and productive tools are often the ones we’ve 
custwmized to our way of doing the job. 

A third rule that is closely related to these two is: .%omc! ofthe 
most useful things will comfrom the strangest so~ces. Here are sOme 
of my favorite non-supply house tools and supplies. 

First on the list has to be ACC cement, conunonly referred 
to a5 super glue. I buy it at a hobby shop that sells model trains, 
rockets amd cars. It comes in various viscosities and can be 
accelerated to set almost instantlv. I’ve w&en about it before, 

can is about $4. 
l[found me ofrny handiest tools in a piano. It’s a conductor’s 

baton. The tapered fiberglass stickisjust the right size for poking 
into lot3 of holes and a size comnmnly found on pianos. You can 
clean them out, line them up, test their depth, or stuff them witb 
whatever. It’s also great for retrieving screws from between the 
plate and case, or down in the action. Ithasjust the right amount 
of flex and worn’‘’ scratch the case. 

One of my handiest measuring tools is my set of drill bits. 
The easiest way to index a plate ~QOF removal is to find the largest 
bit that will pass between the plate and a bridge or the case in a 
few easilv ddicated SD&S. Note the size for each location and 

but must mention it 
again because it has 
got to be me of the 
thimgs I reach for 
msst sftem in my 
shop (next to my 
PTG coffee mug). It 
seems like every day 1 
find a new applica- 

later install the plate 
so that the bits fit 
again. You’ll have 
the plate back in 
place with am accu- 
racy that’s equal to 
the increment size of 
your set of bits. 

A gsod cordless 
tion for it. T&lay I 
was refinishing a set 
of sharps that were 
wOQa with tbe heavy 
plastic-like coating or 

drill is another tool 
&at% use many times 
a day. I have 3/8” 
one with a 9.6V bat- 
tery and a fast (I 

ihell. The shell was coming loose from some of the sharps and 
bubbling out against the neighboring white keys. A little AX, 
some clamp, and a shot of accelerator, allowed me to proceed 
with the refinishing right away, and avOiaea having to replace the 
whole set of sharps. 

Here’s an unlikely source of supply for two conmmn shop 
items. Looking for some unscented talc, or fine graphite psw- 
aed Try your local tractor dealer or farm supply store. Talc ana 
graphite are usea as a seed lnbrisating additive in planters and 
are sold in gallon sized jugs for just a few dollars, 

Here’s another farm supply 8%~ rebui%&rs. 
There’s a product called Slip PlateTM that is graphite in a dry film 
carrier. It’s used to apply a non-stick coating to grain handling 
facilities and mower decks. It works great for fitting pinblocks. 
It’s easy to spray on a graphite film to the plate flange that dries 
almost instantly and will last through the entire fitting. A 14 oz. 

hour) charger. A spare battery is a must, and a keyless chuck is 
handy. Look for a drill that feels good in your hard, reverses 
easily and logically, and is sdidly made. 

Masking tape is cme of the little things that can make a big 
difference. I use it for veneer and felt clamping, depth-stopping 
drill bits, lining up marks for decal installation, scale marking for 
chipping, as well as masking for refinishing (almost a whole role 
per piano). 1 bought a case of premium masking tape at an 
industrial supply house and discovered just how cheap that 
cheap tape was that I was buying on sale at the hardware store. It 
pays TV, buy gOOa stuff9 even when you’re buying stuff to use up 
and throw away. 

Bomms Tip - To avoid damaging or lifting finishes with 
masking tape, apply the tape to yourselffirst! Sticking the tape 
owto your clothes a few times will load the tape with lint and 
reduce the tack. 



Last year I found myself in the doldrums. There was plenty of 
work in Berkeley for an established piano tuner, but working 
largely for well-off babyboomers left me with an empty restless 
feeling. Past escape attempts,had landed me in Europe, tuning 
for London B6sendorfer and Paris Steinway dealers. I had 
secured the Paris job by mail, and when I showed up in jeans and 
sandals and my dog, Jeckel, on a leash, my employer Madame 
Hanlet invited the dog in but said the footwear would have to go: 
“One ne travaille pas nu-pieds 2 Paris.” For a while I traveled the 
Metro lines, tools in one hand, leash in the other, tuning for 
private customers and concert halls. Jeckel often found himself 
tied to the base of the Eiiel Tower while I toned upstairs at the 
Restaurant Jules Verne. The winter and my inability to find digs 
other than drab hotels, however, soon brought me hack to 
Berkeley. J 

The idea of Cuba had vaguely occurred to me over the years. 
Once, in 19’79, I dashed off a letter to the Importer of Musical 
Machines in Havana saying, “Hey, I heard you had a great revolution, 
and how about hiring me to tune your pianos?” No response. Then, 
in 1992, Victor Charles, San Francisco’s premier piano rebuilder, 
died at the age of 75. He was the Marxist son of a 
Vancouver piano maker, and had been my best fiend and mentor. 
He left a dozen friends and girlfriends little packages of$%,OOO. I-Ie 
also left his music (he was an accomplished composer), and his shop 
tools to the appropriate parties. In his honor I wrote to Global 
Exchange, a group I heard had ties to Cuba, offering to donate my 
services to the hundreds of titrated musicians I envisioned playing 
on worn-out untuned pianos. 

Piano tuning in Cuba is a felony under the U.S. laws banning 
travel to that country. It happened that Global Exchange was 
organizing the Reedom to Travel Campaign, a project thats 
purpose is to send waves of Americans to the island in open 
defiance of the decades-old ban. A l%strong collection of 
activists from the ages of four to Abe, who can’t tell you how old 
he is because he can’t hear what the hell you are asking, agreed 
to risk six-figure fines and ten-year sentences in an attempt to jolt 
the Clinton administration into reversing Ronald Reagan’s 
decree that visiting, patronizing and loving the Cubans is Trading 
With the Enemy. I decided to sign up and 
apply for the job in person. 

A horde of Yankees arrives at the old 
Tropicoco Russian resort. In the back- 
ground a piano tinkles out familiar Play- 
It-Sam-style tunes as an elderly Quebecois 
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couple watches with amusement as the last few of us check in. It 
is controlled pandemonium with Mojito rum drinks provided by 
the hotel staff, everyone exhausted from over-excitement and lack 
of sleep. The French-Canadian gentleman has a chair off in a 
corner by the piano where he can survey the spectacle. I practice 
my French, he tells me we are witnessing an historic moment. 
The ebecois, he says, have never understood the U.S. antipa- 
thy towards Cuba. He feels the a.rrival of these upstart tourists is 
long overdue. 

The hotel piano sounds ati, and I am drawn closer. A tall 
black man at the keyboard peers through gold-rimmed glasses 
with rectangular frames. I-Ie is ancient. I introduce myself during 
a lull in the m&c a.nd offer to tune the hotel piano for fun. A 
plastic ivory is missing and I have brought along a complete set to 
donate to a school. The pianist, Daniel Duran, speaks good 
English. We agree that I will tune the piano at ‘720 the next 
morning, before the guests are up. Then he asks, “My piano at 
home needs some of those - do you have any extra?” Without 
thinking I offer him the school plastics. 

My tuning the next morning is less than stellar because the 
terrible old German grand wants to break every other string in 
the treble, the thin wires having rusted through after decades of 
exposure to the salty breezes of the hotel lobby. Luckily there are 
plenty of other thing wrong with the instrument and the pianist 
will like the improvement. 

That evening it occurs to me; I want to visit the elegant old 
musician at his home, and the ivories will provide an excuse to 
invite myself. The pianist is very kind when I collar him after a 
song, and he lets me know I have done a fine tuning. His job, he 
explains, is to rotate amongst the resorts east of Havana and play 
favorites for the tourists. He gives me his address in Alamar: 
Zona 6, edeficio-, apartamento-. We are set for early the next 
morning. Alamar, city of 100,000, is visible from the highway as a 
mass of concrete-block housing projects left to rot for 20 years. 
Tropicoco resort residents have to pass it to get to Havana, and it 
looks depressing; does Socialist Man end up living like this? But 
Daniel Duran gives his address there with some pride - maybe 
Cubans see the block houses as bunkers f?om which to fight the 

30-year U.S. economic hostility. 
It is raining the next morning. The 

taxi driver has to stop five times for 
directions, the Zona and edeficio numbers 
proving of little use, and I descend when 
we reach the general vicinity. Without 
much Spanish it is still easy to find the 
house by making piano-playing motions 
while describing a tall, dark old man. The 
residenb must think me q&e a sight, a 



slightly overfed sport coat-wearing2 straw-hatted Yankee dripping 
with drizzle and sweat, carrying thirty-five pounds of tools in a 
doctor’s bag. Eventually a kid takes me to Daniel’5 door where a 
woman lets me in. 

My arrival comes as a 5urpriise. Last night’s @au, wbicb 
didn’t envision tin, was for me to borrow a hotel bicycle and 
make the hour-long ricle by eight o’clock, Lucky for me, the 
hotel doesn’t loan out bikes before nine and by the time I had 
organized a taxi I was almost an hour late. I start work on the 
piano and am deep into tuning when Daniel appears f?om an 
interior room. Beautifully dressed (his shift at the Tropicoco 
starts technically at ten), gracious and soft-spoken, he puts me 
even more at ease than I already am. He arranges a delicious 
demitasse of muddy sweet espresso, and we talk as I tune. 

He has a Wurlitzer 5bort upright, sold originally in Havana 
in 1915 when Wurlitzer was producing great pianos. The ivories 
turn out to be real, so be can’t use my plastic teytops after all. As 
soon as I lift the lid and remove the front door I can see this is an 
excellent old instrument. The tuning pins are dark brown with 
corrosion as are the strings, but something in the Cuban air has 
kept them from getting rusty and brittle - there is only one 
broken string at the very top of the treble. The pitch is at least 
half a tone low, but the action - the keys, hammers and all the 
levers in-between - is in fine orig%ml condition, All I really have 
to do to get the piano in good playing order is to tune it twice to 
raise it up to concert pitch. 

Daniel Duran is beside bi~se~~~~joy at rhe attention his 
old piano is getting. Maybe his play for the keytops was a subcon- 
scious ploy to get me to his house. It takes almost as much 
concentration to cl0 the first rough tuuing as the final tuning, and 
it is hard to concentrate. It is only my second day on the island, 
and I want to hear Daniel’s theories ofjustice and economics, * 
but I eventually have to insi5t, “‘Afinar~ no politico,” hoping I’m 
saying ‘“No more politics,jmt tuning.” 

The hilarity has subsided enough for me to get past the middle 
ancl bass sections aud into the treble when Daniel brings out a bottle 
of fine Cuban rum. I have to laugh ““Daniel. You mean I cau drink 
rurn ad tune your piano, too?” ‘Yes! Yes! Are you a&-aid of rum!” 
Well, it is about ten in the morning and I am terribly afraid. But what 
can I do? Laughing andworldng, Ifiwish up the last couple ofos%ves 
along with a coffee-cup of rum The tuning is fairly ram&y, but the 
pitch is up where I want it, and I promise to try Tao return on our last 
day to give it a fine tuning. 

Itispushing II wheuDanielwz&switbme to tbemainroad. We 
are in a slight pickle because we both have to get ts the Tropicsco 
and there is no normal way to travel such a distance in Cuba these 
days. With the petroleum shortage since the demise of trade with the 
U.S.S.R., the busses can take five horn to come. No taxis come to 
Alamar auy more. There is a system whereby any open-bed or 
government vehicle must stop for hitchhikers, but you have to get in 
a long line. To my embarrassment Daniel approaches an orange- 
coated hitching-control officer to get priority for his American 
dignitary. Just then a couple of Cubans come up and offer to sell us 
a ride for the price of gas plus a couple of dollars. We arrive at the 
Tropicoco fifteen minutes later. 

Maria Teresa Linares greets me at the door of her elegantly 
colormaded neoclassical Museo National de la Musica at the 

appointed hour of ten o’clock. Freedom to Travel has been in 
Cuba five days, Cuban TV has covered the visit intensively, 
delegations from all %evels d government and all sizes of children 
have been mobilized by an obviously deeply moved population, 
and here am I, soaked in sweat, recoverimg fforn a delicious cigar, 
looking for ajob. 

Maria Teresa takes rne on a tour of some of the Museo’s 
pianos - three Steinway grands, a 1920 Pleyel-Wolff French 
dripping with brass ornament, and a couple of ornate Eumpean 
uprights. I play a few triads here and there and am relieved to 
hear that the instruments are in quite good shape. I am surprised 
to see that these Caribbean pianos soaking in Cuba for many 
decades have been more preserved by the film of moisture than 
ruined by it. The only drawback seems to be that piano tools tend 
tQ meltinyQUrhar&. 

In the Muses’s small concert hall/meeting room, I meet 
IRape Montejo Soto, a student of piano tuning in IIavana. She 
stands with Maria Teresa and the PA souud specialist I have 
dubbed Protocol, because h ows some English and can 
tramlate the odd phrase for ue%. They watch intently as I 
begin tuning the rare Art Steinway L, white Louis XIV with subtly 
decorated side panels. The pitch is close to concert A-440; high 
humidity won’t let the soundboard contract over the years and _. 
loosen the strings. Also I learn there was a good &miGo mo 
(Soviet technician) in years past - be must have administered 
several solid Rmsian tunings. 

Unfortunately the bm strings are a little dead? or tubby- 
sounding. This leaves me with a few options. Best would be to 
restring the seventy-year old piano from top to bottom, a week- 
long job. I have one day and no strings. Second best is to remove 
the bass string5 from the back end of the piano a handful at a 
the, tie them in a large loop, run the loop up and down the 
strings to loosen the corrosion, and reinstall each sting with a full 
twist to tighten the winding. This process takes about an hour 
and results in a nearly new-soundiug bass, but removing string5 
wreaks havoc with the tuning. Maria Teresa has planned a flute 
and piano concert for the following day and I won’t be able to 
return to touch up the bass. So I use option three, a trick I 
learned from my fiwt master teacher, the blind Ceylsnese E. 
Michael Silva of Hayward, California. You briskly loosen and 
retune each bass string in the hope that some of the old corm- 
sion will break up 

Now pu have to see it from Racpel’s point of view. IIere is a 
typical American, totally underwater piano tuner, violently messimg 
with the bass strings of an exqemely valuable Steinway0 She n-m- 
mars something about breakage. I am paddling about obliviously, 
talkiwg to myself ancl experimenting with removing a few of the 
wires. Kindly &quel puts her foot down; the piano, she avers, is in 
perfectly good shape for tomorrow’s concert. Luckily I have my C.V. 
and a letter of recommendation from Steinway’s prestigiio~ New 
York Concert Department tucked in with my passport. I rise to my 
bind legs and introduce myself a what I am: a hotshot piano tuner 
with ahnost thirty years’ experience and a training background 
second to none. I manage to keep a straight face, hand the 
documents to Protocol and ask him to present them to MariaTeresa. 
A hush descends on the hall as they all pore over the two crucial 
leaves. In tiwae - a verdict. I pass. By now it is almost I I a.m., and I 
set to work with a vengeance. 
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Maria Teresa asks me to concentrate on the Art Steinway on the 
stage rather than pursue my plan to tune as many pianos as possible, 
Raquel is in a chair by my side unable to calm down about having the 
weird Yankee expert for the day. I answer her questions and give 
occasional pointers, all the while trying to speed through the concert 
tuning to get to the sorely-needed action work. Occasionally Raquel 
sings the note I amtuning- apracticeguaranteedtoenrageatuner. 
“‘Mifios no canta!” is my broken4panish refrain - trying to say 
“‘Children! No singing!” I myself cannot be prevented Tom intermit- 
tent bursts into song, so happy am I to firad myself of use to these 
benevolent beings on a foreign planet. 

A solid tuning is just the first step in preparing a piano for 
concert. Hammers grooved from years of play have to be resurfaced 
and fitted precisely to the strings. The hammer height as well as the 
letoff point must be set. Eighty-eight springs must be adjusted for 
maximum reliability on repeated notes. 

Maria Teresa sets me up in a nearby office with a desk by a 
window as my workbench. I lug the action to the desk, arrange my 
tools on an adjacent table and begin the three-hourjob ofre-shaping 
the excellent old hammers to the ‘“Steinway 
shape,” in which each hammer is sculpted 
with a sandpaper file and given the profile of 
the pointy end of an egg. Raquel watches for 
a while and asks to take over. I decline, 
somewhat alienating her. She disappears for 
a couple of hours. 

There is a room off my workshop con- 
taining the office 0fLigia Cuzm2i.n Piantini. 
I smile as I pass her door and she eventually 
rises from her desk to introduce herself. She 
seems to be the Museo’s archivist and musi- 
cologist. She shows me her name on the 
cover ofa tract and I ask ifthe Piantini refers 
to her mother’s name and the Cuaman her father’s She says I have 
the order of Spanish names right and that both her mother and 
father were well-known Cuban musicians, and that’s as far as my 
Spanish takes me. For some reason % ask her about a song we hear 
everywhere on the island, “Cuba, Que Linda Es Cuba.” She, too, 
disappears. 

I am alone in my wonderful workshop, feverishly shaping the 
hammers (the Muse0 closes at five) by the open window in the wet 
heat, with the sounds and smells of Old Havana intruding from the 
window, the sound of an advanced guitar lesson coming from the 
hallway, and the rustling of papers from the office of Ligia Cuzm2r-r 
Piantini. 

Ligia enters from the side door to speak with me. She presents 
me with two pamphlets from the archives. The first is a 1981 history 
sfthe Muse0 with photographs, the fancy 1905 residence contained 
the offices of Bat&a’s Secretary of State until the Rebel Army took 
it over, written on the 10th anniversary ofthe opening of the Museo. 
one of the full-page photos is of Colonel Arnaldo Tomayo copying 
out the words to “Cuba, Que Linda Es Cuba” for some workers and 
youaag students. 

The second pamphlet is her own biography ofEduardo Saborit, 
composer of that rumba anthem (Ligia’s father, Maestro Adolph0 
&am&-r, turns out to have collaborated on many of Saborit’s 
recording). She has written a kind note in commemoration of my 
visit. On the back cover she has written out longhand every word of 
“‘Cuba, e Linda Es Cuba.” It certainly is. 
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At 3:30 Raquel reappears. She at first refuses my request to help 
out with the action regulating, saying she thought 1 wanted to do it 
all myself. I[ explain Y: only meant the hammer-shaping, where the 
style of shape is somewhat unique to each tamer and it wouldn’t be 
good to split the job. She gets to work immediately on setting the 
hammer-line - the level of the hammers at rest-which has sunk 
far too low over the decades. She works opposite me at the bass end 
while I finish up the top two sections. She has a great pair of hands. 

‘Sm 
I e last morning, and by 6~15 we will have to be on the buses. 

I hold back tears in the hotel lobby as our Cuban hosts present 
farewell speeches. only hours earlier I got past my sheer admiration 
of the heart and strength of the Cuban people to finally know some 
oftheminapersonalway. LastnightIgotboredstiffwiththefarewell 
festivities planned for us, and ended up in the room of some of the 
hotel staff talking about rum, politics and work. There were three 
young men (one so drunk you had to tell him everything twice), two 
youngwomen and one typicalAmer&n. We talked until 3 a.m., and 
in the end I traded shoes with my host, the ever-smiling restaurant 
workerJoe. He had told me how much he loved his job, that he was 

learning every aspect of the waiter’s trade, 
but that life in Cuba these days entails miles 
and miles of walking every day. When he 
pointed out the two little holes in the sides of 
his leather moccasins I looked down at my 
perfect new adjustable Birkenstocb and im- 
mediately proposed a trade. Joe’s shoes 
didn’t fit me at all and ended up getting me 
in a heap of trouble later with Continental 
Airlines when P tried to board in Cancun 
barefoot. 

The week has been a material success. I 
made a good impression at the Muse0 and 
now it looks like I may be invited to spend a 

few months later this year working for the Arts and Music School in 
Havana. Daniel Buran’s piano got its fme tuning on Saturday. He 
arranged for a fine box of cigars for my father. There is only one 
thing I must do, and k~kily I remember, when there are a few 
minutes left before bus-boarding time. 

Brian Viani is a soil scientist with the Lawrence Livermore 
Weapons Lab. He has top security clearance for his job, which is to 
design nuclear waste dumps for the Federal Covernment. We were 
talking a few days before my trip to Cuba. He and his wife, Tawny, 
wanted to donate some cash to the Travel Challenge, andwhen I got 
up to go, Brian asked me one favor: Could X send a postcard to him 
at work? 

I find one with a gaudy image of our big Russian hotel, plaster 
a big Cuban stamp on it, address it to him at the weapons lab, and 

wire and tuning pins, other parts and supplies you can spare as 
well as extra tools and books, and give me a call. Another thing 
they need is string-cover felt to protect the remainimg g~~od 
grands. It costs momey, and any founds you send will go to buying 
parts for the project. 

Thank you. . 



Publishing your chapter newsletter 
can be fun and challenging, but is can 
ah be overwhelming if you’ve never 
umder~&en the task before. However, 
if pu own and operate a compnter, it’s 
easier than ever, and new software 
available offers tremendous improve- 
ments in the area of desktop publish- 
ing. All the more reason to take the 
plunge and move into the computer 
world. However, for those of you who 
have mot yet gotten your feet wet, a 
good newsletter can be produced on a 
typewriter or word processor, even ifit 
is a lQt mQre WQrk. 

In Bill B&u-cl’s Jhmzal article, 
te IVow> Adz Me How,” April 1995, he 
am extemsive list of styh of 

newsletters and the varied topics that 
cam be included therein. And assum- 
ing he has convinced you that you care 
write, the rest is the fun part. So YQU 
may have questions like: How do I start 
a newsletter? How do 1 refine it? 
Ahlmugb there are no rules, there are 
many ways to go about publishing a 
newsletter. This artick will highlight 
some basic editing techniques. 

There is no single step-by-step 
recipe for putting together a newslet- 
ter, just some common sense am-l a few 
basic ideas ofgsod layout and design. 
l[f you don’t have any desktop gublish- 
ing experience, you can gain a good 
sense ofwbat looks gaod and whatjust 
aoesm’t WQd., by BQQkimg at sther 
mewsletters, newspapers, and brs 
chures. When we’re learning how to 
voice, we must listen to many examples 

of gosd pianos, in addition to the 
khmkers, so that we can begin to 
develop a sense of what to aim for and 
what we want the end product to sound 
like. The same method can be applied 
es design. The more you see, the more 
you’ll begin to recognize how you want 
your newsletter to loQk. 

e 01s 
First, you meed the proper tosls. 

As memtiomed, a Computer makes the 
1m0st sense these days. The software 
zkvailable mow for desktop publis%aing 
makes it very simple. If you are using a 
l?C, Microsoft Publisher 2 is the front 
runner. There are some other popular 
programs such as Page Magic, Claris 
Works Publisher, and AI-& & Letters> 
that are supposed tQ perfogjust as 
we%1 as Publlisher but cost considerddy 
163S. The tQp WQd prQCes§img PI-Q- 
grams such as MJQrdPerfect 6 Qr 
Microsoft Word 6 now have newsletter 
templates and macros that make it 
easier than ever to plug and play. If 
you are a Mac user, ClarisWorks is 
considered a top pro ard AMus 
Home Publisher now has a version 2 
available. 

Assuming you have the tools, let’s 
examine the process. The ccmcept is 
basically the same for ewriter or 
computer* It’s just a whole lot easier 
and more effdent on a computer. 
Collect your articles or features, such 
as: date of next meeting, minutes from 
previous meeting, prsfiile of an out- 
seamding chapter member, description 
or summary of last technical program2 
upcoming events, dassidied ads, 
armouncements, drawings, photos, clip 

art, etc. These cam then be “pasted” 
into precletermined formats such as 
cohmms or text boxes, or sidebars. 
Most recent software programs have 
styles already developed specifically for 
newsletters which allow you to just fill 
in the blanks with your text, leaving the 
formatting up to the computer. 

But it helps to have an idea of what 
to aim for. One of the first things to 

learning about is layout. In HOW 
LeaJlets, Nmspapms, LY Nmslett.m, 

(listed at the end of article) Nancy 
Brigham says, “Good layout rarely calls 
attention to itself. Instead, it makes 
reading your paper an irresistible and 
pleasant experience. Pictures and 
headlinesjump out at readers, beckon- 
img them to each page; stories are easy 
to read, key imfQrmatiQm Cam be found 
CpiCklJC" 

Yom- level of success is directly 
related to how much you experiment 
ad how creative you want to get. The 
best way to learn is to jump right in. 
Then all sf a sudden you realize that 
you knsw what you’re doing, and you 
are actually having fun. 

do it, It is very tempting to try out all 
the bells and whistles that your com- 
puter can ds, but fight the impulse. 
The best-lookimg newsletter5 look like 

e effort to prQduce. 

look amd desigm of a publicatiom. The 
best de is to SeleCt one type style for 
the bocly text, amcl Qme for the headline 
text. Using too many e styles cam 

~~~~~a~~e~~ cm Lvc?xt Page 
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actually create confusion for the 
reader, who may not know what to read 
or look at first. Save the “fancy” type 
for things like posters, flyers or adver- 
tisements within the publication, And 
that includes outline, underline and 
shadow, which will make your newslet- 
ter look amateurish. Underlining text 
only creates a stumbling block for the 
reader. Use bold and italics to create 
emphasis for a word or phrase. By the 
way . . . do not use all caps! This will 
only stop the reader’s eye flow aud will 
cause the movement of the page to 
come to a screeching halt. 
e Na h&z: The area on the front 
cover that displays the newsletter’s 
name. The name is usually set in very 
large type, and it’s almost always at the 
top of the first page. A good name- 
plate is actually informative. It will tell 
you whether you are one of the people 
who should read that newsletter, and 
whether that issue is the current one. 
If the name of your newsletter says it 
all, maybe you don’t need much more 
than the name and the date of the 
issue. 
@ $‘a~: White space can be an 
extremely useful tool. Text has a 
tendency to look gray when it frills an 
entire page. If this becomes the norm, 
your eyes will tire of trying to get 
through all the grayness and you will 
lose the interest of the reader. When 
used with basic design techniques, it 
can be useful in creating page balance 
and great layout. hJoe Grossmann 
says in Nmdettms from tke Desktop (see 
listing), “Mere’s a graphic technique 
that’s all too easy to forget. Maybe 
that’s because our programs have 
plenty of tools for adding type, graph- 
ics and color, but there aren’t any 
special icons or menu commands for 
adding white space.. . There’s no better 
way to draw attention to something 
than to surround it with a bit more 
white space than one would normally 
expect.” 
@ &~Euww: To help break up the text 
and help the eye move across the page, 
arrange the text in collumns. Two or 
three columns work best for newslet- 
ters. Some programs handle column 
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balancing automatically and a “make it 
fit” feature in some word processing 
programs will also make sure all the 
text fits on your page. 
@ ~ra~b~~~ One of the best ways to 
grab the attemion of your reader is to 
compliment your story with a graphic. 
Graphics can be line art or photos. 
They can be incorporated into the 
page layout to create a movement or 
flow of text. They also serve in the 
same capacity as white space when they 
break up heavy amounts of gray text. 
Clip art books can be purchased at art 
supply stores or clip art software 
packages are available at your com- 
puter store. But don’t let the art get in 
the way of what you’re trying to convey 
to your readers. 
@ Ma$tbe * This is one of the most 
importan atures a newsletter can 
have. A real masthead displays the 
name of the publication and editorial 
staff and it appears in each issue of the 
publication, usually on the editorial 
page if there is one. It is usually set off 
in a box and can give information 
about the off&n-s, volume and issue, 
date of publication, addresses, editor 
information, etc. It is a resource of 
information which should be at the 
fingertips of the reader. The type can 
be placed inside a lightly tinted box or 
under a heavy horizontal rule to 
separate it from surrounding articles. 
The type doesn’t need to be very large 
- try sizes from seven to nine points 
@ ~~Q~QcQ~~~~ It is easier to copy an 
article from another publication, but it 
is not better. It ouly takes a few more 
minutes to type the article in the same 
type font as the rest of your text, and 
the look you will achieve cannot be 
compared. The end product will be far 
less cluttered resulting in a cleaner, 
more organized newsletter. Always 
remember . . . give credit where credit 
is due. Get permission to use the 
article and then explain who wrote it 
and in which publication it originally 

leaner and neater 
the copy that you give to your printer 
(whether printing or just photocopy- 
ing), the better the final result will be. 
The cleanest copies come from com- 

puters with laser printers, 300 dpi or 
better. §econd best is an ink or bubble 
jet. But even good copies can be 
achieved when using a typewriter or 
daisy wheel printer, by making sure the 
ribbon is new and the type heads are 
clean. A sure way to lose your readers 
is if they have to strain to read the text. 
@ Pmte--zlpc If you are actually doing 
“paste-ups,” use spray mount instead of 
Elmer’s or rubber cement. l[t is a much 
cleaner process and will not leave 
sloppy glue residue on the edges of the 
work. Also use a straight edge to line 
up your “‘pasted” pieces of text and 
graphics. Well done, the eye may not 
even be able to detect that it wasn’t 
typed in one sitting. 

If you really want to get into 
desktop publishing, there are plenty of 
other fun gadgets on which to spend 
your hard earned money such as a fax 
modem, CD KIM, laser printer, or a 
scanner. But we’ll save those for 
another article. And besides, a top 
quality newsletter can be published 
with just the basics. The best way to 
learn is just to try. Don’t be afraid to 
experiment with ideas, graphics, layout 
and text. There is no limit to what you 
can create. 

NEWSIXITERS F..OM 5933 DESKTOP, 
The Desktop Publisher’s Guide to Designing 
Newsletters That Work> byjoe Grossman, 
2nd Ed., Ventana Press; 1994 
LOOdr’Jav@ GOOD INPpldzva: A Guide to 
Basic Design for Desktop Publishing, by 
Roger C. Parker; Third Edition, 
Ventana Press; 1993 
NWWEA T DESKTOP PmUSHmG, by 
Steve Morganstern, from Home Office 
Computing 
Imw TQ DO .fzlw%ETS, NEwizET- 
TE& ~59 NEWSPME~ By Nancy 
Brigham, PEP Publishers; 1991 



This year’s armual convent&on in Albquerclue will offer 
PTG member5 a wonderful opportunity to meet and get to 
know technician5 and their spouses from :many other parts of 
the world. PTG will be hssting the IAl?BT (International 
Association of Piano Builder5 and Technicians) Convention, 
directly following our PTG Technical Ins8titute, and all PTG 
member5 are invited and encouraged to 5 
Monday evening to participate in the varioms 

IAPBT was formed at the 19’79 PTG co 
now aworldwide association ofpiano service organization5 ad 
individuals. The purpose of the association is the formation 
and maintenance of a worldwide fellowsh.ip of piano techni- 
cians and rebuilders. The objectives of the organizatisn are to 
encourage, and to provide a mean5 of exchange of technical 
information and related subjects, and for cooperation in scien- 
tific research to improve the quality ofpianos. All of this is done 
on a voluntary basis, much as we do regularly between PTG 
members and at our meeting5 amd conventions. 

This year’s IAPBT convention will include member5 from 
the following or nizations: Europiano, the Japan Tuner’5 
Association, the rean Association of Piano Tuners, the 
Pianoforte Tuner5 Association (UK.), PTIG, and the Taipei 
Piano Technician5 Association. 

Ifyou are attending this year’s convention, pu will see our 
guests in several different role5 throughout the convention. 
There will be several excellent instructor5 teaching classes for 
us. There will be foreign technician5 who will be attending our 
classes - some of which will be especially adapted for our 
guests byway of translators, etc. There will be rmmerous social 
activities in which we shall all have a chance to mingle, eat, go 

g, and get to know each other. And lastly, there will 
BT Convention itselfO 

There will be some brief business actions needing to be 
taken care of* a5 with all organizatioms. For example, this year 

we shall be welcoming both Europiano and the Pianoforte 
Tuner5 Association into membership. There will be some 
activities which will be of interest to most everyone. For those 
of you who did not get a chance to do any sight-seeing around 
Albuquenque, there will be opportunities to do so. There will 
be several dinner5 providing wonder&l food and the good sit- 
down oppsrtunity to share with and learn from our f0reign 

ests.. 
Besides all the opportunities for mingling and getting to 

know each other, perhaps the biggest single eventwill be a very 
interesting symposium on Monday afternoon. The topicwill be 
“The Testhag and Accreditation of Piano Teclwaicians in Member 
Counttis and &ganizatiom. “We shall have speakers from each 
of the represented organizations to talk to us about such 
questions as: what are tbe legal issues of tuning in their 
countries and is tuning a regnlated trade? IIow do technician5 
learn the art of working on piano5 in these other countries? 
What tests, if any, are given to prove competence? What 

of technician5 in the country are certified! Are 
efined different level5 of competence? I-Iow does 

the general public know of these issues, and do they care? 
Most all of u5 are pretty well aquainted with our own 

organization5 and our standards, but many of us know very 
little about bow these things are done in other parts of the 
wcarld. For example, did you have at least three years of formal 
training to become a technician? Or did you serve a formal 
apprenticeship? In some countries, you might not have been 
able to have become certified if you didn’t. Our tests are tough 
- or so some of you think - but how do we compare to other 
csuntries. Come and hear about this and learn much more 
about how our counterparts throughout the rest of the world 
run their businesses and organizations. 

Next month there will be an article, written by Doug 
Kirkwood, RPT, to help us better understand some of our 
cultural different tbatwe can more comfcntably meet and 
interact with our tr, frc~m arourad the world. 

Albuquerque ‘95 is 
cpiclcly appro”“hing - if 
you have alreacly regis- 
tered, we promise you an 
outstanding ins 
you have not re 
please iMe a momt to 
n?CQazSid~. 

Continuing educatisn 
is the only way we have to 
stay competitive aud, 
hopefully, to maintain a 
competitive edge. Many 

of us operate as de 

our income is 
limited by what 
we can produce 
-Working 
smarter, not 
harder, is the 
key to continned 
growth and 
prosperity. 

uprigb~ or 
a~~~gbt shames -we 

have a class for you. 
@ Have you said to 

yourself9 “‘There 
has to be an 
easier way to do 
this? )’ 

@ Has your 
income peaked 
or even de- 
CliI-Ed? 

@ Do clients 
request work 
which is above 
your skilill level? 

* Have you lost clients 

because your csmpetiti.on 
hm a bigher level of skill? 

@ Have you lost client5 
because they don’,t underM 
stand Jmu? 

@ Do you feel that you 
just d&“t bave emxigb 
time to do everything? 

If you answered yes 
one or more of these 
questions - you need 
Ahxperque ‘95. 

to 
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Many of us like to make conven- 
tion attendance part of a faaaaily 
vacation, but worry about whether the 
kids will find enough interesting things 
to do while we are busy attending 
classes. That certainly isn’t a problem 
in Albuquerque, and this article will 
begin by outlining things to do within 
the city, of inteiest to children and 
adults alike. The city has recently 
begun a ‘“trolley” service for the benefit 
of visitors, which will make it easy to get 
to and from most of the places I’ll 
mention here. 

Let’s begin with the zoo. Due to 
the generosity and support of Albu- 
querque taxpayers, the Rio Grande 
Zoo has become one of the most 
progressive zoos in the country, both in 
the design ofits exhibits and in its 
dedication to programs for propagat- 
ing endangered species. Some of the 
most popular exhibits include a pair of 

tigers (with three cubs), a 
hibit with underwa- 

ter viewing, an extended family of 
gorillas, and a tropical rain forest 
exhibit with free-flying birds. The zoo 
is less than two miles west of the 
convention center, by the banks of the 
Rio Grande. 

Just north of the zoo is ‘“Old 
Town,” the area where Albuquerque 
was founded. A central plaza fronts the 
historic San Isidro church, and is 
surrounded by restaurants and shops 
of all sorts, catering primarily to 
tourists. It is an intriguing place to just 
wander around, and pick up a souvenir 
or two. On the northeast edge of Old 
Town is &he Albuquerque Museum, 
containing exhibits dealing with the 
history of the area, a collection of 
“Western” paintings, and hands-on 
exhibits aimed at children. 

Across the street from the Mbu- 
querque Museum is the New Mexico 
Museum of Natural History, with life 
size bronze statues of a pentaceratops 
and an albertosaurus standing guard by 
the front door. This is the newest (by 
far) major natural history in the 
country, and quite different from the 

stufdj display case layout of older 
museums, Among the exhibits are a 
model of a volcano you walk through 
(complete with sulfur smell, sound 
effects, and a lava flow to cross); a New 
Mexico seacoast exhibit, with plants 
and aquatic life designed to replicate 
the New Mexico of a million or so years 
ago; and an “Omnimax” theater, which 
shows films that make it seem as if you 
are going through the Grand Canyon, 
into an erupting volcano, and the like. 
Almost next door, to the‘west of the 
Natural Histoy Museum, is the Albu- 
querque Children’s Museum, with Ilots 
of interactive programs aimed at 
children. 

About a mile to the northeast is the 
Indian Pueblo Cultural Center. Run by 
the All-Indian Pueblo Council (com- 
posed of the 19 surviving pueblos of 
New Mexico), this is a showcase of 
pueblo culture. Every Saturday and 
Sunday dancers from various pueblos 
are featured in the central plaza 
decorated with large murals painted by 
prominent pueblo artists. There is also 
a museum illustrating pueblo art and 
culture, an extensive gift shop featur- 
ing pottery, jewelry, books, and souve- 
nirs, and a restaurant whose menu is 
made up of unique Indian cuisine. 

Other attractions in the metropoli- 
tan area include the Explora Science 
Museum (downtown, within walking 
distance of the convention center); the 
Beach waterpark (with artificial waves, 
long waterslides, and the like); the 
u campus with several small 
museums (most closed on weekends) 2 
a duck pond, and unique architecture; 
and the Rio Grande Nature @enter 
(with exhibits and hiking and biking 
paths through the bosque). A new 
botanical park is under constffuction 
just north of the zoo, but I am not sure 
how much of it will be open byyuly. 
Sound like there might be enough to 
do to while away the hours? 

Then there’s eating. There are 
plenty of restaurants featuring cuisine’s 
from China to India to Italy, but the 
real attraction is New Mexican food. 
When you go into a New Mexican 
restaurant, look over the menu, and 
place anorder for some local delicacy, 

the waiter will invariably ask you, “Red 
or Green?“* This cryptic question 
refers to Chile (never spelled “chili” in 
New Mexico). So what’s the difference? 
Green Chile is picked while still 
immature (like a seen bell pepper), 
roasted, peeled, chopped and frozen. 
Red Chile is the same pepper allowed 
to mature fully, then dried and 
ground, What you will get poured over 
your burrito, or whatever you ordered, 
will consist mainly of Chile: in the case 
of green, probably saut6ed with onion 
and perhaps a bit of meat; red is 
reconstituted with water into a paste, 
and flavored with garlic and perhaps 
cilantro or cumin. The heat levels of 
both red and green vary from quite 
mild to volcanic. You can always 
request milid, or ask for your Chile on 
the side, and use only as much as your 
palate will accept. (By the way, a bowl 
of Chile here is a stew made mostly of 
Chile, green or red, a little meat, 
perhaps some potatoes and onions, 
and beans by request. No resemblance 
to that Texan ““chili” concoction). 

What are all those other dishes on 
the menu? Most of them consist of a 
Ming inside a tortilla made from 
either corn or wheat. The fillings are 
most commonly beef, chicken, beans, 
cheese, or came adovada (beef mari- 
natecl in red Chile). Some dishes made 
with wheat tortillas are burritos (the 
filling is just wrapped in a tortilla and 
usually smothered with Chile); 
chimichangas (burritos tightly wrapped 
and deep fried, often served with sour 
cream); and chalupas (the tortilla is 
deep fried in the shape of a basket, 
with the filling then placed on top). 

Corn tortillas produce a similar 
variety of dishes. Soft corn tortillas, 
either rolled around a filling or stacked 
with filling in between, are called 
enchiladas. A tightly rolled enchilada 
that is deep fried is called a flauta. 
Probably everyone knows a taco is a 
corn tortilla deep fried in a foolded 
shape, with filling inside. A Wat deep 
fsied tortilla with filling on top is a 
tostada. A couple of other common 
dishes are tamales (corn flour paste 
with filling inside, steamed inside a 
corn husk); chiles rellenos (whole 



The 1995 Institute in Albuquerque is 
fast apprQacRing, allowing those who have 
not yet sent in their regi5tration only a few 
weeks to do 50. For those who are registered 
and contemplating taking in a PACE class 
there may still be some openings. The Qne 
thing I wQuld like to emphasize is that if you 
are attending and have the slightest possibil- 
ity of registering for a PACE cla5s, B&g ‘your 
P’&s!They are needed for many of the 
classes. The following are highlight5 ofwhat’s 
in store for this year’5 PACE Academy. 

This class is geared to help Associate5 
gain the knowledge to successfully pa55 the 
written exam. Rather than just a questisn- 
and-answer session, participants will delve 
into the how, where, when, and why ofpiano 

This class is being taught by 
er, who is a professional educa- 

tor, and ha5 instnacted at numerous conven- 

A55ociates will have the opportunity to 
take the written exam which will be adminis- 

ter. Participants ar 
“Preparing for the 

Written Exam” prior to taking the actu 
exam. 

G FCIR mGTEm- 
NI - Carrahsr, 
Central ~~~~va~i~ Chapr 

This class is a mu5t for those contem- 
~1adng~~g~e~~Technic~ Exam. Par- 
ticipanuats will be able to see, first hand, the 

makeup of this exam. Mike Canaher is an 
experienced and knowledgeable instructor 
who will take you through area5 d 
ing to some of the more 5pecific p 
pairs. 

Jack is an experienced instructor whs 
keeps his cla5ses moving with his wealth of 
knowledge on this topic. His class will be a 
&Teat asset in helping you to become f&nil- 
i~~dmQreco~de~t~~~ee~. Learn 
the basic concept5 of partial5 and inharmo- 
nicity, fundamental knowledge needed 

Hearing the beat5 is something all be- 
ginning tuner5 struggle with. Being able to 
hear, count, and distinguish beats is most 
advantageQu5 to setting agood tempera- 
ment. This cla5s will use a special monitor 
and sound system to make it easier to hear 
the beats and actually see what notes and 
intervals arebeingplayed. ~~~eb~~~ght 
at other csnventions and regiional csnfer- 
ences, and in fact, is teaching two PACE 
classes this year. 

@ PrneCH MPE - 

has a ma5ters degree in piano 
erformance and this is his sec- 

ond year teaching a PACE class at the 
Institute. This class will show bow to Eli- 

pit& from a pitch source 
on will also demonstrate 

creating the temperament and show bow it 
can be enhanced through setting, testing 
and improving intervals. 

This c&s will demonstrate bow to ex- 
tend the tuning from the tempera- 
ment. Tuning from the low bas5 tQ the high 
treble will be demonstrated showing the 
various checks used by the exam- 
iners. These areas are crucial in creating a 
fine tuning and the infQrmation 
received f?Qm this class will greatly help you 
develop an imprQved tuning. Michael Travis 
is a veteran instructor teaching this dass for 

-lG?nt 

Clear, precise Lmisons are oftbe utmQst 
importance in piano tuning along with good 
solid stability. Kent will demcsnstrate and 
discnss approaches to creating clear solid 
tuning5 and participants will be able to prac- 
tice while receiving individualized 
critiquing. Kent §wafford is the PACE 
Tuning Coordinamr for this year’s conven- 
tiona5hewa5fork~~tyear’s. Heha taught at 
regional and national cQnference5 and his 
work on the exam committee has been well 
recognized. He also is a contributing editor 
to the PTGJ&wnal. 

The best way to karn is to jump right in 
and take advantage of the practical 
experience. Being abl rebush a flange, 
repair a hammer, re te an action, or 
repair astring while being guided by Borne d 
the finest instslactow is a sati§@ng educa- 
tiisml experience. These da3se5, as with all1 
the PACE classes, are non-intimidating and 
participant5 will receive helpful tips and sup- 

green chiles with cheese or other 
filling inside, dipped in corn batter 
and deep fried); po5ole (a soup made 
ofwbole corn treated with lye, 5imilar 
to hominy, with pork, onion5 and red 
Chile); and sopaipillas (a cQmmQn 
dessert, something like a deep fried 
wheat tortilla in the shape of a balloon. 
You bite off a corner and put honey 
inside to eat one). Got all that? 

There are other local specialties, 
bnt these should be enough fQr you to 
get started tasting that southwestern 
spice while digesting all you have 
learned at the Institute. See ysu al% 
§QQIl! 
* During the cm-rent 5essiQn of the 
state legiislature, a state senator ha5 
introduced a bill to de 
Green?” a5 the OfCall 

(I[ am not making this up The decision 
on this mQmentQu5 bill is pending a5 of 
this writing) 9 In this same legiisllative 
session, the state senate passed a 
mem0ria.l to change the official 
spelling QfA.lbuquerque to 

ue. So if you weren’t 5ure 
hcaw to spell it to begin with2 now you 
have a new excuse. Isn’t local govern- 
ment fun? 
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port while gaining the benefits of hands-on 
experience. These classes require appropri- 
ate tools. A complete tool list will be sent to 
those registering through the Home 
Office. To register, call the Home Office at 
816-753-7747 and speak with Mary or 
Sandy. They can tell you the availability of 
classes and send you a tool list. There will be 
a $20 surcharge to help defray costs. 

Bill is one of PTC’s most knowledgeable 
andinnovative instructors. His PACE articles 
are well thought out, detailed and organized 
but yet easy to follow and tmderstand. His 
classes are similar with this particular 
class demonstrating the principles of work- 
ing with wool cloth for rebushing keys, ac- 
tion centers, and other parts. Each partici- 
pant will rebush a key, a damper guide rail 
andadam~erflange,andwillthenre-pin the 
shank and flange. Those who have attended 
Bill’s classes know that he has an uncanny 
way of devising fast and efficient ways of 
accomplishing jobs that produce quality 
results. Receive individualized training from 
one of the masters. 

@ 
Darn2 
Kathy Smith, Los Angeles, C4 Chapti, &hn 
Minor, Central .lL Chapter and Richard Raskob, 
Twin Citi& MN Chapter 

Grand Action Regulation is a popular 
class in great demand so this year we are 
running four classes devoted to hands-on 
grand regulation. To do this we are using 
two sets of instructors. David Vanderlip and 
Kathy Smith are experienced instructors 
having taught this class last year in KC and 
again at this year’s California State Conven- 
tion, of which Kathy was the 
Technical InstituteDirector. JohnMinorand 
&chard Raskob, both CTEs, have served on 
the exam committee and have taught at 
regionalconventionsand conferences. Most 
Associates lack opportunities to regulate 
grand pianos and consequently do not re- 
ceive the necessary experience to 
become proficient at this aspect of the 
business. This classwill cover complete basic 
grand regulation, and will provide all infor- 
mation necessary for an Associate preparing 
to take the Grand section of the PTC Tech- 
nical Exam. 

SanFrancisco, CA Chapter 
Margie is an experienced instructor, 

teaching this class for the second year. She 
has made some changes and refinements to 
this class, focusing on teaching a nearlyfool- 
proof method for extracting broken 
hammer shanks. his designed for those situ- 
ations where the shank has broken off flush 
with the part. This method gives neat, pro- 
fessional results. 

61 0 
- Doug Neal, Western Iowa Tech 

Doug is an instructor at Western Iowa 
Tech and has taught at many conventions 
and regional conferences. He is an experi- 
enced educator who loves to 
teach. Participants in his class will work in 
pairs and will have the opportunity to do a 
complete regulation on the same three note 
action model used for the FTC Technical 

Bruce has taught at conventions and 
regional conferences with this being 
his second year teaching this particular class 
at an Institute. He is a former president of 
the South Bay Chapter of BTC and was 
Director of the 1993 California State 
Convention. Brucewilldemonstratethetoob 
and techniques of efficient string 
repairs. Using special fixtures, 
participants will learn and practice complete 
string replacement, splicing, and 
making hitch pin loops. 

These practicums provide excellent 
opportunities for Associates to practice and 
receive constructive critiquing from quah- 
fied tutors. The tutoring is individualized for 
approximately two participants at each 
session. These practicums allow you to focus 

on areas of need.Whether it be Beat 
tes, Octaves, Temperament, or Unisons 

and Stability you need help with, there is a 
class for you. Also there is a Comprehensive 
Tuning practicum for Advanced 
Students. This is geared for those Associates 
who feel ready to take the exam bnt want to 
first be critiqued and or would like to focus 
in on areas of concern. There will be a $20 
surcharge for these practicums. 

David Sny&, Reading-Lancaster, PA Chapter 
Wilhs and David Snyder have been teach- 

ing at PTG Institutes for many years and are 
among the most respected in the piano 

rebuilding business. Willis is a past recipi- 
ent of the Golden Hammer award and he 
and his son team up to teach this hands-on 
class. Participants will have the 
opportunity to fit a bridge with a cap. They 
will then mark, drill, notch and pin 
the bridge. Learn from two of the masters. 

Dampers can be one of the most frus- 
trating areas of work for 
piano technicians. With the proper tech- 
nique and the right knowledge, 
damper work can be enjoyable and 
rewarding. Each participant will have a 
grand action model to work on while learn- 
ing to regulate and eliminate those irritating 
zings, buzzes and leaks. Receive handson 
instruction from Doug Wood who is a vet- 
eran instructor, teaching this class for the 
second year. 

@ G 
-Kevin andJan.etLeczy> Cbzveland, OH Chafiter 

Kevin and Janet Lezary are experienced 
instructors, teaching at conventions and 
regional conferences for many years. Most 
recently they were directors of the Ohio 
State Conference held last October. They 
will demonstrate and show how to obtain 
that fine edge on cutting tools while partici- 
pants will have the opportunity to practice 
themselves. Sharp tools are necessary 
to produce quality work and this class will 

Karl Habjanac, Star Finishing 
Thiscllasswillmovefastwithagreatdeal 

of valuable information being presented in 
a three-hour time slot. Put extra cash in 
your pocket with the tips and priceless in- 
formation leatned. Individuals will be able 
to practice and develop this skillwith hands- 
on participation. 

BC chapter 
Voicing happens to be one of the most 

requested classes among piano technicians. 
Most voicing classes present theory tips and 
technique with little or no hands-on 
application. This three-hour class will pro- 
vide some theory, examine varieties ofvoic- 
ing, demonstrate techniques for 
building tone, and allow for actual hands 
on experience; a valuable and 
informative class. Eric is an experienced 
instructor having taught this class at 
last year’s Instituteandmorerecendytaught 
voicing at this year’s Pacific Northwest Re- 
gional Conference. 
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I%-screeniwg is ET% newest aclclition to everyone’s exam I’m ghdl I aidn’t ‘LprcmQurKe §entellce~s right away. miting 
arsenal. In the few short morrths since the Pre-Screerriwg Marual fm the Associate to CQme to hi5 Qwn comclusisn was much more 
(PSM) ha5 been published, it has pr~vem very useM in re-routiing motivating and empQw”ring. He’s now attelxbg our chapter’s 
unprepared Associates away from T exam thilure iwto more PAalesssrls, takingprivate tuwingtutCXing, practiciaagharclancl 
apprqxiate paths, such as private mentoting, PACE Iesscms, re- making gQQa progress. 
reacling the literature, and more practice. 

Prescreening can be acl- R-e-screeminghasc9thermore 
subtle benefits, like builclirrg 
trust and prevensting freeway 

T who pm-screens is panic. 
doing us all a big favor by ila- 
creasing PTG’s exam efficiency Eke% a story from a CTE who 
and ll~l~i~g~s~ciates stay on a lives in a big city in the Midwest: 
straight path towar Six months ago I was phone 

pre-screeninganAssociatefrom 
another chapter, a person I’d 

exam, yml should give 9. Thispastwiinter 
mailed a I%-e-kreenirm P every CTE and as 

many tech examiners as we have listecl (call t!he IIome Of&e if 
pu want to be on that list), and to every chapter presidenat. Pre- 
Screeninag Marmals are available free ts all PTG members f?rom 
the Mome Office. 

ETS had a pm-screening booth at the California State Csw- 
vemisn. We’ll also have a p-e-screening booth at the PTGAnnual 
Csnvention in Albuperque. 

At ETS’s booth in the exhibition ball in Albuquercpe, all 
Associates (as well as and examiners) are welcome to stop 
by and chat. We’d b py to explain exam proceclures ancl 
answer your cpestions. Our primary goaI will be to try to gain a 
glimmer about an Associate’s exam reacliness. If his/her exam 
reacliness is ncot evidemat, we’ll probably suggest an incleptb pre- 
screening back bsme. In that case, after explaining that the PSM 

T5* we’ll hand out a PSM tcl the Associate and 
suggest he/she find an from their ho-me chapter 
willing to pm-screen him r, aml tc9 give the PSM to tha 

We need d f&w ~~~~~~~~~ the .EXS booth in 
u re es$xxiaUy mm&d during class break times~ because 

most of the booth activity orxurs thm. This meansyou won’t ha 
q?z any class times. ~~~~~t~h Kk?at (s&o) 26~~1.22 ifrou ‘n? in 
It 5 more fun than you think. 

Pre-screening has been arouml lsng enough to have gener- 
ated some interesting anecdotes. Here are a few sent iw TV ETS 

r-flung membership, incluclirrg cme from a newly 

A~ewm~~~sag~I~r~creene~a~~s~~iateata~i~~i~my 
shop. I started by asking him to fame A4 to his fork. Immecliately, 
we discovered his fork wasn’t properly calibrated. After taking 
care of that, he proceeded es setA4. Within tws minautes I could 
tell he wasn’t reacly for the exam, but I Ciidn’t say anything. 
After I0mirmtesandthree tries, hefin~~~selamAtkat~~uldp~s 
the exam (within three cents). Then cm tc8 the teml3erament. 
After 20 hesitant minutes, he’d tuned only five notes. He looked 
up at me aml saicl, “‘I guess I’m not reacly.“’ 

never met. In three weeks he’d be travelirrg to my chapter to 
attemp an auml retake of the electronic turmirmg exam. I askecl 
him about his first exam a year before. Me first admittecl his aural 
sccxes were very low, then t&I me about an irritatiaag last-minute 
scheclding ~sc~~~~ica~~~ that canceled an aural se-take 
exam one momh ago. I-Ie firrisbecl MS story with a5;persions about 
an examiner’s SAT competence. I made la0 comment but just 
listenecl. 

We talkedabbouthisupcoming exam. I explainedproceclures 
and time limits for the aural portion of the electrcmic tuning 

ssible over the phone, we explored some 
ancl weaknesses. I gave him some tips, 

e various PTG publications (he owned the 
otreaclit!),andrecommendedhe 
for an irkperson pre-screenirng. 
e, I lmew I needed to know more. 

I called his chapter’s leai examirrer, who -mea in some details. 
The actual evems are irrelevant, but I came to ccmclude this 
Associate deserved extra care ana attermori. 

I phQnea him again three clays before exam day. I repeated 
some specific tuning tips we had previously &cussed. Then I gave 
him ve r-y amika driving clirections to the exam site. This made 
him feel especially cared for ma, iwce the freeway cGramps are 
poorly marked, preventecl him fr5m getting lost on exam clay, 
which woulcl surely have ruiried his remaining composure. 

On exam clay9 the Associate tivea relaxecl and an lmur 
early. He tuned for the allsttecl time, then watched a5 we exam- 
iners mea5ured his turrilag iwto the SAT. His score wa5 cakulatecl, 
ma his midrange score was 79. One examiwer mistakenly am- 
IIQIDXd tQ the Associate that he had passea because mimmum 
pa&nag score was 70. Quickly~ the other examiners hastily cor- 
rectecl this error - passing score is 80, not 70, ana be ha not 
passed. Proceeding carefully, we aurahy verihecl every rmte twice, 
aa spent extm time dlemonstmting es the examinee why each 
pht was declucted. The result clicln’t change - he missed 
passing by only one point. 

Tbraughout this (unaersmaabljg traumatic episode, the 
Associate surpisecl me by staymg remarkably calm, appreciative, 
and gcmhau-ed (more than I would have been). He said he felt 

~~~~~a~~e~~ on i%?zfI Page 
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good because his aural scores had im- 
proved tremendou5lyfrom last year’s exam, 
and armed with whatwe’d taught him that 
day, he was sure he’d pass next time. He 
thanked us all for the extra time and effort 
we’d spent with him. I was so impressed 
with his reaction that I called him a week 
later to see if his feelings had soured. 
Happily2 no change - he still expressed 
the same positive optimism. 

1 believe this Associate’s attitude was 
due in large part to the trust he’d gained in 
me as a result ofourphone prescreenings. 
During those conversations, he learned I 
was on his side, I knew my job, and that I 
cared about being fair. I believe this trust 
prevented a big blow-up that could have 
caused hard feelings or; atworst, alienated 
this Associate enough to never take the 
exam again. 

This was a powerful lesson. From now 
on, %‘m going to make sure every Associate, 
especially those from outside chapters, gets 
a phone call before the exam to scope out 
any hidden agendas or undiscovered sore 
spots. 

The moral of this story? Pre-screening 
candomorethanfindgapsina.nAssociate’s 
exam skills. It can also help establish a 
relationship between examiner and exam- 
inee that helps decrease exam trauma and 
smooth over the inevitable rough spots. 

AndJna2ly, a ha@y tak)om Ryan Sow 
en, m, of the F’zget Sound chapm: 

After two and a halfyears as an Associ- 
ate, I finally passed my last exam and be 
came an WT this past February. 

As someone who has recently ben- 
efited from pm-screening, I mannain that 
the question all Associates should be ask- 
ing themselves is not ‘Why pm-screen?” 
but rather ‘Why not pre-screen?” 

Whether you’ve worked on 100 pi- 
anos or 1,000, I can’t think of one reason 
why anyone planning on challenging the 
RPT exams would pass up the opportunity 
of getting pm-screened. For the less expe- 
rienced technician prescreeningisapow- 
erfhl learning tool that can give a quanti- 
fiable analysis of your exam readiness. For 
the more seasoned Associate, it reveals test 
procedures and demystifies the scoring 
process. 

Myownpre-screeningexperiencewas 
invaluable. 1 was fortunate to have a pre- 
screener who had recently taken the tun- 
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ing exam for his CTE reclassification. In 
my opinion, having a pre-screener who’s 
familiar with the cwrent exm is essential. 
It’s better to pm-screen with a less experi- 
enced T who has the current exam 
standa fresh in memory than to pre- 
screenwith someone with 40 years of expe 
rience but has no knowledge of the newest 
WT exams. 

MO ~Q~~~T 
important prwcreening asset is 

the Sander-son Accu-Tuner. I found it very 
useful in analyzing my octave tuning, espe 
cially at the extremes of the keyboard. It 
also helped me learn to hear the scoring 
tolerances for each section of the exam. 

My pre-screener used the SAT during 
several mock tuning exams. This may have 
been the most valuable part of my pre- 
screening experience. It was like the red 
dye my dentist uses to reveal areas my 
toothbrush hasn’t been reaching! It made 
my practicing more efficient by showing 
me which of my tuning skills needed the 
most refinement, 

I’d like to emphasize this point. f%-ior 
to mypre-screeningexperience, Iwas con- 
vinced that low bass and high treble would 
give me the most trouble. Instead, my 
mock exam revealed that temperament 
and midrange were my weakest areas. (Ed. 
This is a common tn&cy.) This fore-knowl- 
edge allowed me to concentrate my prac- 
tice on those specific areas, instead of 
wasting valuable time practicing skills that 
didn’t need as much improvement. Inter- 
estingly, even with all my practicing, my 
lowest exam scores were in temperament 
and midrange. This showed me that mock 
exam was quite accurate in predicting my 
real exam results. 

T exam, 1 knew it 

wouldn’t be enough to be able to tame well 
- I had to be able to do it in the allotted 
hour and a half. 

1 learned from my prescreening ex- 
perience and by reading the many PTG 
publications that time constraints are a 
common stumbling block. I found it very 
usefid to practice by giving myself even less 
time than allowed on the actual test. Play- 
ing ‘“beat the clock” raised my efficiency 
immensely. Once I knew how fast I could 
go, I was able to accurately budget my 
exam time. 

I can also tell you from personal expe- 
rience that theVertical Regulation section 
of the technical exam is the most difhcult 
section to complete on time. I didn’t un- 
derestimate it twice! 

For me other Associates, 
test anxiety can be a major road block on 
the highway* % believe pm-screening 
helped me to control the nervousness that 
set in when the doors closed and the clock 
started ticking. 

Much of this fear comes from not 
knowing what to expect. It was a pleasant 
surprise to discover some of my fears were 
unwarranted. ‘You mean 1 only have to 
tune85singlesningsinanhourandaha.lf? 
That’s not so bad!” 

Of course, there is no substitute for 
pmctice,@.-actice,andmorepmctice.When 
it comes to reducing exam stress, fa.lse 
confidence is as dangerous as lack of skill. 

Thanks to PTG, good mentoring, pre- 
screening, and hard work, I had the deli- 
cious experience of writing a check for 
new business cards that now include the 
RPT logo. It’s money I hope you soon 
enjoy spending, too. 
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BQSTQN, &l-A E.EMTH M. JANKURA 
72 CBVERED BRIDGE KIAD 

FmDMCK J. MUDGE l!wvl3URG, PA 17240 

BRQQIgLIM, MA 02146 GION 4 

iVEWHpllli6pSHIRE 301 ATLUVEA, GA 

KEENA KEEL NCE E. ZECHES 
1 TQwNEHQUSE 1I-IARRISST 
ACTON, m 01720 TOCCQA, GA 305’77 

F~SBURCW, PA @%ON 4 

PETER A. SI’UMPF 441 cL.Emm, OH 
3240 CIRCLE DRIVE 
NTTSBURGH, PA I5227 

731 L4.zALEA lm.IvE 
SOUTH EUCLID, OH 44143 

All seminars, conferences, conven- 
tions and events listecl here are 
approvecl PTG activities. 

Chapters and regions wishing to 
have their function listecl must com- 
plete a seminar request form. To 
obtain one of these forms, contact the 
Pa% Home Offrce or your Regional 
Vice President. 

Once approval is given and your 
request form reaches Home Office, 
your event will be listecl through the 
month in which it is to take place. 

Deadline to be included in the 
Events Calendar is at least 45 clays 
before the publication date, however, 
once the request is approved, it will 
automatically be included in the next 
available issue. 

Location: Unknown at this time 
Csntaet: John Voss 
28-I % Mill Creek Rd. 
Mentone, CA 92359 
909-794-1559 

Qetober 5 - 8 
NEW K STA-i-E-NYSCQN 
HOW23 hnson Plaza Hotel 
Oakville, ON CANADA 
Gsntaet: John bilks 

Qakville, ON L6K 3L1 
600-469-7266 

SEMINAR 
Clarion Hotel 
Richardson, Texas 
Contact: Thorn Tomko 
114 S. Greenstone Lane 
Dw-canville, TX 7514 6 
214-780-0143 

October 19-21 
GENTRAL EAST REGlONAL 
SEMINAR 
Mariott Hotel 
BrsoMield, WI 
Conbct: Dave Hulbert 
4760 N. 158th St. 
BrooMield, WI 53005 
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R.EGION 1 ~ 296 WESTERN CAKOLINM, NC 

BOSTTON, MA 

JUDE J. KEVELEY 
59 WESTLAND AVE., #41 
BO§TON, MA 02115 

DONALD R. BULLA 
2900 E. NORTH ST., #77 
GREENVILLE, SC 29615 

. 327 CENTRAL FLORIDA 

TOIUXITO, ON 

EDELCXITEIN 
58 MQNTANAKOrn 
GUELPH ON MlE 3M2 
CANADA 

DIANE E. KULIG 
1741 MOHAWK TRAIL 
MAIm,FL 327515831 

. 331 SOUTI-I FLORIDA . 553 TWIN CITIES, MN 

CONNEc.TICUT 

PAUL H. DE’AK 
26 CAVRAY l-mm 
E. NQRWU CT 06855 

GEORGE T. KERR 
P. 0. BOX CT21 78 
NASSAU, N.D. 
B 

GION 3 

somJEmm 

KIC M. CHEKUBINI 
822 ER STREET 
EDGEWATER PARK, NJ 08010 

* 761 FORT WORTH, TX 

TM0 E. HUTTON 
6105 IZLAKEDR. 
lT. WORTH, TX 76135 

767 . 

RAYMOND P. JO SON 
334BINNEWATERRD. 
KINGSTTON, NYl2401-8422 

. 771 

H OFTE 

ERNEST W. A&fMON 
2006N. AVE. 
CAMER 520 

HOUSTCIN, TX 
ROCHESTER, NY 

MICHAEL A. INGERSOLL 
22lxuBBgDDrn 
N. CJSILI, NY 145%4 

. 787 

DMR. MOOKE 
P.O.BOX1563 
NEDE ,TX77627 

AUSTIN, TX 
PHILADELPHIA, l=A 

HERB D. FROMBACH 
203 KELLY LANE 
~~~~CTO~, PA 19335 

PATRICK M. INGOLDSBY 
16005 AWALT DRIVE 
AUSTIN, TX 78734 

REGECIN 2 
489 . LANSING, MI 

IUCHMBND, VA 

KAYMoma 
11500ITlmv0 
CHESTER, VA 23831 

PHIL SMIrn 
3400 N. ELMS ROm 
FLUSHING,MI 48433 

~ 532 MILWAUKEE, WI 
ON ROADS, VA 

EDMOND @. WILSON 
55Q5~~~AY~~~ 
VIFXXTIA BEACH, VA 23462 

LOFtICE L. RATTLE 
1032 HAYES AVENUE 
RACINE, WI 53405 

. 601 CHICAGO, IL 

Imz‘4RCII CLE, NC 

LlNDSAY L. BROOK§ 
1 IQ5 WOODBKIAK STKEET 
APEX, NC 27502 

NES 
#6227 

CHICAGQ, IL 60612 
. 

ALEXANDER TSIRLIN 
974QN.Wrnrn 
SKOKIE, IL 60076 

* 501 CENTKAL IOWA 

WALDEMAR S. SUNDET 
2161 DKWE, NE 
CED IDS,U52402 

JAMES M. TOLLFaFSRUD 
LAKE m., s. 
LIS,MN55405 

rnGION 6 

. 851 PHOENIX, AZ 

MESAp AZ 85202-7229 

e 901 LOS ANGELES, CA 

CLATJDEP.ALE DER 
3214 EDA STREET 
PASADENA, GA 91107 

. 926 0 GE CXXJN’IY, GA 

GEKALD W. LAMBUTH 
11622-M SALINAZ 

EN GROVE, CA 92643 

* 941 

- 945 

. 975 

SAN FK.ANCISCO, CA 

CmSTINA ML CHUTE 
2277 CEDAR STREET 
BERKELEY, CA 94709 

GOLDEN GATE, CA 

I.AKK E. BOWEKMAN 
1320 8 VERDE 
WALNUT CREEK CA 94596 

ROGUE VALLEY, OR 

KONALD w. OCHS 
2234 ZX.IYOU BLVD. #I-83 
ASHLAND, OK 97520 
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L. PAUL COOK 
President 

3137 Voltaire Drive 
Topanga, CA 90290 

(818) 716-6171 

DEBBIE JOI-IN§ON 
Vice President 

7908 Joliet Avenue 
Lubbock, TX 79423 

(806) 792-9712 

SHIRLEY ERBSMEML 
Recwding Secretary 

335 Chestnut Street 
Fredonia, NY 14063 

(716) 679-4530 

JUDY ROSE WHITE 
Corres,bonding Smetaq 

S. 8314 Loaves Creek Road 
Eau Claire, WI 54701 

(715) 8343020 

SUE SPEIR 
Treasun?r 

7110 Pomey Road 
DaIlas,TX75227 

(214) 381-0212 

PHYLLJS TREMPER 
Immediate Past Pwsident 

413 Skaggs Road 
Morehead, KY40351 

(606) 7831717 

JAN BEES 
515 Poplar Avenue 

Webster Groves, MO 63119 

h4AlXION BAILID 
A&us, CMzhoma 

JULIE BERRY 
Indianapolis, Indiana 

DESSIE CHEM’HAM 
McPherson, Kansas 

MARION DAMON 
Milwadm, Wisconsin 

LUELLYN PREUITT 
Independence, Missouri 

VIRGINIA SELLER 
St. Paul, Minnesola 

BERT SIEROTA 
Feasterville, Pennsylvania 

RUBY STIEFEL 
Louisvil~, Ohio 

From the earliest memo- nity to go to San Diego to the of Debbie Johnson’s biogrqbhy 
ries of my life ring the sounds Institute for Creation Re- was delayed. &‘?ze and hm hus- 
of Southern Gospel Music. search, for the purpose of band, Bob, zktill be celebrativag 
Granddaddy and his broth- writingahandbookforteach- their ninth anniversary this 
ers sang in a gospel quartet ers became available. This month.) 
that traveled alli over the experience truly served as a Iwentfrombeingsingle, 
south plains. They also loved time of learning and grow- to being married and the 
the cowboy ballads, hymns ing academically. mother of three teenagers 
of the church and popular After teaching fourth- and an 8-year-0ld, addimg tw0 
World War II songs. grade for six years, I moved son-in-laws and one daugh- 

The piano has played a back to Lubbock where I ter-in-law, to having our first 
very instrumental part in my have been teaching English grandchild. That’swhat call 
childhood development. for 16 years During these fast working! 
Born July 2, 1950, in Bob and I have been 
Lubbock, Texas, the attending state and an- 
birthplace of Buddy nual PTG conventions 
Holly, % was even born forseveralyears. Ijoined 
into a decade when mu- the PTGAfour years ago 
sic began to rock ‘n roll. to meet new friends 

During my school when I[ attended these 
years, 1 played the vio- 
lin and sang in junior I had absolutely no 
high and high school choirs. 
After graduating from 
Montery High School in 
1968,. I spent two years at 
Texas Tech University. Natu- 
rally, I learned to sing and 
appreciate many styles of 
music while 1 worked in a 
hospital as a ward clerk, and 
in a gift shop making floral 
arrangements. 

pastyears, I have participated. 
in the Lubbock Civic Cho- 
rale, sang in the First Baptist 
Church Choir, taught Sun- 
day school classes for single 
adults, and went on a cruise 
to Bermuda. Then, I met 
Bob... 

intentions of getting in- 
volved. Two years ago Bob 
became the South Central 
RegionalVice President. We 
became involved! 

Bob runs our piano busi- 
ness, and I am still teaching 
Enghsh while trying to run a 
floral design business in my 
spare time. Right! 

During the summer of 
1970,H transferred to South- 
ern Nazarene University in 
Oklahoma City. Of course, 
my memories of singing in 
the chorale are dear. 

Nine years ago one of 
my friends from high school 
asked me if I’d like to go out 
with her brother-in-law, who 
had recently been widowed. 
I asked if he had kids. She 
said he had four! I said, ‘“No! 
Thanks!” 

Graduation in 1972 from 
SNU, with a bachelors ofarts 
andscience in education, led 
to my first teaching job in 
Morton,Texas.Wdeteach- 

ing in Morton, the opportu- 

She said, “Debbie, he 
loves music!” 

I had no choice but to go 
at least once. 

We celebrated our 
eighth anniversary in June. 
(Editor’s Note: The publication 

We both sing in the 
church choir, teach a Sun- 
day school class, and are both 
committed to the advance- 
ment of PTG and the pro- 
motion and advancement of 
music. 

I look forward to serving 
as you Vice President of 
BTGA. God bless each one 
of you until we meet again! 
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§mDEmQN AGGU-TUNE 
Authorized distributor. Gonsignment 
sale of used Accu-Tuners and Sight-O- 
Tuners or new Accu-Tuner customers. 
Gall for details. Rick Baldassin, $01~292- 
4441. 

ACTION S AND LSA.MMEm for : 
the rebuilder. Highest quality Encore, . 
(by Abel) and &-Tone (Knight) piano . 
hammers. Try the new refined Tokiwa ’ 
Action Parts (now some of the finest : 
action parts made today). For the . 
ckwic 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 Ham- . 
mer Company of Germany. Quality . 
boring and shaping. We also specialize : 
in pm-hanging grand hammers on new . 
shanks for a $99.00 pre-hanging fee. * 
Write or call: Brooks, Ltd., 376 Shore ’ 
Road, Old Lyme, CT 063’71, Phone: : 
800-326-2440 or 203-4340287; Fax 203- . 
4348089 

SOUNDBO AND PINBLQCR 
PANELS: Finest quality Bolduc 
Soundboard Panels made from Cana- 
dian white spruce. Pinblock panels of 
l/4 sawn Canadian rock maple. For 
information and price contact Wally 
Brooks, Brooks, Ltd., I-800-326-2440, 
Fax 2034348089. 

SWB& . 
-now available for replace- * 

STEINWAY grands. ’ 
Workmanship : 

Available. The value of a Steinway is . 
determined by its final tone and action. . 
‘When you’re striving for excellence- . 
begin with quality.” Encore Hammers : 
and Actions Parts available only 
through Wally Brooks, Brooks, LTD., . 
376 Shore Rd., Old Lyme, GT 063’71; L- ’ 
800-326-2440. 

PTG Jew - 1947 - 1979; 373 
issues, $300 c shipping. 707-823-6901. 
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Classified Advertising rates are 35 cents : 
per word with a $7.50 minimum. Full . 
payment must accompany each inser- . 
tion request. 

Ads appearing in this publication are 1 
not necessarily an endorsement of the . 
services or products listed. 

Send check or money order (U.S. 1 
funds, please) made payable to Piano . 
Technicians~ournal, 3930 Washington, * 
Kansas City, MCI 6411 l-2963. 

A new book! DIFFERENT STIKXES: 
Hammer Techniques for Piano 
Technicians. 109 pages of techniques, 
illustrations and humorous anecdotes. 
Endorsed by OwenJorgensen, Daniel 
Bowman, Taylor Mackinnon and Ron 
Giesbrecht. $13.95 plus $3.50 for 
shipping. Write Ken Burton, I WilIow 
Cres SW, Gallgary, AB, T3C 3188. 

STEINWAYK.52, Serial #518851, 
walnut, $8000. Ph. 813-932-6745. 

THE PIANO BOOR - THIRD EDI- 
TION. The standard consumer 
reference in the piano business. Latest 
edition includes new> updated brand 
reviews. $16.95 paperback, $26.95 
signed hardcover. Add $2.50 s/h. Buy 
in quantity for your customers and save 
- request discount schedule. 
Brookside Press, P.0. Box 17’83, 

MUSEUM QUALITY 1857 
CHIGrn G,7 octaves, rosewood, 
cocked hat, parlor grand with original Jamaica Plain, MA 02130. 800-545- 
matching stool. soundboard and . 2022,617-522-7182. 
bridges in excellent shape. Call for . 
pictures and price, 414622499% or : ER BQRING GUIDES. Ah 
write: Route 1, Box 307-5, Wild Rose, weigh 15 lbs. Accurate and easy 
WI 54984. . to use. $180.00. Instructions and photo 

. available on request. Kent Gallaway, 
SUPENGR INSTRUCTIONAL TAPES : 709 Thorne, Ripon, WI 54971; 414=‘748- 
*** All videos at one price, $50 @ . 3265. 
***Beginning Tuning, Upright 
Regulation, Aural and Visual Tuning, * G D Pm8 STRING covers 
Grand Action Rebuilding, Exploring : starting at $69.95 +s/h. Custom made 
the Accu-Tuner, Grand Action Regula- . from quality wool. Wool absorbs 
tion, Voicing, Pinblock Installation, A . moisture and keeps strings, tuning 
to A Temperament, Baldassin- . pins, plate, soundboard looking new. 
§anderson Temperament, Bass : Also, Accu-Tuner thumbswitches, 
Tuning - 3-Ways. Superior Instruc- . $28.95. Action Piano, 71436410’73. 
tional Tapes; 4 W. Del Rio Drive; 
Tempe, AZ 85282; Ph. 602-966-9159. . 

KC33166 MT1200 TUNER. $299 p.p. (list 
$3'75) Hears AO-C8. Hays C2-B5. Shows 
pitch, note, octave. Can p 
calibration, temperament. 
AT12 TUNER. $179 p.p. (11s 
SQNG OF THE SEA. 47 West Street; 
Bar Harbor, ME 04609; 207-288-5653. 
Brochures. 

JAN0 STRING covers. Are 
for an item that can keep 

the piano clean, m-event corrosion, 
improve tuning stability, make your 
clients happy and make you money 
besides? Gustom made, it rests above 
the strings, covering soundboard, 
tuning pins and plate for complete 
protection inside the piano. Made 
from finest quality woven wool, availl- 
able in black, brown and white. 
Personalized name applique also 
available. No inventory or investment 
required. kor free brochure and 
samples calh Edwards Pianos, 408426 
‘6295,145 S. River Street, Santa Crux, 

95060. 



WmJm YOU E to have a way to 
keep ysm- name and phone number 
literally in frone of the customer? We 
can supply you with a useful giveaway 
item that costs under $1, that piano 
owners will keep on the piano, that 
never wears or runs out. Sound too 
good to be true? Write for free sample: 
I-UN0 NoELm P.O. Box 328, 
Shelburne Falls, MA 01370. 

10 yrs- old, former C & A piano. 
Looking for a good home-preferably 
a stage in Upstate New York or East 
Coast area. Mint condition, $63,000, 
o.b.o. Glattly Piano Forte, 716396- 
9610. 

BY 

crowned boar& or semi-complete. 
Your choice. Ordering and instahation 
instructions $15.00.20 Pine Ridge; 
Sandia Park, NM 87047; 505-281-1504. 

W~~~E~W~~~ Try the Tuning 
Lever you read and hear about. Enjoy 
Less Stress; Better and Faster Tunings: 
$65.00 pp. Charles P. Huether, 
34Jackhn Court, Clifton, NJ 07012 

“?%LE OF PWOS” -All models anei 
styles. Specializing in players, art case 
and conventional pianos. Floor ready 
and as is pianos available. We also 
specialize in one of a kind and bard to 
locate pianos. Call collect IsvJacoby 
21~382-~~OO.~ay-~~t Wholesalers - 
Pianos 5ime 1913. 

ON ACCU=TUNE 
lent con&ion, 20-tuning memoryS 
$lOQO.James Kelley, 814-676-4691. 

GAUGES (bubble type) give readings 
in degrees (string angle) and thou- 
sandths of an inch (dimension). 
Available at supply houses. Box 3247; 
Ashland, 0R 97520 

s now .P 0 CCNER CUSTOM E to 
. available! The best rebuilders know the * your specifications. Rehearsal covers 
. superior quahty of Bolduc Pinblocks. ’ now available. Specializing in custom 
. Now you can experience this same : colors ancl fabrics. or write for 
. superior quahty with Bo%duc . brochure. JM FAB aticsns; 10516 
. Soundboards. Call for prices and * Obop Valley Extension Road, 
: details. Pianotek Supply Co., %-800-347- : Eatonville, WA 98328, 360-832-6009. 
. 3854 or Fax: 810-545-0408 

. SQUNDBO SS - Designed and 
KIN for recovering grand . built by Chris Robinson and his welder, 
s and backchecks, upright butts : Nedi Lisella. Ody two in existence, all 

. and catchers. The “original equip- . custom ckmps and bolts included. No 

. m.ent” pplying the industry for 140 . reasonable offer refused. Call Brad at: 

. years. hard E. Meyer & Sons, Inc., . 914-358-6995. 
: 111 Factory Street, P.0. Box 307, . 
. Montgomery, NY 12549; 914-457-3834 : U-TUNER 

One year guarantee! 
* PIIANOS FOR SALE - Spinets, con- . Includes coiled cable, thumb switch 
* soles, studios, grands. One or a car- : and attaching hardware. Fits all tuning 
. load. Excellent brand names. As is or . hammers .OO includes s/h. Dean 
. rebuilt. Lowest possible prices. Owen . Reyburn, , Reyburn Piano Service; 
. Piano Wholesalers; 2152 W. Wasbing- . 2695 Indian Lakes Road, Cedar 

ulevard, Los Angeles, CA 90018. : SpringsP MI 49319,616-69~0500 
hones 213732-0103,818- 883- . 

* 9643. . *Blutbner 6”4” 1910 Ebony, ornate 
. plate w/clouds and angels 

. PIMO SWING so for IBM ’ *Steinway 7’ B, 1909, Louis 

. & compatible computers. Plot . Circasian Wahrut, $30,000; *Steinway 

. inharmonicity, tension, break %, . 5’10” 0, Dark Brown Mahogany, 
loudness/sustain, hammer contact, . Restored, $16,500; *Steinway 5’10” 0, 

’ and more. 18 graph types, automatic ’ Mahogany, Restored, $16,000; 
. bass resealing, string winding data : *Steinway 5’10” 0, Ebony., $12,000; 
. sheets, detailed users manual and . Steinway 6’4” A, Ebony, Immaculate! 
* mloney back guarantee. $8O.OO..Write . $18,500; *Mason & Hamlin 5’8” AS 
* OF call: Tremaine Parsons, Box 241, 
. Georgetown, CA 95634,916333-9299 

OES - COMPUTER TOOLBBX . Square Tail, $5,200; Knabe 5’8” 1920, 
: FCIR TECHNICIANS. Comprehensive ’ Mahogany, $3695; *Bal&vin 7’ 1979, 
. Client/Contact Management System. : Ebony, Piano Corder, $15,000; 
. Word Processor/Spell with Mailmerge. . *Baldwin 5’8” R 1962, Mabo 
. Supplies, Tools, and Resource Data- . $5,900. Call SCHRCIED OS 
: bases. Mailing/Custom Labels, Enve- : for a complete list of us 800- 
. Iapes, Auto&al, koca.l/National . 923-2311. 
. Zipcodes, Import/Export, Measure- . 
* ment Conversions. Trade Specifica- . 
: tions, Bearing Calculations, Repair ’ 
. Formulass, and more. For k&-DOS with : my custom carbide bit and soundboard 
. money b antee. $80. Tremaine . routing system. 3 
* Parsons, x 241; Georgetown, . and three widths. 
: CA 95634. Ph. 916333-9299. : Canadian white spruce macle by Andre 

. Bolduc. Spurlock Specialty Tools, 3574 
, Tft., Hamburg, Ger- . Cantelow Rd., Vacaville, CA 95688, %07- 

* many9 #395776. Artist owned and . 452-8564. 
’ selectecl from factory. Pristine ccmcli- ’ 
. tion and mamtained to the highest : 400 FINE DIP OS. Largest 
. standards, high gloss black. $29,500. . selection in USA. Need piano techni- 
* %:D-CI48-1367. . cians. Victor’s - Miami, FL.; Ph. 305- 

* 751-7502. 
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PIANOS -Yamaha and Kawai grands . 
$1850 and up. 23 Steinway grands and * 
verticals. Large quantity of used . 
American grands from $700 up. We : HEAD TUNER/TECHNICIAN 
buy pianos. Ed’s 504-542-7090. . needed for Oregon’s largest and most 

* progressive Yamaha Piano / DiskIavier 
New from PIKIT Prolube Spray ’ . and Samick dealer. Full-time position 
Lnbricant. Protek Prolube is an . with excellent income potential and 
advanced state polymer lubricant. . benefits. Send Cover Letter with 
Designed around the successful @LB ’ Resume to: Cascade Piano Company, 
formula, Prolube is for higher friction ’ . 4160 N.E. Sandy Blvd., Portland, 8R 
areas like the keybed and frame, shift . 97212; Ph. 503-282-0918 or FAX 503- 
and sostenuto mechanisms. Great for . 282-5707. 
front and balance rail keypins and * 
anywhere you would use a spray T /TECH 
lubricant. Provides long lasting : s: srst Head Technician in 
durable lubrication with virtually NO . general tnning and servicing of 
CEKIR! With the addition of ProZ& . approximately 200 pianos; includes 
along with CLP and MkL-1, Rote% : practice facility management, rebuild- 
offers safe, high tech task specific tools . ing projects, and studio and concert 
for every lubricating need. Ask for . piano maintenance. 
Prolube at the supply house you do . ~U~~~~T~~~§: 
business with. : Registered Craftsman in the Piano 

. Technicians Guild, aural concert 
REPLfuR CHPPED lvORY IN 20 . tuning ability, High School diploma 
MINUTES. “AcryliKey” ivory restora- * with technical training from a recog- 
tion system produces a strong, color- : nixed school of piano technology or 
matched, nearly invisible repair. Kit . college graduate with courses in piano 
contains material enough for 50~ . technology. Desired: Bachelor of 
repairs plus pigments, mixing utensils, . Music in piano highly desirable; 
sanding pads, and complete instruc- : general music background; experience 
tions. $39.95 ppd. Richard Wagner, . in an institutional setting such as a 

7709 SW. Pfaffle, #40; Tigard, . major conservatory, orchestra, or an 
7223; 503-624-7360. * established piano house. Please send 

’ resume and references to: Professor 
PlANOS FQR §ALE. Grands, consoles, : Robert Grijaha, Director of Keyboard 
spinets. Excellent reconditioned brand . Maintenance; Univers 
name pianos. Floor ready-wholesale . School of Music; 1100 
prices. Also available, “as-is” pianos. : Arbor, MI 482092085. 
Any quantity. Cal91 or write Piano . S~~~l~AT~~Y, 
Wholesalers, 5817 Wickfield Drive, . AFF ACTION EMPLOYER. 
Pax-ma Heights, OH 44130. Call us * 
first!! 800-438-3814 : TUNER/TECMNIC618aJ NEEDED for 

* 
large new & used dealer specializing in 

TCH cilA5xuLBTo~ . European pianos. Full-time position 
IFOR SIGHT-O-TUNER USERS, $10 . with benefits, congenial. shop. Call Don 
pp.; Richard Weinberger; 188 ’ at Pickle Piano, 104 W. Lake %t., 
Grandview Dr.; Sun City West, . Hoomington, I1 60108, Ph. 708-&IO- 
85375. . 1255. 

l?.T.JO~A.LS _ 1947-1989; 373 : 
issues, $300 + shipping. 707-8236901. . 

TED: TUNER./TECHNIC% - 
* If you are an experienced technician 
’ with the drive to do the best work 
. possible s we would like to hear from 
. you. We offer advancement opportuni- 
. ties for qualified persons who excel in 
* technical ability and customer rela- 
.* Lions. Salary is commensurate with skill 
. level, with added commissions on sales 
. of restorations and pianos. We encour- 
’ age Technicians desiring to grow in 
. responsibility and ability. To send a 
. resume, or make a m-ior appointment 
. to meet us at the National PTG Con- 
’ vention in Albuquerque, NM. Rich- 
. mond Piano Bebuilders, 3133 W. Gary 
. St., Richmond, VA 2322%. Call Ken at 
. 800-899-1929. 

GHT SIDES, SQUARE FRtXJNTS 
. 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 95949,916273- 
. 8800 

BUSHING: We use over 20 
. different sizes of Spurlock Precision 
. Cams. Send the micrometer measure- 
* meat 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 an 
. La Barr Meadows 
* CA 95949,916273-8800 

D ADDlTlQNAL $‘s to your in- 
. come. 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 gnarantee our work. For more 
* details, call or write: Jim Brady, 2725 
: East 56th Street, Indianapolis, TN 
. 46220,317-2594307 
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T&UALITY . RESTO 
FINISHING call 

EPT of Ft. Myers, FL. Bill Collins ’ including repair of existing work and 
proprietQr, 32 years in the craft. : reproduction of missing pieces. 
Licensed for 11 years at this same . Edwin Teale; 18920 Bridgeport Road; 
location. Specializing in exquisite, high . IIallas, OR 97338; 503-787-1004. 
quality and high gloss, lacquer finishes. : 
Color and natural finish matching, case . 52 PIANO VERED- m5 
restoration, and invisible repairs. PH. . tops with fronts (molded plastic) = 
$13-275-7170. . $95.00; .O5O pyralin - $lOO.OO; .O60 

: pyralin = $105.00. Gloss sharps (3 1.1’ 
PLAYER P BUILT, BOUGHT . 2”) = $50.00. Keys rebushed: premium 
& SOLD. Estimates given at home and . cloth = $75.00; leather = $95.00. Other 
systems re-installed or send in mail. * services e. Call or write for 

. Serving Georgia to New York. Nicholas ’ price lis return freight on 
Rscina, Ph. 800-862-2138. . prepaid orders of $50.00. Waker 

. I?iano Service, 554 State RQute 1907, 
SBUNISEO~S INSTALLED, * Fukon, KY 42041, 1-800-745-6819. 
topsides rebuilt. Bridge-conformed, ’ 
scalediaphragmized boards with truly : 
quartersawn ribs (sitka, eastern, or . 
sugar pine). You send us the case, we’ll * 
return you a pians. CIIuality’s t 
bottom line. David 6. Hughes : WELL-TEMPERED TUTOR. Learn to 
410=429=5060. Baltimore. . tune by ear with your Macintssh 

* computer. Use pre-programmed 
’ temperaments or create yam own If 
. you have trouble hearing beats, this 

ing specialists for over thirty years. . prQgram can isolate the beats for you. 
Parts shipped back to you in 2-3 weeks. * Score yourself with the PTG exam. 
Rushjobs can be accommodated. ’ Twenty-one historical temperaments 
Whitman Company, Lnc. 356 South : alss available. D 
Ave., Whitman, Ripa 62382. 1=800-%83= . Mark /?.ndersQn, 
2433. * ~(California) D 6s 

Two 
S: Electronic 

turing specialists. 0ur commitment is * Ck=gan Servicing: Newly revised. 
ts achieve each individual instrument’s ’ Covers al1 makes and models - 
perfbrmance capabihty. This is : digital, analogue, LCT’s, synthesizers, 
achieved through the finest raw 
materials, processes and craftsmanship. 
The experience of over fifty years of 
manufacturing processes and concert 
service to the greatest pianists can be . 19’700; Sacramento, GA 95819 - 
offered through no other restoration * (~~6)45¶4~4$ (24 l-n-s.) 
facility. Please contact Peter Mohr at * 
603=6242077 for more information or : :BILL pgrade 
i3CjLlQtatiQIl. . your skills at intensive six day resident 

* seminars at Bill’s hQme. f$plications 
PIANO WARE REFINISHED. ’ are invited for upcoming seminars in 
Lacquer finish or nickel plate fi tuning, grand action regulation, 
Craftsmanship and finishes are an- . historic tunings, harpsichord mainte- 
teed to factory specifications. Delivery * nance. Tuition includes instruction 
2=4 weeks. Brass on Lvvsry, 302 Linden * . and use of facilities, private bedrssm 
Avenue, Edgewater, MD 21037; PH. . (share baths), breakfast and hmch. 
410-798-6536. . Write or call for information. Bill 

* Garlick, T, 53 Weeks St., Blue 
’ Point, NY 11715; 516363-7364. 

D~~II@ NEW TLJNING SYSTEM 
simplifies all intervals and over all 
tuning. For mQre informatisn write 
Johnny Harris, 16 Pahrey Road, 
Gloucester, iMA 01930. EnclQse USE. 
This methsd takes 85%90% of the 
work out of piano tuning. Respond by 
7/l/95 for a 15% discount on exposi- 
tional text. 

DY POTTER SCHOOL 0F 
TECHNOLOGY - Home 

Study programs fQr beginning stu- 
dents, associate members studying to 
upgrade to Registered Piano Techni- 
cian, and RPT’s wanting to continue 
their education. Tuning, repairing, 

lating, vsicing, apprentice train- 
ing, business practices. Top instructQrs 

: 382-5411. See Qnr ad on page 3. 

. ~~T~~~Tl~~~ VIDEO TAPES. 
* Victor A. Benvenuto. Piano tuning, 
’ $50.00’~; Grand Regulating, $50.00*; 
, Grand Rebuilding, $100.00 (2)*; Key 
. Making, $56.66*; SQundbQaI-d 
. ment, $29.95*. (*Plus S/H). The Piano 
* Shsppe, Inc., 6825 Germantown 
, Avenue, Philadelphia, PA 1911199113; 
. Ph. 215=438-7038, Fax, 215~848=?426 

Eu~LDaNGJoss with 
20=minute video ‘“Rebuilding Your 
Piano,” $24.95. Other customer- 
oriented videss: “The Anatomy Qf a 
Pians: HQw Your Grand Piano WQrH” 
witiJQhn Se&in, 75 min., $34.95; 
““Piano Buyer’s Guide,” $19.95; add 
$2.56 s/h. Brookside Press, L?=o. Box 
P%fSj,Jamaica Plain, MA 02130. 8OQ= 
54%2022,61’7-522-7182. 
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PIAN TECHNOEOGYEDUCA- 
TION& MATE S. $49.95 each 
reel- Vertical Piano Regulation, 
presented by Doug Neal. Presented by 
cliff Geers: Plate 8c Pinblock Installa- 
tion Part 1, Plate & Pinblock Installa- 
tion Part II, Wood Repairs, 
Soundboard Repair, and Grand 
Hammer &placement. Add $5 per 
order for shipping and handling. 
Questions? Call 712-277-2187. Mail 
orclers to PTEM, 3133 Summit, Sioux 
City, lA 51104. 

. JELLY K&L M8RTON made 13 

. Vocalstyle piano rolls (3 songs, 10 
: instrumentals) in 1924. Will pay $50 a 
. piece (plus postage) for every vintage 
. original you can turn up. (Reissued 
+ rolls not needed.) Offer good indefi- 
: nitely! Mike lvlontgomery, 17601 
, Cornell, Southfield, lvll48075. Ph. 810- 
. 559-8885. 

. WANT TO BuYPmO TUNING 

. BUSINESS in rural/semi-rural area, 

. within 3 hours drive of NYC. Near 

. excellent skiing and hiking preferred. 
: E.I. R.PT wishes to relocate. 516928- 
. 8123. 

WANTED!! D ORd4UVE: 
“Steinway uprights and grands.” Call 
collect, Ben Knauer, 818-343-7744. 

OF $16001 !I for information 
leading to the recovery of Bechstein 
Baby Grand, reddish-brown, antique. 
Stolen 4/12/95 during transit in 
Philadelphia, PA. Chris Burrows, 410- 
3665790. 

P OS! P OS! PMOS! !!!Free 
phone appraisal 111 Buying all types of 
usable pianos. @ash or bank check on 
pick up. Won’t hesitate on price. @all 
us first for fast professional service. 
‘“Steinway, Mason-Hamlin command 
specialty prices.“Jay-Mart Wholesale, 
P.0. Box 21148, Cleveland, OH 44121. 
Call IrvJacoby collect 216-382-7600 

JAY WHOLESALER8 - !!!Free 
phone appraisal!!! l3uying all types of 
usable pianos. Cash or bank check on 
pick up. Won’t hesitate on price. Call 
us first for fast professional service. 
“Steinwayl, Mason-l-lamlin command 
specialty prices.” Jay-Mart Wholesale, 
P.O. Box 21148, Cleveland, 0W 44121. 
Call h-v Jacoby collect 216-382-7600 

WANTED: Any restorable condition 
Top prices for pre-1850, wood-frame 
grands in original condition. Ed 
8wenson; B.O. Box 634; Trumansburg, 
NY 14886; 607-387-6650; Fax: 607-387- 
3905. 

WANTED: TPNY 12 OS such as the 
Wurlitzer Student Butterfly or other 
small types. Gall collect: Doug Taylor, 
607-895-6278. I’ll pay shipping! 

. 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!! 8004383814. 

DBP 
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Piano Technology 
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IIigh Desert Equipment Coq+ 27 
Inventronics, Inc. 38 
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Kawai 11 
Lunsford-Alden 29 
New England Classic Restoration I4 
New York State Conference 52 

13 
PianoDisc IBC 
Pianotek 27 
Randy Potter School 3 
Renner USA 3 
Itemer U&4 14 
Renner USA 44 
Renner U§A 45 
Reyburn Piano Services 44 
Samick 7 
San Francisco Piano Supply 29 
Schaff Piano Supply 23 
Shenandoah University 45 
Stein & Volk 1 
St&way & Sons 17 
Steinway & Sons 38 
Walker Piano Service Insert 
Webb Phillips & Associates 42 
Yamaha BC 
Young Chang 9 

PMQ ROLLS TED-*Artecho 
( ), *Apollo, *Artrio-Angelus, 
*l?arrand/@ecillian/‘~onnori.zed 
Organ Rolls; Glenn Kriese, 3780 8. 
Shimmons Cir., Auburn Hills, Ml 
48326. 
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Other appealing features unique to P~~xCD 
include fafi&livi&al note exprission, and ad- 
vanced and synchronized volume control. 

After a smashing reception at Winter 
NMM, and again at, MusikMesse, the prod- 
uct everyone has been waiting for is ready for 
shipment. PianoCD, the newest development 
in player technology from PianoDisc, has hit 
the pavement running. “Sales are brisk, which 
really comes as no surprise after the enthusi- 
asm dealers expressed,” says Tom Lago- 
marsino, Vice President/Marketing. “We’re 
pleased with the response.” 

PianoCD uses a standard compact disc as 
the recording medium. The data that drives the 
piano is stored in one channel of a CD, while 
accompanying music is recorded on the other 
channel. The PianoCD then reconstitutes the 
stereo separation within the control box. 
PianoCD is the only CD-based system that can 
do this. 

0 June 20-24 * SepC 12-16 
0 July None * (9~3, 17-21 
* Aug. B-12 * Nov,/Dec. 28-2 

Tuiiion fortha instullaiion arid Continuing Educaliofl 
seminars is free, but a %50$0 refundable deposit Is 

required for confirmation. The PianoDisc Continuing 
Education Series seminars are restricted to PianoDisc 

cerNied .teshnicians in good standing. For more info 
motion about attending a PianoDisc Installation 

Training semkrr or a Continuing Education seminar, 
cclll PianoDisc during our of&x hours (see below). 

kc 

4111 North Freeway Blvd, 
Sacramenfo, CA 95834 
Phone: (916) 567-9999 

Fax: (916) 567-1941 

The PianoGD music library has been 
launched with 60 exciting CDs which sample 
very musical genre and include recordings by 
Grammy whmer Peter Nero and country music 
legend Floyd Cramer. 

For more information about PianoCD, call 
1 -&CO566~DIX. 

Ask any number of jazz pianists whom they 
most admire among their peers, and the name 
Dick Hyman is sure to come up again and 
again. This megatalent has a range the equal 
of anyone who has ever played. IHe can emu- 
late the style of all of the greatest jazz artisls 
(although he modestly insists that no one can 
completely match the originals), as well as 
play in his own inimitable style. He is a com- 
poser and ananger of many movie scores, in- 
cluding most of Woody Allen’s films. His per- 
formance schedule woulcl stagger all but the 
hardiest souls. And yet, this giant of jazz found 
time to record a disc for us, and even more 
astounding, to write two songs for it. We’re 
especially thrilled with “PianoDisc Boogie” 
for obvious reasons. 

If&is sounds rapturous, it’s because we’ve 
heard his recording. The words sizzling and 
smoking come to mind, because this thing is 
hot. ‘*Dick Hyman Plays Boogie Woogie and 
the Blues” will be a must in every PianoDisc 
owner’s personal library. A page in the His- 
tory of Jazz, we think. And it points out one 
of the most important benefits of PianoDisc: 
the preservation of the performances of 
boday’s greatest pianists in the only medium 
that can truly reproduce them. 

cording artist Earl Rose 
his seventh Emmy nomi- 

s one is for his song, “Every 
.I’ Congratulations, Earl! 

~1995 by PianoDi@’ and Burg&t, Inc. All rights reserved. 

“There is OJIIILY one thing in the world worse 
than being talked about, and that is not being 
talked about.” So said Oscar Wilde, and we 
agree. To find out what. they’re saying, we de- 
cided to survey technicians who recently at- 
tended one of our training seminars. In answer 
to the question, “‘Did the class meet your ex- 
pectations?‘, we got some interesting responses. 

“Yes. It achlally surpassed my expectations 
in that the teaching and orgarzization arzd the 
class fornzat [were] succizzct, yetjlexible enough 
to rzot ofzly handle wecessary traikzg bzzt to pay 
atter!tiorz to questions that deserved extra care 
in handlirzg. ” - John Leo Cavanaugh, 
Hammell Music, Inc., Ann Arbor, Michigan. 

“Tt was really more than I e.xpected as far 
as [the] arrzozuzt of irzformation presented and 
the hospitality of the co?nparzy, Iwas pleasantly 
surprised. ” - Matthew J. Doudt, Meridian 
Music, Indianapolis, Indiana. 

Next we asked, “What do you consider the 
most valuable information you received from 
the class?’ 

‘“A great overview about what is already 
possible and how it is achieved with the 
PianoDisc. ” -Hans Sander, Conrad of 
Corydon, Louisville, Kentucky. 

“Hints and ideasfor difserirzg sihlations that 
we nzay erzcozuzter .., 1 achlally learned a lot 
fronz other participalzts as well. ” - Matthew 
Douclt. 

This exemplifies the generosity and good 
will we have witnessed time and again in our 
classes. Technicians are more than willing to 
share experiences and information with their 
peers, proof of a real brotherhood among them. 
Which brings us to our final question, “Would 
you recommend this class to other technicians?’ 

“Yes. One needs to know and zuzderstand 
the total system. ” - Gerald D. Mamma&, 
Sander Piano Co., Louisville, Kentucky. 

“Having had to leauz to do otlzer system irz- 
stallations without training, Ifozazd this semi- 
nar nzost valuable. I wozdd always reconzmepld 
this. ” -IV&X Kline, Cunningham Piano, Phila- 
delphia, Pennsylvania. 

Comments were duly noted and ap- 
preciated One quote we found most satisfying 
was from John Leo Cavanaugh. And, really, it’s 
what we hope for from all of our technicians. 

“I’ll do my best for you gzcys. ” 

PhoDisclaimer: PianoDisc reserves the right to change product design and specifications at any time without prior notice 




	Main Menu
	Index List
	Search
	June 1995
	Table of Contents
	Editorial Perspective - Why Are We Tuners?
	President's Message - Resolution For Long-Term Educational Goals
	Letters - More on Capo Bars
	Tips, Tools & Techniques - Measuring Counterbearing Angels
	Q&A - CA Glues in Piano Work
	The Designer's Notebook V-bars, Pressure Bars and Duplex Scales
	The Limits of Theory
	Comparing Hammer Boring Jigs
	A Look at "The Piano Book"
	PACE Lesson Plan - Grand Regulation, Part 2 - Positioning the Keyframe (#21)
	PACE Lesson Plan - Treble:  Part 1-The M3-M10-M17 Test (#21)
	Marketing Ourselves - Success In Business
	The Tuner's Life - Tuning With The Enemy. . Berkeley Tuner Travels to Havana
	Technostuff - Where'd you get that stuff
	PTG Review - Diving Into Desktop Publishing
	The Auxiliary Exchange - Music Moves Johnson
	Classified Advertisements
	Display Advertising Index


	45ge: 
	t556: 
	345d: 
	fgeh: 
	67fh: 
	345e: 
	234gh: 
	567df: 
	345fd: 
	435d: 
	65rt: 
	fdhg5: 
	45dg: 
	del: 
	bill: 


