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Visit any of our ‘_Peifgf showrooms
to discover for yourself the superior
workmanship, beauty and sound of
the Petrof Piano. As our guest you
will receive a free copy of{)ur
Technical Manual for Piano
Preparation, Voicing, and
Regulation— a $100 value. This
manual, although designed for
Petrof, is applicable féZ* all grand

and vertical pianos. Part of Geneva
International’s ongoing commitment
to excellence is providing you, the
technician, witg all the information
necessary to service top quality
instruments. In this way, we can
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class reputation. Please phone us at
1-800-533-2388 for the location of
the Petrof showroom nearest you.

Petrof...Europe’s Largest

iano Manufacturer

ENEVA InTERNATIONAL

ORPORATION

“Exelusive United States _ﬂm/zo'zf:a'c and Distuibutor of @sﬁ‘zof Pranos.”

TOLL FREE 1-800-533-2388
29 East Hintz Road, Wheeling, [l. 60090 Tel. 1-708-520-8970 FAX: 1-708-520-9593



Fine Instrument
Quality Soundboards On Time Every Time.
PO. Box 4065
McCall, Idaho 83638
Phone: (208) 634-5374
FAX: (208) 634-8228

Stein e Volk, Inc.

has been serving the

musical instrument
trade since 1979. From inception through
1986 our main order of business was the
supply of top quality spruce and cedar guitar
tops for manufucturers and independent
luthiers worldwide. In 1986 we began
producing grand piano soundboards as a
way of recovering "falldown" (undersize)
lumber from the guitar operation.

With the patient help and feedback of
[few master piano restovers we finally
achieved the ability to produce a product of
consistent quality. This pare of the business
slowly took on a life of it's own and now we
are a steady and primary supplier of piano
soundboards for major manufacturers and
quality restoration shops nationwide.
Although our volume has increased
considerably, our attention to detail and
quality has not diminished. We take pride
in our work and it shows in every product
that goes out the door.

Most of our work is in Sitka Spruce
however, we occasionally process Engelinann
Spruce. This wood is much closer to
European Spruce acoustically and
cosmetically but is not in steady supply. If
this is your wood of choice we will locate a
tree for you and process your order o1 a
custom basis. Of course more lead time is
required for Engelmann Spruce due to the
process involved.

All our wood is slow dried 1o 6-8%
moisture content in our solar assisted dry
kiln and our shop is climate contvolled for
temperature and relative humidity. The
adhesive we use is slow drying Tightbond™
Aliphatic Resin, vibration resistant glue. All
our boards are sanded to a 120 grit machine
Jinish. The result is a soundboard quality
that speaks for itself.
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freneral Infarmatinn

My editorial in the
March issue, which in-
cluded a couple of sce-
narios most tuners have
found themselves in
more thanonce (“areyou
still tuning pianos?”),
drew a number of re-
sponses, both on the
Internet “pianotech”
groupand by “snail mail.”
Itseemsthateveryonehas
afavorite storyabouthow
people can’t believe that
we really do this for a

limelight, but you have
to understand my di-
lemma. The piano in
question was a
Shoningerspinetwhich
may have never been
tuned, ever. Itsounded
like 2 Hammond B-3
with Leslie speakers
going about half speed
underwater. Though
just a lad, I cringed at
the sound. I couldn’t
bear to face the music.
(Parents and teachers,

living! areyoulistening?) Com-
Mark Stivers of Sac- pared to grandma’s pi-
ramento feels the reason ano, my old upright at
people can’t believe we RPT home was heavenly.
work on pianos for a liv- Steve Brady,. The heavenly
Journal Editor

ingisbecauseit’ssomuch
fun. Others responded
with “customers say the strangest things”
stories, and many included their preferred
snappy comebacks. Rick Florence of Phoe-
nix suggested, “Just raise your rates. Thai’ll
make believers out of them!” I've enjoyed
the feedback enormously, and had a few
good laughs, too.

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

Why indeed? To many outside our
field, it seems ludicrous (to many inside 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 down theirnosesat
us and all our kind. In an era where many

torhnirionewhneoariire ntharmachinec enrh

old upright was re-
moved from my child-
hood home one dark day to make room for
a modern console which looked much nicer.
Although I was a strapping 14-year-old at the
time, I wept silently as the movers carted off
the old upright. I never made friends with
that console; whose keys stuck constantly
despite the tuner’s best efforts, and whose
tone was cheap and bright.

Two or three years later, a family friend
purchased a nice new grand piano. As ] sat
down and played it, I was in ecstasy. It did
what I wanted it to do, and it was in tune! It
sounded great. In my heart, I swore that
someday, somehow, [ would own a fine pi-
ano, and that I would learn how to make
pianos sound good. The rest, as they say, is
history.

So, why are we tuners?

“Roranes wewmant tn hear onnd entmde ™



university technician partner may have ex-
pressed it best when she said, “But who
wouldwant towork on cars or copy machines
when they could be working on pianos?”

Since several people have asked where
all the nice drawings are coming from, I'd
like to introduce Spencer Brady as the artist
who has been doing the drawings for the
Journal beginning with the February issue.
He draws frechand from either “live” ob-
jects, other drawings, or Polaroid photos,
except in the case of the “partying mice” in
the last issue. That was strictly his rather
warped imagination. A collegestudentstudy-
ing graphic design and illustration, Spencer

admiis only to being a “distant” relative of
your editor. Actually, he’s my secondoldest
son; I guess that's fairly distant!
HER
In this issue, we add anew Contributing
Editor to ourroster. Anoted piano designer,
builder, and technician, Del Fandsich is no
stranger to these pages or to anyone in our
business. We're happy to have him and his
piano knowledge aboard.
EHE
Dan Franklin’s series on rear duplex
tuning will resume in the August Issue. Next
month’s fournalwill be aspecialissue dealing
with ivory keytops.

(’\/'

The new Renner USA Damper Underlever System
has proven a big success with U.S. technicians

2 Will fit all Steinway pianos
including the probiematic short-arm and teflon types.

» Qualified technicians will also be able to replace
Mason & Hamlin, Baldwin, Knabe, Chickering, etc.

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

= . Renner USA
) POB 1223

Phone: 203/221-7500

............... Weston CT 06883

Fax: 203/454-7866

Or Contact:
Rick Baldassin
Teaching & Technical Consultant

Phone: 801/292-4441 Fax: 801/298-1441

Randy Potter School
Of Piano Technology

Complete Correspondence
Home Study Course...
...for beginning students &
intermediaie piano
tuner-technicians.

We Teach

= Tuning
= Repairing
s Regulating
» Voicing
«Apprentice Training
= Manufacturer & Dealer Relations
« Business Practices

Courses Include
= Printed Course Manuals
= Video Tapes
» Written Texis
= Apprentice Manual
» Repair Labor Guide
¢ Manufacturer's Technical
Service Manuals
» Wholesale Supply Catalogs
+$2500 Resource Loaning Library
AND MUCH MUCH MORE!

( Randyl’m:ter School :
\ Of Piane Technology

WE ARE:
« The largest supplier of published
fraining materials and videos
« Recommended by Keyboard Magazine
« Licensed by the Department of Education
* Approved for Veterans Training

AND WE OFFER:

= Advanced training seminars in
high level grand reguiating and
{uhing.

Randy Poiter, RPT

WRITE | 61592 orion Drive
OR | Bend, OR 97702
CALL | (503) 382-5411
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Richard Anderson, RPT, outlines how and where to find the tools you
need in places you’d least expect.
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month: Diving into Desktop Publishing; An International Opportunity in
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19 — The Designer’s Notebock
Contributing Editor Del Fandrich, RPT, tackles V-bars,
Pressure Bars and Duplex Scales.

22 —- The Limits of Theory

Contributing Editor Dan Levitan, RPT, pushes the limits of

the inharmonicity on his home Yamaha.

28 — Comparing Hammer Boring Jigs
David Severance, RPT, checks out a handful of jigs for the

technicians who want to bore their own.

34 — A Look at “The Piano Book”

Alan Eder, RPT, takes a look at the three editions of Larry
Fine’s “The Piano Book,” and on Page 36, Eder interviews

Fine on his latest edition.

48 — The Tuner’s Life

In “Tu@ing With The Enemy,” Bérkeley tuner Benjamin
Treuhaft travels to Havana, Cuba with the Freedom to Travel
Campaign and sees life on the other side of the rusted Iron

Curtain.

Test.

Professionals Advance tou Con Education

LESSON PLAW

39 — PACE Lesson Plan

By Bill Spurlock, RPT
Technical Lesson #21 — Grand Regulation, Part 2
Positioning the Keyframe.

43 PACE Lesson Plan
By Michael Travis, RPT
Tuning Lesson #21 —Treble: Part 1 — The M3-MI10-M17

David Severance, RPT, checks out the latest in hammer
boring jigs for the technicians who wants to bore their own, in
“Comparing Hammer Boring Jigs,” beginning on Page 28.

A Curse
—against AH,
who doas not make instruments

You drove off with the applewood
From that great, bounieous tree that stood
Lightning-battered and storm-tortured
Half a century in our orchard

And whose trunk, 20 feet tall, grew
Hard, dark-toned and 2 feet through
Then, seasoning for 10 years, had lain
Waiting a purpose worth its grain;

You took, besides, our walnut, sprice
And cherry boards for your own use
And warm ivory we'd soaked loose
From piano keys. Grave as a goose,
You gave your promise to produce

An instrument, made an excuse
Instead, then sure as self-abuse

One more excuse, one more, one yel
Till we both knew that's all we'd get.

Now, if you sell that harpsichord

May the siraightgrained spruce of its
soundboard,

Warmping and twisting, wrench apart

So iritable buzzings start

To breed inside that lengthening crack
And pins slip—not enough fo slack
Strings though the true pitch won't quite hold.
There, where you signed your name in gold
May random checking split and etch it
Straight through the words, A.H. Me Fecit.

Or if you keep it as your own,

May it ring with a strong, clean tone
At times. But when in public may
Jacks swell and jam so that you play
Garbles of chord and melodies
Gapped like decaying teeth or cheese.
May felis fail so each error lingers
Long in the ear and may your fingers
Slip off the ivory, slick as wax,

So you play always in the cracks
Beiween keys that go limp or stick
Tearing your nails down fo the quick.

May all you set your hand to, buckle,
Breaking your finger at the knuckle

Which, aging, aching, goes rheumalic,
Turns your recorder holes asthmatic,

Your fiddle feeble and your squeeze

Box troubled by a sleazy wheeze.

May your drum rhythims stumble and alter
So that dancers hall, star, falter

And when you lift your voice, may it wobble
As if you'd told things not quite probable.

May far-flung audiences recognize
Just what you are. And may the wise
Try your virginals, guess at their price,
Look long, but think best not to ask it,
Seeing its form’s so like a casket

He could go to the boneyard in it
Before you finished him his spinet,

Stifl, may no formal punishment

Ease your guilf; may each day be spent
Evading lawyers’ calls or tax Inspeciors.
Falling shy on facts,

On good faith or harmonic rules,

Be fearless around power tools.

Should you pick up some stranger’s kit
Or fine wood, switch on your drill bit;

If you should skirt around a law,

Look up once from your band saw;

If you should ever break your faith

May loose hairs wander toward your
lathe.

Lastly, may those you trust in break
Their word and for their own sweef sake
Waste your gifts on things io make
Them comfy till the day you die.

Every midnight may you lie

Awake with one who'll scom and rule
You for a coward and a fool.

That is, | hope you spend your life
Alone—or better, with your wife.

W.D. Snodgrass. “A Curse,” copyright
{c) 1993, by W.D. Snodgrass. Re-
printed from EACH IN HIS SEASON,
by W.D. Snodgrass, with permission
of BOA Editions, Ltd., 92 Park Ave.,
Brockport, N.Y. 14420.
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The following Resolution on Educa-
tional Goals will be presented to Coun-
cil this year for its consideration:

Whereas the PTG Bylaws say that the
primary mission is to provide continuing
education to promote professional compe-
tency, and

Whereas this continuing education
then promotes technical competency, ben-
efiting all members as well as consumers of
our members’ services, and

Whereas PTG coniinues to be ihe pri-
mary source of both entry level and con-
tinuing piano technology information for
its membership, while other indusiry
sources of educational opportunities are
being forced to cut budgets and programs,

PTG Presndent

Leon Speir, I

Resolution on Educational Goals 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 Assessment Survey results. In Janu-
ary, the Board concluded that strategic
planning was an integral part of PTG
and began to lay the groundwork for
developing a five-year organizational
plan. In May, six RFPs (Request for
Proposal) were sent to firms and indi-
viduals who specialize in planning for
non-profit organizations. These pro-
posals will be evaluated by the pre-coun-
cil board. Professionals who have expe-

PTG hereby accepts and endorses the following educa- rience working with non-profit organizations will be able

tional goals and priorities:

To define and promote minimum standards
of professional competency.

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

To work with piano technology schools,
piano manufacturers, and all subordinate
bodies of PTG to efficiently deliver educational
programs based on the curriculum.

To provide technical information and busi-

- mess resources for the members of PTG.

The Resolution on Educational Goals document will
be presented to Council as part of the President’s report
on long-range planning. This resolution was presented
to Council lastyear, and the preliminary discussions were
informative and meaningful. The resolution is being
presented to Council again this year to advance the
discussion and to set policy for long-range planning in
thearea 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

6 — June 1995 PT]

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 made
up of a cross section of PTG members to help develop this
five-year plan. Additionally, other groups within PTG will
be able to provide input in areas of testing, marketing
and education. The goalis to provide nextyear’s council
(1996) with a comprehensive five-year plan for its consid-
eration. Educationisand always hasbeen an integral part
of PTG. Adoption by Council of the Resolution on
Educational Goals will clearly define educational priori-
ties for this planning process.
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More on Capo Bars

I was surprised 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 capo 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
probability of string breakage and
other gremlins. But, if that angle is too
small, I have observed that the capo
section of the string will “zing and
jangle.” Could it be that the speaking
length’s vibrations are “leaking
through,” causing its capo 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
capo 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 capo bar I was actually
changing the angle that exists between
the capo 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 capo, 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 I 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. I have applied this
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procedure to several pianos over the
years, it always seems to work for me.

Paul Dempsey

[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-
wherein thisissue. Seealso Del Fandrich’s
treatmentof the topicin hisarticle in this
issue.]

Perceived Loss of Power

[Regarding Ken Sloane’s answer to
Terry Rood’s question in the March
issue of PTJ, pp 16-20]

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.).

Explanation: Instead of the terms
“power, weight, and speed,” I 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 finger 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 (F, 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-off'is 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 isa
trade-off between power and repetition
speed.

The equation for kinetic energy is:
Ke =1/2 mv ? where m is mass and v is
velocity. Kinetic energy is proportional
to a linear function of mass, buta
square function of velocity. A hammer
moving twice as fast has four times as
much kinetic energy. To have four
times as much kinetic energy, it has to

Continued on Page 10



Some manufacturers

improve their pianos because

hey have to.

We do it because we want to.

While many technicians consider Young Chang pianos
highly evolved and refined instruments, we think of them
as works in progress. Constantly secking 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 capo 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 grains in our
soundboards; hand-planing our bridges after installation
to ensure accurate downbearing (even in verticals);
and designing a new grand action with lower mass,

©1995 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 offer
a 12-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 full
inventory of replacement parts to support you.

For additional technical information, call Don Mannino
at (310) 926-3200, ext. 237, or write to Young Chang
America, 13336 Alondra Blvd., Cerritos, CA 90703-2245

Thc bcst the world has to oﬂ'er



Continued From Page 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
stored kinetic energy as well, 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 beginning of let-off
when the jack tender touches the let-
off button. It takes another three to
four millimeters for let-off to be
completed, but the loss of acceleration
staris when let-off starés. 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, and 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 findings 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 during 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 2.125
inches and a pianist playing for
“power,” the hammer had 2.125-
0.25=1.875 inches in which to acceler-
ate. At a blow distance of 1.875 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 down to less then 1.5 inches.
That would cause a lack of power.
Also, changing the dip from 7/16 inch
to 3/8 inch would have a profound
influence on the pianist’s perception,
whether anything else had changed or
not.

) jim Ellis, RPT
Ken Sloane ?@Miw:

Thanks, Jim, for supplying the
engineer’s approach to Terry’s prob-
lem. In your critique of my article, you
said: “Ken, [ 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 and
quite subjective.

In fact, you initially addressed an
extremely important variable in your
critique but then did not elaborate.
You said: “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.” I couldn’t
agree with you more, and you actually
may have stated the point [ was trying
to make in my article more eloquently
and succinctly than I did. 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 siring. 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. Alas, 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 zbout friction. You said:
“Friction does not play a big part in
action response when the pianist is
playing for power....” Ifind thata
pianist can overcome high friction
levels — and inertia levels, for that
matter — and get power out of an
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
difficult piece like a Liszt “Transcen-
dental Etude.” As their hands cramp
up from trying to play loud and 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
stated 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
close to the strings will insure adequate
repetition provided the other phases of
regulation are “in the ballpark” and
dip and 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 some pertinent comments and
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. Allow me to 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

Letters Conclude on Page 14
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A Smaller, More
Convenient Micrometer

I use a micrometer which I started carrying in my tool kit
lastyear, mostly because itislighter 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 Starrett (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 strung wire in any piano. If
itwon’tgo between the strings, it goes ata 45 degree angle over
the string. Tighten it down, and you can conveniently read the
wire diameter right off the back. It has a halfround, rather
than aflat, anvil, which means you can mike strings outside the
piano without having to fussabout the curl of the wire. And the
shape of the jaws makes it ideal for miking centerpins. It’s too
small to mike the outside diameter of really fat 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

Measuring
Counterbearing Angles

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. [ 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 technique for measuring is simple. Get a short piece
of stiff wire, maybe 6"-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 ata
good ideal angle to start (19 degrees to 20 degrees), then
carefully fit it between unisons (it’s easier with the action out)
and hold itin place while you compare it to whatisin the piano.
You may then compare more or less deviation from this
standard gange, say 19 degrees , and rebend the wire by trial
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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, itisimportant 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.

Dennis Johnson, RPT

From Conrad
Hoffsommer,

Being the tool junkie that I am, I thought that using a profile
gauge would give me the profile angle. After blowing off an
inch of oak dust, (lastuse wasmaking house trim) Ichecked the
angle on a local Steinway & Sons D and found 20 degrees. 1
measured it against a small plastic protractor.

From Paul Dempsey:

I fashioned what amounts to a very small sliding bevel. I
used stiff card for the time being, later I'll do one out of metal.
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 21/2". The two legs are held together with a tiny
machine screw and nut. Lay the longer leg on the string (s) and
position the shorter leg to line up with the
front duplex string length (you need to 4
hold your mouth justso!). 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.

T T & T Concludes on Page 14
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Confinued From Page 12

Replace Bridge Pins
| With Original Size

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

Michael Wathen, RPT

More Birdcage Tips

This tip was prompted by Sid Stone, RPT’s, article on
tuning antique and birdcage pianos. After reading his very
good article (and very good ideas, also) I thoughtyou mightbe
interested in hearing how I've been tuning birdcages for years.
What I do is take thin pieces of wood (the little wooden slats
that come inside a box of Renner grand shanks/flanges work
great), and cutup a temperamentstrip into small pieces about
2inches in length. I 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’sreallysimple, 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
anditseldom takesmelonger to tune a birdcage than any other
piano.

Loven di Giovgio, RPT
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Continued From Page 10

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 still 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 1/8 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 only. It’s important but only one in a
list of many variables that must be considered.

Complete Renner USA Parts Kit

For The Professional Piano Technician

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

Renner USA
POB 1223
Weston, CT 06883
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CA Glues in Piano Work

I’d like to get an idea about experiences using superglues
(Dryburgh Glue, etc.). Personally, 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 uvses 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
unacceptable?

Gordon Large, RPT

From Dale Probst, RPT:

Iuse 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. T haven’t usediton
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.

From Bill Spurlock, RPT:

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

Ido 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:

B Laminating veneer onto the sides 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.)
B Upright jack flanges breaking loose from wippens: apply a
little accelerator to each jack flange gluejoint, then follow with
the thin CA glue.
# Stripped screw holes: this is one of the best uses. As long as
the holesare not totallystripped yet, saturate with thin CA glue,
apply a little accelerator, and the threads become hardened
enough to hold very well, sometimes even better than original
in soft wood.
B Attaching rubber buttons: The type of rubber buttons that fit
into holesin the case parts can easily be knocked off if attached
with other glues. CA glue welds them to the case for good. Put
adrop 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
press in place for 10 seconds.
B One of my favorite usesis 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
grommets fall apart quickly. You can justinsert two 1 1/4" pieces
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
fingers!) tomake aquick, permanentcloth bushing like the older
pianos had.,

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

From Richard 8. Frederick, RPT:

Ionce devised an experiment to demonstrate thatstrength
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?

(TI/TE)’ =F,/F,
where T= thickness, and F= flexure.

From Glen Hart:

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&A Concludes on Page 18
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Continued From Page 16

Above: Double the span and ihe beam will deflect eight times as much.
Below: Double the depth and you reduce the deflection to 1/5.

It seems that whenever there is a discussion about rib
design itis alwaysstated that when the depth of aribis doubled,
thestrength of the ribissquared, which is true. However, weare
not concerned with the weight a rib will 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 quantifies the
impedance of the 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 setmy table saw or planer! The flexural formula atleast
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 irying to achieve. It can be stated in
many different forms. Probably the most useful for our pur-
poses is:

Y=K*/, L/ s
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 = 1.30, 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 itisan internally
stressed member. Itdoesn’tbegin to actas 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
differentvalue for K. While at the Steinway factory [ placed the
bridge of 2 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 arcis 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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By Delwin D. Fandrich, RPT
Contributing Editor

This article, and the one following in
August, were prompted by the Round-
table discussion on Capo d’ Astro Bars
appearing in the Journal recently. This
discussion also brought to mind the
question asked by Clark Foerster in the

- May 1994 Journal about installing
vertical piano pressure bars. If you can
stand just a little more on the subject,
I'd like io start with a short bit about
vertical piano V-bars and pressuve bays.

Pressure Bar Height

As Bill Spurlock pointed out in the
July PT], when discussing pressure bar
"height," what we're really referring to
is the distance, or space, between the
surface of the plate and the bottom of
the pressure bar. Or, 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 its top since
that is the easiest place for us to reach
with a measuring device. Pressure bars
come in a variety of different thick-
nesses and shapes so 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 this 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
risers will also indicate the points in the
scale where wire sizes change.

From a design standpoint, how-
ever, neither of these dimensions is of
much consequence. What we're really
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 (the string offset) in
conjunction with the design length 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 string, 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
conclusions 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 the string deflection
angle.

Effective String Terminat

To understand the importance of
this range we need to first look at what
we're trying to accomplish with the
overall system. In combination with
the V-bar, the pressure bar must deflect
the string enough to positively termi-
nate the speaking length of the string,
but not so much as to create excessive

friction at the string’s bearing points.
Itis the string’s 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
efficiency, of the string’s speaking
length termination mechanism.
(There is a little more to it than just
these three factors, of course, but to
consider all 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 can just crank in a high
deflection angle on 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 experiments revealed that with a
duplex string length of 25 mm good
speaking length termination could be
achieved with string deflection angles of
12 degrees and greater. With string
deflection angles of 12 degrees and
below several different problems were
introduced. Pin setting (while tuning)
became moderately more difficult
because there was not enough friction at
the string bearing points to adequately
stabilize string tension along the various
string segments and tuning stability
began to suffer. Below 10 degrees
energy began to “bleed” across the V-bar,
and I could detect just 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
eight degrees this false beating became a
major problem, making precise tuning
difficult. I could detect no acoustical
advantage in using string termination
angles below 12 degrees.

At the other extreme, when the -
deflection angle got beyond 18 degrees
or 20 degrees, increasing string friction
through its bearing points began to
make tuning a little difficult. The

Continued on Next Page
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Continued From Previous Page
string no longer rendered through the
bearing points easily. I couldn’t detect
any particular tonal advantage or
disadvantage to using string deflection
angles above 12 degrees to 15 degrees,
so it seemed reasonable to consider 18
degrees to 20 degrees 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. [
also did some testing with both longer
and shorter string segments. From 12
mm to 15 mm the string deflection
angles 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 angles 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 degrees
to 15 degrees at C f 88 (See Figure 1),
depending on the length of the duplex
string segment. In the low tenor
section, where the pressure bar often
gets quite close to the V-bar, this angle
will of necessity increase somewhat, but
you should try to not let it get above 18
degrees to 20 degrees unless brass
bearing surfaces are used on both the
V-bar and the pressure bar. (If brass is
used at both the V-bar and the pressure
bar, the string termination angle can
be increased somewhat beyond 18
degrees to 20 degrees without too
much trouble if the physical demands
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.

“Tuned” Front Duples Stringing

So far I've been talking about
typical V-bar to pressure bar align-
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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Note 1:

The siring plane should be
approximately parallel to the
plate surface from the V-bar to
the bottom of the wrap on the
tuning pin.

Note 2:

The string deflection angle (in
this case 15 degrees) is
determined by the string offset
(8 min here) in conjunction with
the distance o{' the pressure bar
e/l from the V-bar ¢/l (in this
illustration 255 mm at C-88).

If the string offset remains
constant (i.e., the elevation of
the pressure bar remains the %
same), moving the pressure bar
closertothe V-bar will increase
the deflection angle. Moving it
away from the V-bar will
decrease the d?‘l’ection angle.
String offset will not change.

25 mm

If the distance of the pressure 1

ar from the V-bar remains
constant (as is normally the
case), botl the string off-set and
the deflection anglewill increase
as the pressure bar is adjusted
closer to the plate surface and
decrease as it is adjusted away
Sfrom the plate surface.

Designs with short duplex string
lengths (12 mm to 1 f mm) will
terminate well with smaller
string deflection angles. Designs
with long duplex strings (18
mm to 25 mm require slightly -
larger deflection angles.

Figure 1

between the V-bar and the pressure bar.
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A crogs-section drawing of a vertical piane pinblock panel showing the relationship

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

them as low as three degrees to five
degrees 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 with will not
be very solid. Also, the sound will
probably be what I call “splotchy.”
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 piich 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 whether this is good or
bad. Asa piano tuner, I was asked if
I could “fix it” more often than not.
At one point in my career, I actually
did attempt to “fix” 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 geta 10 degree to 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 “scientific” 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
without interference. The action
also had to be relocated slightly to
accommaodate 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? Nothing, as faras [
could tell, except for a lot of time
that I didn’t get paid for. Unfortu-
nately, 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 month’s
column.)

String Breakage

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 follow, then, that as the string
deflection angle is increased, string
breakage should become more of a
problem as well. T'll 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 1,000,000 blows.
I did not find any particular prob-
lems with string breakage at either
string deflection angle extreme, that
is either 12 degrees or 20 degrees 1
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. Ishould
point out that my tests were not
intended to drive strings uniil they .
broke. It would take a different type
of test to determine conclusively if
there would be more or less string
breakage at either extreme, but
1,000,000 blows by a mechanical
pounder is enough to seriously wear
out a typical hammer. It’s pretty
hard on action flanges, too.

(Several years after running my
tests I had a chance to discuss this
subject with Lew Herwig and was
pleased to learn that he had come to
very similar conclusions as the result
of his own studies. Italso 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.)

String Plane

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. Itshould 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. Within limits,
it's not quite as bad if the string
travels “down-hill” to the pin. This
configuration, rare in the tenor and
treble sections of verticals, is com-
mon in the bass. Unless thereisa
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 which to determine the
correct elevation for the pressure
bar. Assuming that the position of
both the V-bar and the pressure bar
are fixed by the design of the plate,
the string deflection angle can be
varied only by adjusting the pressure
bar in or out relative to the V-bar.
There will only be a very small range
that will be “correct” for each given
design. You can usually get pretty
close to this optimum range by
setting the pressure bar so that the
string plane is essentially parallel to
the plate surface between the pres-
sure bar and the tuning pin.

Compared to the Grand . . .

How does this system compare with
that found on the grand pianc?
We'll explore some of the differ-
ences between the grand and vertical
string deflection systems in next
month’s column.
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In recent articles, we've been discussing inharmonicity and iis
effects on the beat rates of temperament intervals. Our purpose
has been. to create a theory of the general principles that underlie
these inharmonic effecis, 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 inharmonicity of smaller pianos
is that it’s usually more practical to have a sei of basic principles
that apply io any piano than to have a detailed understanding
of the quirks of just one particular instrument.

This.month, 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 thoughtitwould be useful to see how
well the general theory we’ve developed applies to a specific
case. Second, I thought it would 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 usual, long overdue for some attention. I
always seemm 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
doit. Asafringe benefit,Iwouldn’thave to mumble something
unintelligible the next time a client, after asking me if I played
the piano, if  had perfect pitch, and what kind of piano [ had,
asked me, “And how often do you tune your piano?”

My 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 M1AD, 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 recenily calibrated, it falls
shortofthe accuracy that’srecently 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 CTE,
but they are probably also the most stable and accurate devices
on the market. Karl Roeder kindly let me borrow his SAT for
a day —— thanks, Karl!

Several of my colleaguies 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
method of muting the piano, or forsome other reason. Norman
Snyder, in fact, hasrecorded hisFACreadings 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 hassome insightinto the causes of these drifts in inharmo-
nicity. 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) FAG measurements by Norman Snyder
DATE RH F A C NOTES
7/10/92 6.4 76 . 7.3 piano strip muted
9/25/92 75 7.8 7.4  piano strip muted
11/11/92 045 6.9 8.4 6.4 piano strip muted
11/20/92 035 7.1 7.4 68  piano strip muted
11/27/92 0.87 6.9 8.1 6.6 piano strip muted
12/10/92 043 6.9 7.9 6.6 piano strip muted
1/27/93 038 6.6 7.7 6.4  piano strip muted
3/31/93 047 7.3 7.4 6.8 - 8 cents
4/15/93 0.47 6.8 7.0 6.6 - 4 cents
6/20/93 097 7.0 7.0 6.7 + 6.5 cents
9/23/9%8 0.65 7.1 7.8 6.4 piano strip muted
11/20/93 048 6.9 7.7 6.6 piano strip muted
12/28/93 045 6.8 8.0 6.5 piano strip muted
1/30/94 046 71 7.9 6.8 piano strip muted
3/7/94 046 7.1 7.6 65  piano strip muted
4/14/94 050 7.7 7.7 6.6 piano strip muted
5/12/94 060 7.3 8.0 6.4 piano strip muted
6/10/94 0.45 6.8 7.9 7.3 piano strip muted
7/15/94 0.77 6.8 7.0 6.8 + 5 cents / offset method
7/15/94 0.77 7.3 7.0 6.7  normal method
7/18/94 052 6.9 7.3 7.8 normal method / 2 mutes
7/18/94 052 7. 7. 7.3 normal method (strip mute)
Averages 7.01363 7.63181 6.7863
Normal method is per Accu-Tuner instructions tuning FAC to 0 cents.
Offset method measures FAC 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. My 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 muied off the
temperament section and measured the inharmonicity of the
middle strings of the unisons at F3 (which, on the M1AD, is the
lowest plain wire string) and at F4. 1 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, io
compensate for the fact that the SAT reads in equal tempera-
ment,

Ihave found thatitisdifficult to getan 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 frequencies them-
selves tend to drift after the note has been played. Typically,
the note may appear to be sharp for asecond, then reverse and
slowly drift flat. To eliminate errors from this cause, Irecorded

Continued on Next Page
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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 originally 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 byasmuch as two tenths of a 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
againstone limit to our theory, namely, alimitin howaccurately
the pitches of piano strings can be measured, whether with an
electronic device orwith ourears. Atenth ofacentin thisrange

, Table 2

Inharmonicity of Notes F3 and F4
Note Cents Deviation

Partial Number
1 2 3 4 5 6

F3, 1st pass 0 25 33 49 69 96
F3,2ndpass 0 23 35 47 72 97
F4, 1st pass 0 1.0 26 b5 90 132
F4,2ndpass 0 1.2 29 54 9.1 133

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 theirinharmonicity. My piano had been about 15 cents
flat during my first four readings. Inow 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. Tused a 6:3 octave for my temperament,
and then did octaves and unisons up and down.

Next, I muted off the temperament section again and
measured cents deviation for the first six partials of all 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 [
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 all the
partials, I'd be willing to bet that they reflectinaccuracies 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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of Theory

Table 3
Inharmonicity of Notes of
Temperament Octave F3-F4
Note Cents Deviation
Partial Number
1 2 3 4 5 6
¥4 0 10 27 53 89 129
E4 0 03 20 42 74 113
Dit4 0 06 20 40 7.1 104
D4 0 03 18 35 6.1 64
C#t4 0 04 08 26 47 7.7
C4 0 12 26 41 66 90
B3 0 13 20 37 58 82
A#3 0 08 16 32 50 173
A3 0 06 12 28 46 6.7
G#3 0 05 15 32 47 6.8
G3 0 02 06 21 40 6.0
F#3 0 20 26 43 6.3 9.1
F3 0 27 %8 53 %75 99

accurately the inharmonicity formula that Fred Tremper uses
in his excellent article in the May issue would predict the
inharmonicity of my M1AD.

I measured the speaking length of myF3 as 32 11/16"; the
wire size I called 17 1/2, but its true diameter was something
greater than 0.040"; more like 0.04025". For F4, the speaking
length was 20 1/8"; the wire size was nominally 16 1/2, but
again, the actual wire diameter was slightly larger than 0.038",

Anyway, using the nominal diameter of 0.040" for '3, 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. Thisvalueisslightlyless than the measured value of around
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. In
addition, in my measurements I used zero as the value for cents
deviation for the fundamental, and so to be exact, I really
should reduce the value for the inharmonicity of the sixth
partial by the value for the inharmonicity of the first partial,
bringing the calculated value 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 inharmonicity formula gets us into the
ballpark, but clearly there are other factors at work in produc-
ing the actual measured inharmonicity. This poinis 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.
First of all, notice the two jumps in inharmeonicity, a big one



between notes F#3 and G3, and asmaller one between notes C4
and C#4. “Miking” the strings, I discovered 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 temperament we tune, and so, for all practical pur-
poses, we have no way of knowing where these kinds of jumps
in inharmonicity are going to be located in whatever tempera-
ment we happen to be tuning.

Second, notice the negative values for cents deviation for
the second partials of notes G3 and C#4. (You can be sure that
Ichecked these data several times!) There must be something
in the board, bridges, tension, or what have you that depresses
these values. But, since we don’t understand these factors, we
have no way of predicting their effects — and that is another
limit to our theory. Itisinteresting, isn’tit, that both negative
values appear just above ajump in wire size, Fortunatelyfor us,
these negative values appear in the second partials, which we
only listen to in 3:2 fifths.

Finally, notice how the inharmonicity decreases at a more
and more gradual rate as the notes descend, finally reversing
direction and increasing for the lowest two notes. This lends
support to our observations in previous articles that inharmo-
nicity tends to increase toward the bottom of temperament
sections. Looking at the bridge of my M1AD, I can see that it
makes a sharp curve back towards the upper bridge at just this
point in the temperament.

In any case, I then had a somewhat accurate table of the
inharmonicity conditions in my temperament. The next step
was to use that information to do a virtual tuning on my
computer, using the spreadsheet program Quattro Pro. First,
Isetthe frequency of the fundamental of note F4 to 349.228 Hz
— thevirtual equivalent of tuning the fundamental of F4 to the
zero cents deviation from the note F4 on the SAT. Then, [used
the inharmonicity data taken from my M1AD to generate the
frequencies of the other partials of F4. Nexi, I took the
frequency of the third partial of F4 and set the sixth partial of
F3 to the same value—in other words, I virtually tuned the
octave F3-F4 asapure 6:3 octave. I then used the inharmonicity
datafrom the M1AD to generate the frequencies of the remain-
ing partials of note F3.

Next, I took the difference between the frequencies of the
fundamentals of F3 and F4 and generated a series of frequen-
cies that divided that difference into 12 perfectly equal steps —
the virtual equivalent of tuning a perfectly equal temperament
between F3 and F4.

 Finally, I compared the frequencies of the coincident
partials of all the usual temperament intervals to see how fast
the intervals would beat, that is, if they were in a piano and not
a computer. The results are given in Table 4. I hope that the
layoutof Tables 4- 7is self-explanatory. The beatrates ofall the
intervals appear in the same row as the lower note of the
interval. Don’t worry for now about the columns marked
“Inharmonicity compensation” and “Sharpness factor;” we’ll
get to those later,

Table 4

Note Inharmonicity Sharpness Interval Beat Rates

Compensation Factor ms M3 P4 P5 P5 M6
F4 0 1 3:2 64
E4 0 1
D#4 0 1
D4 0 1 -14.6
C#4 0 1 -13.6 13.4
C4 0 1 -14.3 104 22
B3 0 1 -13.6 10.2 1.9
A#3 0 1 -132 99 20 07 02
A3 0 1 -10.6 9.0 2.0 05 0.2
G#3 0 1 -106 93 12 05 -04 115
G3 0 1 -100 9.0 25 0.7 02 108
F#3 0 1 2117 70 1.1 0.2 27 90
F3 0 1 -11.5 58 05 0.1 22 78

The tuning generated by our computer is not bad, but it’s
not great either. Some of its ronghness is no doubt due to my
inaccuracy in measuring the inharmonicity in the individual
strings. Still, some trends come through clearly, and they
reinforce the conclusions we drew in previous articles about
the beat rates of intervals in inharmonic temperaments, First
of all, the wide intervals — the major thirds and sixths, and the
perfect fourths— generally progress more rapidly than theory
says they should. The narrow intervals progress more slowly—
note the minor thirds. Quite a few of the 3:2 fifths are wide,
especially towards the upper part of the temperament, and the
6:4 fifths actually progress in a reverse direction. All these
trends are consistent with our theory. Let’s see if we can’t
improve the temperament a bit. First of all, let’s go back to
Table 3. I we flattened the fundamental of note F3, all its
inharmonicity readings would be reduced and brought more
into line with the rest of the temperament. The same seems to
be true, to alesser degree, for note G#3. Why is thisso? Either
I misread the fundamentals when taking the data, or the
inharmonicity of those notes reallyare higher for some reason,
or both. In any case, let’s start our retuning by compensating
these twoinharmonicity readings, reducing all the readings for
note F3 by 0.8 cents, and all those for note G#3 by 0.3 cents. If
our data are correct, this would be equivalent to slightly
flattening these two notes, and would point 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 “Inharmonicity compen-
sation.” After the compensation, the beat rates become a bit
more smooth. )

Let’s try now to compensate for the two jumps in inharmo-
nicity caused by the scale breaks at F#3-G3 and C4-Ci#4. We'll
leave F3 and F#3 as they are, as reflected in Table 6 in the
column labeled “Sharpnessfactor.” In that column I've put the
number that we'll multiply the fundamental frequency of the
note by to slightly sharpen it. Ifwe multiply by one, of course,
the frequency stays the same, so F3 and F#3 have sharpness
factors of 1.0. We’ll sharpen the fundamental of G3 by
multiplying it by 1.001; then we’ll gradually lower the sharp-

Continued on Next Page
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Table 5

Note Inharmonicity Sharpness Interval Beat Rates

Compensation Factor ms M3 P4 P5 P> M6
F4 0 1 3:2 64
E4 0 1
D#4 0 1
D4 0 1 -14.8
Ci#d 0 1 -13.8 13.2
C4 0 1 -144 102 2.0
B3 0 1 -13.8 10.1 1.7
A3 0 1 -134 97 18 05 -0.2
A3 0 1 -108 88 18 03 -06
Gi#3 0.3 1 -106 93 12 04 -05 113
G3 0 1 -102 88 23 05 -05 105
F#3 0 1 -11.8 68 10 -04 -3.0 87
F3 -0.8 1 -11.3 60 0.7 00 -20 79

ness factor aswe go up the scale until we get to Git4, where we'll
raiseitagain; and then reduce the sharpness factor back to one
for the top notes to keep our octave at the same size, a pure 6:3.
The resulting beat rates are much more acceptable. But look
at the major thirds. They are still progressing more rapidly
than in theory; if we want them to progress at the accepted rate,
in other words, if we 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. Iarrived at the sharpness factors
in this table in much the same way I might tune a piano. First,
Ilooked for sharpness factors for A3 and Gi#4 that would create
achain of major thirdsbeating atabouta 4:5 ratio. Then Ifilled
in the other intervals as though [ were going through a
temperament sequence, looking for consistent beat rates,
_ backiracking every nowand then, not trying for perfection, but

justdoing the best I could. In so doing, [ 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 M3 P4 P5 P5 M6
¥4 0 1 3:2 64
E4 0 1
Dit4 0 1
D4 0 1.001 -16.6
C#4 0 1,001 -15.4 118
C4 0 1.0001 -14.6 10.1 1.8
B3 0 1.0001 -125 99 1.6
A3 0 1.0001 -12.2 10.7 1.8 04 -0.3
A3 0 1.001 -11.9 88 1.8 -03 -19
G#3 -0.8 1.001 -11.7 84 1.2 -02 -1.8 103
G3 0 1001 -11.2 79 16 05 05 95
F#3 0 1 <107 69 1.1 02 -19 87
F3 -0.8 1 -103 69 0.8 00 -18 88

26 — June 1995 PTJ

I'm sure it would be possible to improve these beat rates
further if one wished to spend the time, but I doubt they could
ever be brought into perfectline. And here, I 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 all practical purposes, unpredictable and irregu-
lar enough thatwe have to rely on judgmentrather 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 of errorsin measurement, they can’texactlyreflect the
inharmonicity of my M1AD. Still, their very inexactness is due
to some extent to the uncertainty of piano pitch at this level of
precision. Further compromises come from the changes in
inharmonicity as we go up the scale — some large ones due to

Table 7

Note Inharmonicity Sharpness Interval Beat Rates

Compensation Factor ms M3 P4 P5 P5 M6
F4 0 1 32 6:4
E4 0 1.0007
Dit4 0 1.001
D4 0 1.001 -16.6
Ci#4 0 1.0015 -151 11.1
C4 0 1.0003 -13.4 10.7 1.6
B3 0 1.0007 -13.4 104 1.7
A#3 0 1.001 -127 97 18 -02 -1.6
A3 0 1.0013 -12.1 9.1 1.6 -0.1 -1.3
Gi#3 -0.3 1.001 -11.0 86 1.6 04 -05 103
G3 0 1.0013 -105 82 15 03 -08 99
F#3 0 1 -104 78 15 04 -14 96
F3 0.8 1 -103 72 14 02 -16 88

such factors as wire size changes, many smaller ones due to
Lord knows what -— changes which force us to move the notes
around inunpredictable ways in order to improve the sound of
the temperament. And we will 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-
mentand converted them to cents deviations from the SAT, 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 of all the notes in my M1AD’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



to, and made an excellent approxima-
tion to the sound of true equal tempera-
ment.

Table 8
Note Partial 6th
Frequencyin Hz Cents Deviation

F4 2111.040 14.9
E4 1991.495 13.9
D#4 1878.729 13.0
D4 1771.714 115
C#4 1670.954 10.1
C4 1575.978 8.8
B3 1486.974 8.2
A#3 1402.776 7.3
A3 1323.574 6.6
G#3 1248.384 5.4
G3 1177.968 4.9
F#3 1112.058 5.2
F8 1049.319 4.7

The progression of values for cents
deviation in Table 8 is very even, and I
would imagine that almost any similarly
even series of 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, and all these tempera-
ments would verylikely have a consistent,
regular sound. This consistency is, of
course, one of the chiefvirtues of tunings
done electronically. The one area of the
temperament that would probably not
sound as well would be the lowest two
notes, whose inharmonicity is sharply
higher than the notes just above them.
Perhaps these notes could be retuned
aurally to improve the overall tempera-
ment.

Atthis pointin my experiment, [ had
acouple of hoursleft, and that presented
me with a unique opportunity — to use
this meticulously crafted temperament
as the basis of a truly exceptional tuning.
In an hour or so, taking my time with the
octaves and unisons, I could for once
have my piano be superbly in tune.

What to do? I pulled out the tem-
perament strip and put the 13 middle
strings of the temperament back in tune
with their neighbors. After quickly check-
ing up and down the piano, I put the case
parts back on and opened up the
Goldberg Variations on the music stand.
After all, sometimes music can be even
more fun than tuning.
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By David Severance, RPT
Eastern Washington Chapter

Piano technicians who boretheirown
hammers are in the minority today, but
20years ago they were almost unheard of.
Until recently, in fact, jigs to accomplish
accurate hammer boring have been al-
most completely unavailable. Mostmanu-
Jacturers and suppliers use heavy and
expensive one-of-a-kind machines that
are usually built in-house. The supply
houses sell several hammer boring jigs
intended only for boring the occasional
replacement hammer in the field. Those
intrepid few technicians who insisted on
boring their own hammers usually had to
Jabricate a fig of their own design or
adapt a tool intended for another pur-
pose.  Although the majority of us still
order our hammers bored — 80 percent to
85 percent according to several suppliers
— I sense more of a desire among techni-
cians to perform this service for them-
selves. This is probably the result of infor-
mation made available through ariicles
in theJournal and the various regional
and annual conferences.

Do technicians now have a large
and varied selection of hammer
boring tools and jigs to choose from?
Unfortunately, no, but more are
available now than have been. In fact,
I'll bet there are a few tools 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 I write this, the
Renner jig has only been available for
a few weeks.

Roll Hammer Boring Guide

The first commercially available jig
that I am aware of was the Roll Ham-
mer Boring Guide. I purchased this tool
in 1978. This jig was among the several
dozen tools that were designed and
built by the brothers, 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 technicians
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used. With the help of his brother,
Robert, a talented machinist, Jack
founded Quality Custom Tools 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. Quality Custom Tools is
probably best known for their impact
tuning hammers,

Roll Hammer Boring Guide

The Roll jig, unlike the Gallaway and
Brooks jigs, centers the drill bit over the
hammer molding with a drill bushing.
The bushing holds 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, makes it possible .
for the technician to use this tool in the
field with a hand drill. For drilling a set of
hammers, the insiructions recommend
using a drill press. The hammer is placed
in the jig tail side down with the ham-
mer strike point againsi 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 hammers 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
collars of any specified size are avail-
able from the manufacturer

ooks Hammer |

The Brooks 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 hammers in 1979 he
needed a boring jig, but nothing was
commercially available.

“The few technicians who were
boring their own hammers were just
using an angle vise 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 holds 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. The jig 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
slots. 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

Continued on Page 30
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Continued from Page 28

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 horizontal
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.

e

Bl

H:{J' Y

- Brooks Hammer Boring Jig

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 that 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
accuracy 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.

10 Guide

The Gallaway Hammer Boring
Guide has only been on the market for
about a year, and is designed and
manufactured by Kent Gallaway, RPT.
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 work
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.

 Gallaway Hammer Boring Cuide

The hammer is held in the steel
fixture 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 fixture. 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.

er Hammer Borm

L4

The Renner 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 all the
hamimers 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.LT. 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. The jig
is initially set to the standard 11/32"
(H) x 7/16" (W) Renner hammer
molding size. Aslong 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
hamimer is held in place with a spring

loaded toggle clamp.

- ‘
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— P

Renner Hammer Boring Jig



_ The drill bit is aligned to the jig
along what is called the Rake Bar Line.
Placing the hammer strike point
against an indexed sliding stop sets the
bore distance. This allows the techni-
cian to mount the jig to the drill press
table and not have to move it when
changing this measurement.

The hammer holder is a cradle
positioned between two pivots that
share an axis with the hammer mold-
ing. The hammer holder assembly is
indexed and can swing 35 degrees in
either direction to produce the
hammer bore angle. The jig is cali-
brated and can be adjusted to produce
a threé- to 15-degree pitch by pivoting
the hammer seat block assembly. The
Hammer Seat Block serves as a drill
backing insert and can be replaced
with either wood or plastic of the same
dimensions when worn,

Is That All?

Nothing here exactly fits your
needs? Make your own jig. Glen Hart
of Grand Junction, Colorado designed
a multi-purpose jig that is not for sale
but may provide inspiration to those of
you who wish to build your own. This
jig is unique in that the drill is station-
ary and the work is moved into iton a
horizontal track, much like a horizon-
tal boring jig in a wood shop. The
moving fixture can be adapted to
perform a variety of operations in
addition to hammer boring. This tool
looks similar to the hammer boring -
and tail shaping jig that I saw on a tape
of the Bosendorfer factory several years
ago.

Since I have not personally seen
this jig, I can only describe what is
pictured in the slides Glen sent me.
Glen will be demonstrating this jig at

]

the PTG’s 38th Annual Convention &
Technical Institute July 19-28 in
Albuquerque.

In Conclusion

All of these tools have strengths
and weaknesses, Which one works for
you can depend on many things such
as price, frequency of use and mobility.
Features that facilitate your particular
style of hanging hammers should
probably be one of the considerations
in choosing a hammer boring jig. 1
have personal experience with the Roll,
Brooks and Gallaway jigs, and I 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 spindle to produce a 3-
degree rake. The drill bushing is a nice
feature that positively centers the bit
over the hammer molding. This feature
also allows the technician to use a hand
drill in place of 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 tool is relatively
small and getting the hammer into the
spindle and secured in place is time
consuming and somewhat awkward.
This contributes to some inconsistency
in the bore location and hammer
angle. For $75, it’s a very nicely made
little jig to bore an occasional set of
hammers in the shop and also carry in
the field.

T've bored dozens of sets of ham-
mers on the Brooks jig. If you buy this
tool consider spending some exira
money and buying an inexpensive
cross-sliding vise for the base. You can
find these vises in catalogs for around
$40, and they make the job much
easier. This tool is simplicity itself, as
Wally Brooks designed it to be. It’s
inexpensive and easy to set up and to
use. You can get the hammer in and
out of the jig fast and easily change the
angles. The only two adjustments on
the jig are the bore angle and the
pitch. However, I cannot seem to get
completely uniform bore location and
hammer angles with this tool. The
wooden jig tends to flex slightly under
load for me. Keeping your bits sharp

will minimize this flex. Manually
holding the hammer in the jig also
seems to contribute to some non-
uniformity in the boring. I also prefer
to have the hammer angle gauge scaled
to one degree divisions. Of course,
trade-offs are involved in designing and
building anything. I'm sure Wally
reasoned that what might be gained in
rigidity and accuracy would not offset
the increased cost of a jig made of 2
different material indexed to one
degree with some sort of hammer
clamping mechanism. Allinall,a
technician, with practice, can produce

- a perfectly acceptable hammer boring

job with this $89 jig.

I've only bored about a half-dozen
sets of hammers on the Gallaway Jig.
The tool as I first received it had a
serious design flaw. The tool indexed
the bore distance off of the back of the
hammer molding instead of the strike
point. After I pointed this out to Kent
all subsequent models were corrected
and I'm sure mine would have been
too, except I had already had the
machinists at Washington State Univer-
sity do the job. The jig, when mounted
to the base described in the instruc-
tions, is fast, easy to use and extremely
accurate. I like the way the hammer is
secured while boring and the positive
one degree stops on the spin index.
Although I feel the lack of a builtin
pitch adjustment is a significant
deficiency, building this feature into
the base is not too difficulc. At $180,1
consider this tool a good buy for the
shop.

Since I haven’t had time to bore a
set of hammers on the Renner jig, I
can only offer some cursory observa-
tions. This appears to be a well-
thoughtout and elegant design with
every feature I would incorporate in a
boring fixture. Itis also the most
expensive, at $250. Renner also sent
along a hammer angle gauge they
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 I wanted to talk to some-
one who had some experience with this jig.

Concluded on Page 33
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will adjust the pitch fo 3-
degrees.

backing insert can be
moved up or down to
adjust the hammer piich.

bedel: Roll Hammer Boring Brooks Hammer Boring | Gallaway Hammer Renner Hammer Boring.
: Guide Jig " | Boring Guide Guide & Hammer Angle
. Gauge
Manufacturer: Quality Custom Tools Brooks, Lid. Kent Gallaway Renner USA
: ' Robert H. Roll 376 Shore Road 708 Thorne St. PO Box 1223
6408 South 1680 East Old Lyme, CT 06371 Ripon, W1 54971 Weston. CT 06883
Salt Lake City, Utah (203) 434-0287 (414) 748-3265 (203) 221-7500
84121 (800) 326-2440 (203) 454-7866 Fax
(801) 272-7655 (203) 434-8089 FAX
Construction: The boring guide body is | The jig is consfructed The boring fixture is The boring fixture is
: machined steel with a entirely of European machined cold rolled consiructed of high-
brass spindle. birch plywood with a steel. The spin index density polyethylene.
pear or boxwood drill that holds the fixture is
backing insent. cast iron.
Base: A base is not included. A | Abase is not included. A | A base is not included. The boring fixture can
: drill press vise can be drill press vise is Instructions are included | be mounied directly to . .
.| used when using with a recommended.’ for fabricating and the drill press table.
drill press. mounting the guide to a :
particle-board base.
Bore Angle Adjusiment: This jig uses a 180- The jig uses a 50 degree | The boring fixture is held | The jig has a 70-degree
L - degree protractor with 1- | scale with-5-degree -in a spin index that has scale that can pivot 35"
degree divisions. divisions. a 360-degree scale with | degrees in either -
1-degree divisions and direction. The hammer
1-degree stops. holder has an engraved
scale with 1-degree
) divisions.
Reke or Pitch Adjusiment: A shim is provided that One end of the diill No pitch adjusiment is The hammer holding -

built into the guide.

“mechanism.

mechanism pivois to
accommodate piich
directly under the drill
bit. A -31io 15-degree
scale is engraved on the
hammer holding

Addiional Equipment
Required: - :

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
diill press vice.

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

The hammer boring
guide must be used with
a drili press.

Method of Securing Hammer .

$89, plus shipping

d The hammer is held in The hammer is held in The hammer is secured | The hammer is secured
in Place While Bering: the spindle with a set the jig manually for in the guide by a steel in the guide by an’
: : screw. boring. | jaw that is tightened with | adjustabie toggle clamp.
' a large thumb screw.
Drill Backing Insert: | No dill backing insertis | The drill backing insert The guide comes with The polyethylerie
o provided. A .062 shimis | can be turned over to one backing inseri. hammer seat block -
provided to accommo- expose a fresh surface. Replacements can be doubles as the drill
date thin hammer Replacement inserts are | easily fabricated. backing material.
moldings. available from the - - Replacementis can be
manufacturer. easily fabricated.
“Ingtructions: - ) Detailed instructions are | Détailed _instructioné’ are | Instructions are in- Instructions are
» : included with the jig. included with the jig. cluded. included.
Weight: 2 pounds 2 pounds, 8 oz. -. 15 pounds 51bs.6 0z.
Cost: $75 plus shipping $180, shipping paid $250 for the boring

gauge, $20 for the angle
“gauge, plus shipping.
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Comparing Hammer
Boring Jigs

Continued from Page 31
Lloyd
Meyer re- |
ferred me
to Peter
Bourassa, a
Renner
employee
who has
bored hun-
dreds of
setsofham-
mers (400
sets for Mason & Hamlin alone) with thisjig.
Peter said that he has used several different
kinds of jigs including the wooden jig that
Mason & Hamlin used. He found that the
wooden jigs he used were not stable enough
in a production situation, explaining that
humidity changes caused changes in the
dimensions of the jig, which would in twrn
cause boring inaccuracy. He also was not
happy with the jigs he used in which he had
to hold the hammer manually in the fixture.
He found that the bit would sometimes
“kick” the hammer off center. Peter particu-
farly likes the ability of this tool to change
from boring upright to grand hammers with-
out moving the jig to re-center the bit over
the molding. Peter tells me this toolsolves all
the problems he hasencountered. Forsome-
one who wants to bore lots of hammers easily
and accurately this tool appears to be an
excellent choice.

Renner Angle Guide
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A Review & Critique
By Alan Eder, RPT

When “The Piano Book” first came
out, I asked myself, “Why didn’t I think
of that?” Not that there aren’t other
“How to...” books dealing with piano
acquisition. It’s just that this one is
exceptional in itsscope, style and overall
conception. It is a valuable guide to
purchasing pianosnewand old that deals
in specifics and in depth, while remain-
ing ever user-friendly. Iwas sufficiently
impressed by the First 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 bookisan 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 out of the context so carefully prepared by the author.
The First Edition, by virtue of its numerical ratings, is 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 ubiquitous Asian pianos, M.F.M.
status (Most Favored Manufacturer) was clearly nof 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 program 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.)

supply houses.
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“The Piano Book: Buying & Owning a New
or Used Piano, Third Edition, 1995," by
Larry Fine, RPT. Now available from the
publisher, Brookside Press, P. 0. Box 17§,
Jamaica Plain, 3A 02130 or from piano

Any hints of partiality stand out
only because, given its breadth, Fine’s
work is about as objective as is hu-
manly possible.

Second time around

BOVIRE £ OHWNE A MW 08 (56 PLARD

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
industcy. Fine was, “...politely ignored
by manufacturers and industry execu-
tives.” However, the industry-saw 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 intrigued, 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 “tactical” and “surgical” usefulness of the numerical
ratings of the First Edition is greatly diminished in the piano
evaluation format of the Second Edition. Nonetheless, a few
manufacturers (namely Sojin, Baldwin 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 have been published about their product, or their
non-inclusion?

Stmilarities and differences

Chapters I and II of the Second Edition (How & Pianro
Works and Buying a Piano: An Orientation) are identical to.
those in the First Edition. Chapter II (Buying a New Piano)
does contain a few revisions. The notable differences have
to do with upright 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 of the last
operations performed in a high quality action rebuilding
job, particularly if the weight of the hammers (and other
action parts) and/or the geometry have been changed. It

would also be necessary if a different touch were sought, all

other things being equal. However, as the author points
out, if all regulating parameters have not been adjusted as
closely as possible (including preparatory work, such as
pinning), evidence of individual key weighting is not
necessarily a sign of superior design or execution.

To date, laminated soundboards have been available to
the consumer primarily in lower-end models. According to
piano design and manufacturing notable Del Fandrich, they
have often been applied in the same manner as solid spruce
soundboards (which is inappropriate due to their different
characteristics) or otherwise mis-applied. To add insult to
injury, laminated soundboards in general have gotten bad
press as 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
disputed. 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 colleagne and I were selecting a
Bosendorfer model 225. We did not know until after the
fact that one of the three we tried had a laminated sound-
board. It did not sound substantially different from the
other two, which were both very fine pianos.

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 not reflect
favorably on the manufacturer’s standards.

Slight modifications were also made in the text dealing
with soundboard cracks, the 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, RPT. It is a useful point of departure for determin-
ing the current market value of used pianos.

Steinway

Absent in the Second Edition is the separate chapter of
the First Edition devoted to Steinways, which included far
more extensive coverage of history and technical features

than any other manufacturer received. In the second
edition, Steinway reviews are included with those of all other
pianos. The portion dealing with buying a used Steinway is
part of the chapter on buying used pianos in general.

Added to the Second Edition is a discussion of verdigris. (As
Fine points out in the Third Edition, rmany technicians have
reported successfully treating this condition with Pro-Tek, a
new solvent/lubricant on the market.)

Two factors 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 limits to our stamina for negotiation. Most of us
have had to navigate the sometimes tricky terrain between
consumer (with a piano problem that may be warranty
related) and manufacturer (who is usually prepared to
rectify a bona fide warranty related problem). Imagine
attempting to do this on the grandest of scales, between all
the consumers and all the manufacturers at once. Better
you than [, 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 to reflect current trends in
the industry. Piano historians of the future would do well to
refer to “The Piano Book” as a series of periodical snapshots
of the piano industry in the late twentieth century (and,
hopefully, beyond!).

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

As is the case with most issues in piano technology,
there are two sides — at least — to every coin. This is as true
of servicing techniques as it is of materials selected for
building or rebuilding pianos. Multilaminate 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
multilaminate pinblocks so stable also requires more
consistent drilling and tuning pin size. Inconsistenciesin
these areas could turn a multilaminate pinblock from an
asset into a liability. Like the laminated soundboard issue
between the First and Second Editions, it is not that a given
material is inherenily inferior or superior but how it is
applied that is crucial.

Another point harkening back to the First Edition is
what I referred to as apparent chauvinism towards American
products. There are a few subtle changes in the Third
Edition which compel me to state that my former criticism
no longer applies.

Whereas the First Edition contained controversial and
much abused numerical ratings of each model of each
brand of piano, the Second Edition steered completely clear
of allowing such base comparison. With the Third Edition,
Fine has aptly struck a balance between the two extremes.
The Summary of Brands and Price Ranges offers a generalized,
relative comparison of most brands (but not individual

Concluded on Page 38
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By Alan Eder, RPT

Once when I was going over some minute detail comparing the Second
Edition with the First, Fine spontaneously pointed out that his book is
often scrutinized as if it were the Dead Sea Scrolls (and no one is more
guilty of this than yours truly!).

AE: The authors of the Dead Sea Scrolls do not have the
opportunity to respond to how their written work is being
interpreted. But you do ... care to provide any commentary
on/context for the interpretation of your book?

LF: I don’t mind people scrutinizing the facts I state in the
book. Butitgetsalittle out of hand when theystart questioning
the meaning of practically everyword. My book is often placed
on too high a pedestal so that every word assumes too great an
importance. People lose sight of the forest for the trees.

AE: Now that we got that out of the
way, the focus of this interview is to
discuss what’s new in the Third Edi-
tion, What's the same, what's differ-
ent and why? ‘
LF: All the brand reviews have been
rewritten to the extent necessary to
bring them up to date. I did a new
survey in which about 50 techni-
cians again examined about a thou-
sand pianos. This time I empha-
sized the follow-up interviews more than in the past — [
conducted more than 85 hours of interviews by phone. The
interviews yield the most interesting information, though the
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
likely to do otherwise. In this edition, a larger number of
technical problems are mentioned than in the last, as an aid to
technicians who may be inspecting, servicing, or advising
about a particular brand or model.

I also reintroduced prices and ratings, as you mentioned.
Over the past four years I have received a lot of feedback from
readers that a consumer guide without prices and a summary
ofratings wasless than completelyhelpful, especially for novice
buyers (and most piano buyers are novice buyers). This time
I give prices in the form of a general range for each brand and
type (verticals, grands) — not for each model—so I'won’thave
to worry quite so much about discounts, changes in currency
values and so forth. Ratings are also given in a more general-
ized form than previously, and so far I've received very little
objection as to how the categories have been described or how
the brands have been divided up between categories. I think
I've struck a good balance between the problems of contro-
versy and misuse that stem from too much specificity on one
hand, and the legitimate need for price and quality guidance
in summary form on the other.
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. Although the book

| was written primarily
for an audience of

piano consumers, in

fact, it is used in far
more ways than I

could ever have
imagined.

Technicians will 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
younoted, many othersmall changes have been made through-
out the book.

AE: Some of the changes 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?

LF: Both. Actually, I made some major changes to the section
on shopping for a piano and choosing a dealer. Before I
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
meantime, over the pastseveral years
the shopping experience has got-
ten to be so dreadful for so many
people that my description became
absurdly counter to reality. This
time around I made some small but
importantchangesto prepare shop-
pers for what they were about to
experience. Ialso addressed atsome
length the issue of mega-salesevents,
such as “armory” and “university” sales. Last, I have included
more ideas on how to negotiate the best deal when buying a
new piano.

AE: Kudos on once again succeeding in including every piano
manufacturer in your reviews. In the Second Edition there
were some holdouts, and in 2 notice to readers explaining the
situation, you also mentioned that you invited manufacturers
to have their response to your review of their product printed
in the book. No one tockyouup on that. You once told me that
manufacturers are exiremely sensitive to everything that’s
written. Why is that?

LF: They are afraid — with some justification — that compet-
ing dealerswill highlight the criticisms and selectivelyuse those
criticisms to “bash” them. Of course, since dealers of all brands
do this, it’s a wash as far as I can tell — thatis, no one brand is
the netbeneficiary of this practice. And ifmy bookdidn’texist,
they'd find some other way to do this; negative selling is not
exactly a new idea, after all. The selective misuse of my book
is not my fault, but invariably I get blamed for it,

Lest I give the impression that all manufacturers have
given me grief, however, [should say that each company hasits
own distinct way of relating to me and most are very pleasant to
work with. Most respect freedom of the press and work with me
to insure the reviews are factually accurate, but otherwise don’t



interfere. Manyhave given me a great deal of useful information,
and my reviews are definitely the better for having had the input
of the manufacturers. Of course, I’have always offered to include
their response in the body of the review. Strangely, most don’t
fequest it as much as they could; perhaps they are afraid of
appearing too defensive to readers.

A few companies still seem to assume that I am trying to
harass them with my reviews. They try to bludgeon me into
submission with quasilegal threats and innuendoes. This time,
though, Istood my ground and made relativelyfew compromises.
Ironically, many piano dealers are among my biggest supporters
and make very heavy and positive use of my book. Insome cases,
they have interceded on my behalf with manufacturers who were
paranoid about my reviews.

AF: Do you know if your book has led to any changes on the part
of piano makers and promoters?

LF: My book has become part of the marketing landscape — to
be worked with or worked around. I'm sure that the book has
influenced to some extent what models and what features have
been presented to the public.

A much greater effect of my book, I believe, has been to
increase the dollar value of the average piano purchase. As you
know, I have an active consulting practice — people who have
read my book call me and pay me for more personalized advice.
Many consulting clients tell me that they originally started out
planning to spend x dollars, only to realize after reading the book
that it would cost two or three times that amount to buy a piano
whose quality was consistent with that

piano teachers. Technicians use it as a public relations tool —
giving it away to smooth over the awkward situation when they
must conderan a klunker but still charge for their visit, or to
corroborate what they tell the customer about the piano’s service
needs. I'm now publishing and selling a number of other books
— and videos — about the piano that I hope will also have
multiple uses.

AE: In preparing each edition of your book you have made a
sampling (although not stricily scientific) of observations by
piano technicians about new pianos and taken the information
directly to the manufacturers for feedback. Could you share any
observations from your unique perspective on what technicians
think of 2 given piano and what the manufacturer fhinks techni-
cians think about their product? What percentage of problems
noted by technicians get reported to manufacturers? How does
the information get filtered as it flows from piano to technician
(to dealer) to manufacturer?

LF: Within the context of the survey for my book, I did a smaller,
more informal survey to determine what percentage of actual
physical defects got reported to the manufacturers. It turned out
that onlyabout 20 percentwere reported directly to the manufac-
turer. About another 25 percent were reported to the dealer,
usuallyin the form of a bill for services. Most technicians said they
were sure that most of these never got forwarded to the manufac-
turer. Although dealers can get reimbursed from the manufac-
turers for such work, 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 trouble-

of other thingsin their life (car, house, _5 I don't mind peop le maker. Of course, if the amount of
etc.). In most cases, these people’s { scrutinizin 34 the faci‘s I money were large I'm sure they would
budgetare quite expandable, and they state in the book. But request reimbursement. Technicians,
will Zpenddmcf)re ifa convinci;;g hcase it gets a little out o f for their part, usually don’t contact the
can be made for it — a case which my 3 manufacturer because it’s easier just to
book makes. This means a larger sale hand whe n ih@y start fix the problem; calling takes tin‘:e and
and greater profitfor the piano dealer. q u;es twmng ﬂ?e usually serves no purpose unless assis-
Some dealers recognize this and virtu- meaning of PmthlCﬂl ly tance is needed or authorization is re-
ally insist that their customers read the every word. quired. Sometimes the technician has

book, even to the point of giving it
away.

AE: Asaresult of having written and twice revised this book, what
have you learned about the nature of the piano industry, from
manufacturer to consumer, from tree to condemned klunker?
LF: This is a business of great contrasts. [ have met some of the
nicest people in this business and have great respect for many of
the companies. At the same time, I have witnessed incredibly
unethical behavior and have met many liars and cheats. (The
head of one piano company told me bluntly, “Piano men are
Hiars.”)

AF: Your book is addressed primarily to an audience of piano
consumers. Is there anything in particular you would like to say
to the thousands of piano technicians and others with a keen
enough interest in the piano industry to read the Journal

LF: Although the book was written primarily for an audience of
piano consumers, in fact it is used in far more ways than I could
ever haveimagined. Forinstance, piano dealersuseit to train new
salespeople. Piano pedagogy instructors use it in training new

alerted the manufacturer to a problem’
in the past, but sees no purpose in alerting them again and again
for the same problem. Many times the technicians note problems
on my survey forms but don’t actually fix them because the
customer hasn’t noticed and isn’t complaining. [Nofe by AE:
Grappling with one such situation myself, esteemed colleague Richard
Davenport vecommended that I “register” the problem with the manufac-
turer. This involves documenting the problem in writing (and with
pictures, if applicable) and communicating it to the manufachurer while
the warranty is still in effect. It is the middle ground between stirring up
calm waiers on one hand and turning o blind eye on the other.]
Technicians are often representing the dealer and don’t want to
create any unnecessary trouble for him or her. For all these
reasons, many of the smaller problems don’t get reported to the
manufacturers. I was amazed at how many problems consistently
mentioned by technicians some manufacturers claimed theyhad
no knowledge of and vigorously disputed.

Technicians were quick to point out which manufacturers

seemed most receptive to hearing their complaints and solving

Concluded on Next Page
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141 Years On
The Best Seller List.

In 1853, Heinrich Steinway emigrated to
America with his family and founded
Steinway & Sons, still the renowned builders
of the world’s finest pianc. This fascinating
book tells the inspiring story of the Steinway
company, and 140 years of American Piano
history. More than 100 color and ductone
photographs document Steinway’s year-long
handcrafted construction, and many cele-
brated Steinway concert artists.

Written by Ronald Ratcliffe, this is the
only book authorized by the Steinway company. The ideal 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 1-800-345-5086.

@
STEINWAY & SONS
Qne Sreinway Place, Long Island City, NY 11105,

©1994 Steinway & Sens, Steinway and the Lyre are registered frademarks.

New FAC method for expert 88-note
stretch tunings at the piano!

" 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 Accu-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 88-note FAC 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 FAC tunings with a pitch offset,

%/w P e T02KING 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:

nvenitronics
ncorporated

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

In MA. 508-256-7374

Compact, lightweight, fast:
The Sanderson Accu-Tuner.
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Fine on Fine ...

Continued from Previous Page

problems. From my perspective, those
companies seemed to have the best grasp
on what technicians. were saying about
their products.

AFE: Like almost every other product on
the 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-
ing tool?

LF: A vital service department is never
likely to be much of a marketing tool
because manufacturers don’t want to give
theimpression thatwarrantyservicewill 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), I have tried to highlight
inmybook those companies thatare known
for the best service.

“The Piano Book”

Continued from Page 35
models), prefaced with disclaimers
about the subjectivity and margin of
error involved.

Closing thought

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
Piano Book."



In Bricf:

This lesson will cover
the proper location of the
grand keyframe within the
keybed cavity. Participants
will determine correct lo-
cation side-to-side for best
hammer/string align-
ment, and front-to-back for proper
treble strike point and fit of case parts.
This work will prepare the action for
spacing individual hammers to their
unisons in lesson #22.

Getting Started:

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

Hands-on Session Setup:

To teach this lesson in a hands-on
format, you will need one or more
grand pianos in good condition. New
or good used pianos on a showroom
floor are ideal. (Used pianos must not
have grooved hammers, or tone prob-
lems will result from changing the ac-
tion location.) It does not matter
whether these pianos have keyframe
location problems; the object will be to
check keyframe location and adjust as
needed. The pianos used must be of
the common design with an una corda
pedaland akeyframe located by adjust-
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 observ-
ing and adjusting on a single instru-
ment,

Professionals Advance throug Continuing Education

Technical Lesson #21

Grand Regulation -
Part 2: Positioning
the Keyframe

By Bill Spurlock, RPT
Sacramento Valley Chapter

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

Estsmated Lesson Time:
1 hour

Tools & Maderials Porticipants Must Bring:
For this lesson, participants should

bring the following:

B medium Phillips and flat-bladescrew-

drivers

B a small assortment of paper frontrail

punchings, for shimming the action

stop block

B wrenches for adjusting shift pedal

rods

Assigned Prior Reading for Participants:

August 1893 PT Journal, page 29. A
highly recommended resource is
Yamaha’svideo & bookset, Grand Regu-
lation in 37 Steps, available from Schaff
Piano Supply and Yamaha Corpora-
tion.

@

General Instructions
The location of the grand pianc

keyframe within the piano case
affectsboth partsalignmentand
tone. Before spacing individual
hammers to theirunison strings,
we should inspect the position
of the entire keyframe and ac-
tion assembly relative to the
strings, damper levers, and case
parts. Both side-toside and in/out po-
sitions of the keyframe need to be cor-
rect.

In/out position: Guides in the keyblocks
engage pins in the keyframe to locate
each end of the action. There are two
requirements for correct positioning.

1) Hammers must strike the strings at
the correct point for best tone. This is
normallyonlyan issuein the high treble,
where differences in strike point as
small as 1/32" can be easily heard. See
Figure 1.

2) The action must not interfere with
case parts. The action cannot be so far
out (toward the player) that the natu-
ral keys contact the keyslip, or so far in
that the ends of the sharps contact the
fallboard or the hammers contact the -
damper guide rail or belly of the piano,
On a properly built piano, there should
benointerferencewith case parts when
the action is located for best strike
point.

If you do encounter the rare case
where interference with cabinet parts
prevents locating the action for best
treble tone, one of the following prob-
lems may exist: Replacementhammers
have been installed on thewrong length
shanks, the action frame is located in-
correctly on the keyframe, or the fall-
board or keyslip are mounted incor-
rectly.

Normally, the treble end of the
action would be located first, then the
bass end would be located for an equal
gap between keys and keyslip at both
ends of the keyboard. However, be-
cause the bassstringsare angled, chang-
ing the in/out location of the bass
hammers also affects their hammer-to-
string spacing. Thus, in some cases the
in/out position of the bass end of the
action can be adjusted independently
toachieve the besthammer/string spac-
ing in the bass.

Continued on Next Page
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capo bar |

The optimum treble
strike point is
determined by
playing a high treble
note and moving the
action in and out
slightly while
listening for best
fone.

! hammer

| #88

Figure 1

Side-to-side location: An action cloth-cov-
ered stop block fastened to the bass
end of the action cavity locates the
keyframe laterallyin its rest (unshifted)
position. There are two requirements
here as well.

1) The hammers should be well cen-
tered to their unison strings while also
beinglined up directly over their respec-
tive wippens. In other words, in most
modern pianos the hammershanks
should be approximately in line with
theirwippens (perpendicularto theham-
mer rail), 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 keyframe should probably be relo-
cated instead.

2) The damper lift felts on the keys
must not interfere with the damper
levers of adjacent keys. In 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 Figure
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/
wippenalignment, action shift distance,
and key/damper lever alignment.

Exercises

The 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
should be checked first, because chang-
ing it will also affect hammer/string
alignmentin the bass and tenor due to
angled strings.

Step 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.

Step 2: Seatstrings and tune the top
two treble unisons, and reshape the
top two hammers if they’re grooved or
very fuzzy, so these keys produce the
clearest sound.

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

Damper levers

Figure 2

Keys must clear all
neighboring damper
levers in both the rest
and shift pesitions.

—
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Step 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 Photo 1. You will notice
one location where the tone is stron-
gest, while it becomes weaker on either
side of that point. If 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 50, it can be adjusted to
allow the action to be pushed farther

Pheoto 1



back to achieve the best strike point.

Ifthereisno adjustmentscrew, you
can move the hammer farther back by
lifting up the front of the keyframe
slightly, as shown in Photo 2. While
playing the key, place asmall pry bar or
flat-blade screwdriver under the key-
frame guide pin and pry up slightly.
Lifting the keyframe 1/8" at the front
will shift the hammer strike point al-
most 1/16" farther from the capo bar,
causing a considerable change in tone.
If the tone does improve with the key-
frame lifted up, you will need to rim
the back edge of the keyframe where it
contacts the stop blocks so the action
can be moved to the new location.

Step 5: Mark the best treble key-
frame position as determined above.
Use a sharp pencil, making matching
markson the end of the keyframe down
onto thekeybed. Next, install the keyslip
and 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 position
according to your pencil marks. See
Photo 3. Note: some designs may not
have an adjustable guide plate. These
will have to be adjusted by relocating
the entire keyblock or modifying it.

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

Photo 2

Step 7: Next evaluate the side-to-
side position of the keyframe in its rest
or unshifted position. With the
keyblocks in place, raise groups ofham-
mers up to the strings and check ham-
mer/stringalignment. Thiscan be done
by pressing upward on the jack tenders,
using four fingers to lift several ham-
mers at once. Pressing the jack tenders
into the regulating button felts canses
the hammers to lift all the way to the
strings without the jacks tripping. See
Photo 4. Notice whether most ham-
mersarewell centered, or whether most
are too far toward the bass or too far
toward the treble.

Step 8: If just as many hammers

T, g

need to be spaced toward the treble as
need to be spaced toward the bass,
there is probably nothing to be gained
byrelocating the key frame. Instead, all
hammer spacing should be done by
shifting individual hammer shanks.

If, however, most hammers need
to be spaced the same direction, relo-
cating 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 punchings to the
mounting screws, between the stop
block and the case. To space the action
toward the bass, either plane the block
down or remove shim materjal that
may already be present. Screw the stop
block back into position, replace the
keyblocks, and recheck hammer/string
alignment.

Note: If there is a discrepancy in
hammer/string alignmentbetween the
bass and the rest of the scale, it can
possibly be addressed by changing the
in/out position of the bass end of the
keyframe. That is, because the bass
strings are angled, locating the action
further out (toward the player) will in
effect move the string pattern to the
left, and vise versa. Thus the hammer/
string alignment of the entire bass sec-
tion can be adjusted independently of
the rest of the piano to some degree,
depending upon the amountofin/out
adjustment available.

Concluded on Next Page

Photo 3
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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 correciable by

T

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.

AAR R s e

Continued from Previous Page

The bestlateral location for the keyframe is

that which will minimize the number of indi-
vidual hammers that need to be respaced, as-
suming correct key/damper lever and ham-
‘mershank/wippen alignment.
Step 9: 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
unshifted 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 shifted position (adjust the pedal
and shift stop screw if necessary so most tenor

Photo 5

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:

Used by top European craftsman for yearsto | * DAMPP-CHASER® PRODUCTS
regenerate rotted or damaged wood. ¢ Traditional French Polishes
Now available in the United States. o Complete Line of Industrial Finishing Products

e Will not shrink or crack , . .

o Can be planed, stained, sculpted, | "3 * World's Best Fillers, Stains
filed or drilled . andlacquers

e Suitable for i;ndgoi'1 & ociltdoor use . e Water - Based Finishes @

o Repairs stripped threads : o

o Regairs rottlgd window sills ¢ HIVLP Spray Systems &

e Glues, fastens, fills gaps

sy <4

SATISFACTION GUARANTEED!

1836 STOUT DRIVE #16 = IVYLAND, PA 18974
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In Brief

This lesson consists of
practice tuning in the range
of octaves 5 and 6, known
simply as the treble in the
PTG Tuning Exam. Partici-
pants will tune several notes
in each octave, applying the
M3-M10-M17 octave testand the parallel
MI17 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 manyfind to be arelatively 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 thatan
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 D8ves and
P12s,and fine tuning everything with the
parallel M17 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; nota “Picasso” tuning (very
wide, noisy octaves, screamingat the top),
but not a “Rembrandt” either (overly
conservative, pure octaves, somewhatflat
butvery clearsoundingatthe 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 thatsounds neitherflatnorsharp.
This is the path we will attempt to illumi-
nate in these lessons on treble tuning.

This month’s lesson features the M3-

M10-M17 test, which is a combination of

the 4:2single (M3-M10), 2:1single (M10-
M17) and 4:1 double (M3-M17) octave
tests, Often, you will observe an even

acceleration of testintervals’ beatratesas -

—=PACE

Professionals Advance through Continuing Education

LESSON PLAN

Tuning Lesson #21

Treble: Part 1 —
The M3-M10-M17 Test

By Michael Travis, RPT

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

you play the M3-M10-M17 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-M10 test
by itself in the treble. The 2:1 octaves
remain at least slightly wide throughout
the treble, so that M17s will always be at
least slightly faster beating than M10s. It
would not be unusualin the upperend of
the treble to perceive the M10 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
parallelseries throughout the range; shift-
ing the testup ordown asemitoneshould
showsimilar parallelrelationshipsamong
the test intervals.

Example: To test E5, play C3-E3, C3-
E4,and C3-E5. Observe beatrate changes.
C3-E5 should not beat slower than either
C3-E3 or C3-E4, 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 asemitone
higher orlower. If the M17 is slower than

either the M10 or the M3, E5 is
flat. If the M17 beat rate jumps
up suddenly from that of the M3
and M10, the note is likely to be
sharp. ‘

As mentioned earlier, in the
lower half or so of octave b, the
P5/P4 comparison test is useful.
This mustbe every tuner’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
corresponding coincident partialsfor the
P4s at least are in the area of the right
cheek block! The reality is that P5s and
P4sall sound pretty good above a certain
pointin the scale, so above that pointit’s
a waste of time to use them.

Chapter Meeting Set-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 asdeeply
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 tuneasecondwhole-tonescalefrom
C#5-B6, leaving octaves slightly flat.

Tools&’Materials Participards Must Bring

Tuning hammer

Home Study Assignment for Participants

Read The PTG Tuning Examination: A
Source Book: “Learning to Pass the PTG
Tuning Exam” part 7: 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. 74-75. Prac-
tice tuning the treble, and using the M3-
M10-M17 test to analyze your octaves. To
do thiswell, you have to be able to tunea
decent temperament and midrange sec-

Concluded on Next Page
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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 setup for this
lesson requires thatthe piano’smidrange
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. Notesshould
be tuned in chromatic ascending order
starting with C5, so that participants have
atleast two turns each. Those not tuning
should be quietlylistening so thatall 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 tuning with
an emphasis on octaves, and to under-
stand what the M3-M10-M17 test does
and how to interpret it. So the first thing
to do is talk briefly about the M3-M10-
M17 test,and demonstrate whatitsounds
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-M10 4:2 octave test, the
M10-M17 2:1 octave test, and the M3-
M17 4:1 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 asneeded.
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-
M10-M17 test. Try to ensure that the
participant properly applies and inter-
prets the test each time, and plays it in
parallel to compare adjacent octavesand
double octaves. Before going on to the
next participant, the first should play all
the parallel intervals up to the notes
tuned, includingP4s, Pbs, 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 M17
seriesfrom 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-M10-
M17 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’tlet 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-M10-M17 test, on individual notes
and then in parallel fashion. Point out
differences in how the M3-M10-M17 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 clarification? Please direct any

commenis or suggestions to the author ¢/o the
Journal.

Offered exclusively by:

. Renner USA
POB 1223

DEADLEADER"

Piano Key-VVeighting Pliers

pushing in new leads into properly positioned holes in the re-
balanced keylever. Deadbeades will install all size leads. They will
remove /2", 7/16", and 3/8" existing leads from piano keys.
(They will not remove 5/8" leads.)

Weston, CT 06883

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

These parallel-acting
pliers effectively punch
out leads which have
been previously in-
stalled in piano keys
WITHOUT splitting or
tearing the wood key.

They alsoact as a lead
installing press for

Price $125.00
+ shipping
’A(\é
inc.
190 Long Hill Road -
South Windsor, CT 06074 |

designed and manufactured
by Chris Robinson

EC]

Computer Software

YrComplete Customer Care, Schedule,
Invoice, Auto-Reminders, etc...

FNew to computers? PSM is for you!

YrAlready on computer? Direct data
transfer into PSM is available.

v'PSM for DOS: $295

w Phone support by the author!

Dean L. Reyburn RPT

2695 Indian Lakes Rd, NE

Cedar Springs, Mi 49319

616-696-0500

Piano Service Managers

Tuning Managere

YHarness your PC/Mac’s
power to your AccuTunerl!

s CHAMELEON: Create custom
aural quality tunings.

YHistorical Temperaments.

%*MIDI transfer-backup
edit-graph-print-score.

v/ TM-D0S:$295 &Mac:$495

HEERRTEERE

- New Sanderson Accu-Tuners




PIANO KEY SERVICE

Prices Effective January 1, 1995 God, Our Senior Partner, Is The Real Key Prices subject to change without notice
!
Piano Keys Recovered :
O .075 Tops with Fronts (Molded Plastic). . .........coovniuieiiinnaan. $95.00
[0 .095 Premium Tops with Fronts (Molded Plastic). . .................. $125.00
O 050 PYralin . ..o vveeeetatee e teee e nee et $100.00
00 060 Pyralin......coovvreniiineiiiiiiiiiiii iy $105.00
O Fronts Replaced (.030 Pyralin)...........oovuiuvuirininineneninnn. $60.00
[0 Paint/Varnish Removed fromFronts ...........cvviiniiiinvunnon, $20.00
Sharps Replaced
[0 High Gloss Plastic (31/2"). c vt eies $50.00
] O SatinFinish Plastic (31/2") ...ttt $65.00
— O High Gloss Plastic (38/4"). ... cvvuviieneieiiiiiianiiiaeaananas $70.00
[0 GeniuneEbony.........c.ccooviiiiiiiiiiiiiiiiiiiinn.. Call for Price
_ Keys Rebushed
[0 Rebushed with Cloth—FrontandBalance ..........ovvvvriinenn.n. $75.00
(Premium Quality High Density Cloth Used)
[0 Rebushed with Leather —Frontand Balance ..............covvvn... $95.00
Other Services Available
—] O Bleach and Polish Discolored Geniune IvoryKeys ................... $125.00
— ] O Replace Chipped Ivory Headsor Tails....................... each  $10.00
' (Reconditioned Used Ivory)
[0 Complete Ivory Restoration . ..........vvvveivrieneninennnn. Call for Price
O Replace KEyBUuttons . ... vuvvveerninenernineniriiirins each  $1.50
[0 Replace KeyButtons (Setof 88) .........cooviviiiiiniiiiinenn... $120.00
O Grand Damper Guide Rail Rebushed . ... vvvvnvvviniiniineniin.s $40.00
O Refelt Grand Dampers . . ... o.vvvveneneninineniiiieieneannnn $150.00
| [0 BrokenKeyRepair.............cooiiiiiiian.n, . minimum each ~ $20.00
= 00 KeyCleaning (Setof88) . ...o.\vueininiriiiiiiiiei i iieieaenns $35.00
(Pressure Blasting of Wood Tops)
[0 Deburr and Polish Capstans (Setof 88)..................oiviinn., $20.00
O CustomMadeKeys. .....oovuiiieiinniiinnneeeernniiinnens. Call for Price
; Other Repair and Rebuilding Services — Call for Information and Prices
| o

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

J. Larry Walker
554 State Route 1907
Fulton, KY 42041
Phone / Fax (502) 838-6889

Call for
Order
& Pricing
Information

1-800-745-6819




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 $1,000.00 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.

To place your order:

————————————————————— Fill Out the order blank

(front & back)

I
l
|
|
I J. Larry Walker
|
|
|
|

Phone/Fax: 502-838-6889

- - __

|

l

|

|

N

554 State Route 1907 :
Fulton, KY 42041 |
|

|

Cut out this handy shipping
label and follow shipping
instructions printed above.



Journal Coverage
in this space
costs little per month.

Call 816-753-7747
for details on rates.

Now Available

Rick Baldassin's

n Pitc

The Integration & Equation
of Aural & Electronic

- L

PTG member price: $18
Non-member price: $20
Plus shipping

Piano Technicians Guild
3930 Washington
Kansas City, MO 64111
(816) 753-7747
Fax: (816) 531-0070

...OR AN A.S.
DEGREE WITH TWO
YEARS OF STUDY.

A PIANOC TECHNOLOGY
CERTIFICATE IN
EIGHT MONTHS...

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

© Shenandoah University does not discriminate
against any student or employee because of sex,
race, color, handicap, military service, or nation-
al or ethnic origin, and maintains such non-
discriminatory policy in all aspects of operation.

Virginia 22601-5195 = 1-800-432-2266

gga ngsmium B[us ayizamms'z
' 5‘7 cﬁamza’z

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

| Or Contact:
| Rick Baldassin

Weston, CT 06883 | Teaching & Technical Consuliant

Phone: 203/221-7500 Fax: 203/454-7866 Phone: 801/292-4441 Fax: 801/298-1441
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By Beverly Kim, RPT

Perhaps by now I will have pro-
vided some motivation to assess your
environment and your methods of
providing a service in a profitable and
satisfying 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, RPT and PTG 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. Ieven
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

Do About It?

empbhasized the importance of provid-
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
and attitudes.

@ Create a business plan.

B Provide excellent, efficient
customer service.

& Evaluate, reassess each year.

i) ]

The Purpose of a Business
“The purpose of a business is to create and keep customers.”
Other aims may seem io be: making money, servicing
pianos, serving the piano industry, eic. However, these all
follow from having customers — you have nothing without
customers. To create and keep customers you must do the
things that will make customers want to do business with you.
A successful business person must:
B Possess Genuine Concern for Customers
B Take Extraordinary Care of Customers
& Iniroduce Constant Innovation
Other factors are your financial management and your
local market. You can hire a financial manager, and you can
move io a betier market. But — you must use the three key
ingredients above to creaie and keep clienis in the long run.
No one is ever going to say, “He's a great technician because
there are lots of pianos in town.” In other words, a good market
alone will not assure long-terrn success in creaiing and
keeping clienis.
Possess Genuine Concern for Customers
You can'ifake it -— customers can recognize indifference.
Without concern for the customer, all other marketing strate-
gies will be worthless in the long-range goal of building a
competitive edge. We all have our own style of relating to
customers. All are valid if they're based upon genuine con-
cern. How do you show concernfor the cusiomer, and do good
work?
B Keep your agreements, and do good work!
B Show up on time (customers are ofien surprised
when you do).
B Be polite (common courtesy is really uncommon
courtesy).
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# Use good telephone manners.

# Dress neatly. ,

B Show respect (remove shoes when appropriate,
use a drop cloth). :

B Listen to your cusiomers. They perceive your
service in their own terms, therefore their perception is the
reality — listen, and address their concerns.:

B Handle complaints willingly. Do you view a com-
plaint as a pain that you can eventually recover from, oras a
golden opporiuniiy to distinguish yourself from less-concerned
setvice people?

Remember: Common courlesy is the ultimate barrier to
competitor entry.
Take Exiraordinary Care of Your Customers

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

You can:

Add Value to Your Current Services

B Vacuum inside the piano (very noticeable io the
client, and also helps your pride).

B Clean the keys (Wash & Dry moist towelettes work
well).

B Take care of little problems (supply lock keys,
knobs, tighien loose benches).

B Provide referrals (movers, ieachers, dealers,
refinishers/iouchup, etc.).

B Offer little gifts (pens, posters, books, calendars,
polish samples).

Develop Exira Services to Oifer

# Disklavier/PianoDisc service

B String cover and Dampp-Chaser installation

B Provide finish care producis

B Provide accessories (caster cups, lamps, locks, dollies)



One of Richard’s Rules of Piano Technologyis: The fact that
a supply house sells something doesn’t mean you should necessarily use
it. Anotherruleis: You can rarely use something just the way it comes.
The most useful and productive tools are often the ones we've
customized to our way of doing the job.

A third rule that is closely related to these two is: Some of the
most useful things will come from the strangest sources, Here are some
of my favorite non-supply house tools and supplies.

First on the list has to be ACC cement, commonly referred
to as super glue. Ibuy it at a hobby shop that sells model trains,
rockets and cars. It comes in various viscosities and can be
accelerated to set almost instantly. I've written about it before,
but must mention it

can is about $4.

Ifound one of myhandiest toolsin apiano. It’saconductor’s
baton. The tapered fiberglass stick is just the right size for poking
into lots of holes and a size commonly found on pianos. You can
clean them out, line them up, test their depth, or stuff them with
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 won't scratch the case,

One of my handiest measuring tools is my set of drill bits.
The easiest way to index a plate for removal is to find the largest
bit that will pass between the plate and a bridge or the case in a
few easily duplicated spots. Note the size for each location and
later install the plate

again because it has
got to be one of the
things I reach for
most often in my
shop (next to my
PTG coffee mug). It
seems like every dayl
find a new applica-
tion for it. Today I
was refinishing a set
of sharps that were
wood with the heavy

Richard Anderson, RPT ¢ Chicago Chapter

so that the bits fit
again. You’ll have
the plate back in
place with an accu-
racy that’s equal to
the incrementsize of
your set of bits.

A good cordless
drill is another tool
thatIuse many times
a day. I have 3/8"
one with a 9.6V bat-

plastic-like coating or
shell. The shell was coming loose from some of the sharps and
bubbling out against the neighboring white keys. A little ACC,
some clamps, and a shot of accelerator, allowed me to proceed
with the refinishing right away, and avoided having to replace the
whole set of sharps.

Here’s an unlikely source of supply for two common shop
items. Looking for some unscented talc, or fine graphite pow-
der? Tryyourlocal tractor dealer or farm supply store. Talc and
graphite are used as a seed lubricating additive in planters and
are sold in gallon sized jugs for just a few dollars,

Here's another farm supply for rebuilders.

There’s a product called Slip Plate™ 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.

B Insurance appraisals
# Key recovering and other rebuilding services
Introduce Constant Innovation
Do you constanily improve your skills and add new ones,
or are you satisfied having just one year of experience
repeated over and over? Active PTG members know the value
of newideas, tools and materials, and the personal stimulation
gained from learning.
Innovation:
B Improves the quality of your work
B Creates pride
& Relieves boredom
B Makes your work easier
B Increases your income
& Gives you a competitive edge
Some Recent Innovations Many Technicians Have
Benefited From:
B The Accu-Tuner

tery and a fast (1
hour) charger. A spare battery is a must, and a keyless chuck is
handy. Look for a drill that feels good in your hand, reverses
easily and logically, and is solidly made.

Masking tape is one of the little things that can make a big
difference. Tuse 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 pianc). I 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 to buy good stuff, even when you’re buying stuff to use up
and throw away.

Bonus Tip — To avoid damaging or lifting finishes with
masking tape, apply the tape to yourself first! Sticking the tape
onto your clothes a few times will load the tape with lint and
reduce the tack.

B improved lubricants, such as Pro-Tek

B Improved variety and quality of replacerment parts
and tools

# Digital humidity gauges to track climate and piich
data on the new PTG Service Record

& Car phones and pagers

B Computers and business software

B New PTG marketing tools
Creating and Keeping cusiomers as an Organizational
Objective

As PTG members, we should think ofthistheme inalarger

sense — not just creating cusiomers for ourselves, but pro-
moting PTG and our standard -— RPT — as well as the piano
industry. The results are mutually beneficial. As an organiza-
tion we pool our efforts for a greater impact, in marketing
efforts as well as in technical innovation.
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By Benjamin Treuhaft

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 Bosendorfer and Paris Steinway dealers. Ihad
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 4 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 Eiffel Tower while I tuned upstairs at the
Restaurant Jules Verne. The winter and my inability to find digs
other than drab hotels, however, soon brought me back to
Berkeley. -

The idea of Cuba had vaguely occurred to me over the years.
Once, in 1979, T dashed off a letter to the Importer of Musical
Machines in Havana saying, “Hey, Theard you had a great revolution,
and howabout 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 friend and mentor.
He lefta dozen friends and girlfriends little packages of $35,000. He
also left his music (he was an accomplished composer), and hisshop
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 frustrated 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 Freedom 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 175-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.

OCTOBER 10-17

— HAVANA
Monday:

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 offin 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 Quebecois, he says, have never understood the U.S. antipa-
thy towards Cuba. He feels the arrival of these upstart tourists is
long overdue.

The hotel piano sounds awful, and I am drawn closer. A tall
black man at the keyboard peers through gold-rimmed glasses
with rectangular frames. He is ancient. Iintroduce myself during
a Iull in the music and 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 7:30 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 things 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 from which to fight the
30year 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
residents must think me quite a sight, a



slightly overfed sport coat-wearing, 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’s door where a
woman lets me in.

My arrival comes as a surprise. Last night’s plan, which
didn’t envision rain, was for me to borrow a hotel bicycle and
make the hourlong ride 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 from 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 ¥ tune.

He has a Wurlitzer short upright, sold originally in Havana
in 1915 when Wurlitzer was producing great pianos. The ivories
turn out to be real, so he can’t use my plastic keytops after all. As
soon as 1 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 original 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 himself with joy at the 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 do the first rough tuning 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 of justice and economics, -
but [ eventually have to insist, “Afinar, no politico,” hoping I'm
saying “No more politics, just tuning,”

The hilarity has subsided enough for me to get past the middle
and bass sections and into the treble when Daniel brings outa botile
of fine Cuban rum. [ have to laugh. “Daniel. You mean I can drink
rum and tune your piano, too?” “Yes! Yes! Are you afraid of rum?”
Well, it is about ten in the morning and I am terribly afraid. Butwhat
canldo? Laughing and working, I finish up the last couple of ogtaves
along with a coffee~cup of rum. The tuning is fairly raunchy, but the
pitch is up where I want it, and I promise to try to return on our last
day to give it a fine tuning.

Itis pushing 11 when Daniel walks with me to the mainroad. We
are in a slight pickle because we both have to get to the Tropicoco
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.8.S.R., the busses can take five hours to come. No taxis come to
Alamar any more. There is a system whereby any open-bed or
government vehicle must stop for hitchhikers, but you have to getin
along 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.

. Friday:
Maria Teresa Linares greets me at the door of her elegantly
colonnaded neo-classical Museo Nacional 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 levels of government and all sizes of children
have been mobilized by an obviously deeply moved population,
and here am [, soaked in sweat, recovering from a delicious cigar,
looking for a job.

Maria Teresa takes me on a tour of some of the Museo’s
pianos — three Steinway grands, a 1920 Pleyel-Wolff French grand
dripping with brass ornament, and a couple of ornate European
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
to melt in your hands.

In the Museo’s small concert hall/meeting room, I meet
Raquel Montejo Soto, a student of piano tuning in Havana. She
stands with Maria Teresa and the PA sound specialist I have
dubbed Protocol, because he knows some English and can
translate the odd phrase for Raquel. They watch intently as I
begin mning 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 Ileam there was a good tecnico ruso
(Soviet technician) in years past — he must have administered
several solid Russian tunings.

Unfortunately the bass strings are a little dead, or tubby-
sounding. This leaves me with a few options. Best would be to
resiring the seventy-year old piano from top to bottom, a week-
long job. Ihave one day and no strings. Second best is to remove
the bass strings from the back end of the piano a handful ata
time, tie them in a large loop, run the loop up and down the
strings to loosen the corrosion, and reinstall each string with a full
twist to tighten the winding. This process takes about an hour
and results in a nearly new-sounding bass, but removing strings
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
learned from my first master teacher, the blind Ceylonese E.
Michael Silva of Hayward, California. You briskly loosen and
retune each bass string in the hope that some of the old corro-
sion will break up.

Now you have to see it from Raquel’s point of view. Hereisa
typical American, totally underwater piano tuner, violently messing
with the bass strings of an extremely valuable Steinway. She mur-
murs something about breakage. I am paddling about obliviously,
talking to myself and experimenting with removing a few of the
wires. Finally Raquel puts her foot down; the piano, she avers, is in
perfectly good shape for tomorrow’s concert, LuckilyThavemy C.V.
and a letter of recommendation from Steinway’s prestigious New
York Concert Department tucked in with my passport. Irise to my
hind legs and introduce myself as what I am: a hotshot piano tuner
with almost 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 themn to Maria Teresa.
A hush descends on the hall as they all pore over the two crucial
leaves. In time — a verdict. I pass. By now itis almost 11 a.m., and I
set to work with a vengeance.

Concluded on Next Page
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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
singsthe noteIam tuning -—a practice guaranteed to enrage a tuner.
“Nifos no canta!” is my broken-Spanish refrain — trying to say
“Children! Nosinging!” Imyself cannot be prevented from intermit-
tent bursts into song, so happy am [ to find 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
let-off point must be set. Fighty-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. Ilug the action to the desk, arrange my
tools on an adjacent table and begin the three-hourjob of re-shaping
the excellent old hammers to the “Steinway
shape,” in which each hammer is sculpted
with asandpaper 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 of Ligia Guzmén Piantini.
1smile 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 of a tract and I ask if the Piantini refers
to her mother’s name and the Guzman 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 I 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 Museo 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 Guzman
Piantini.

Ligia enters from the side door to speak with me. She presents
me with two pamphlets from the archives. The firstis a 1981 history
of the Museo with photographs, the fancy 1905 residence contained
the offices of Batista’s Secretary of State until the Rebel Army took
it over, writien on the 10th anniversary of the opening of the Musea.
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
young students.

The second pamphletis her own biography of Eduardo Saborit,
composer of that rumba anthem (Ligia’s father, Maestro Adolpho
Guzmin, turns out to have collaborated on many of Saborit’s
recordings). She has written a kind note in commemoration of my
visit, On the back cover she has written out longhand every word of
“Cuba, Que 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 I wanted to do it
all myself. I explain I only meant the hammer-shaping, where the
style of shape is somewhat unique to each tuner 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.

‘Sunday:

Itis the 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. LastnightI gotbored stiff with the farewell
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
young women and one typical American. We talked until 3a.m., and
in the end I traded shoes with my host, the ever-smiling restaurant
worker, Joe. He had told me howmuch 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 Birkenstocks and im-
mediately proposed a trade. Joe's shoes
didn’tfit me atall and ended up getting me
in a heap of trouble later with Continental
Airlines when I tried to board in Cancun
barefoot.

The week has been a material success. I
made a good impression at the Museo 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 Duran’s piano got its fine tuning on Saturday. He
arranged for a fine box of cigars for my father. There is only one
thing I must do, and luckily 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 Government. 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, and when 1 got
up to go, Brian asked me one favor: Could I send a postcard to him
at work?

Ifind 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
write “GREETINGS.”

Can you help me with a project to send 20 rebuildable
pianos with parts to Cuba this July? Box up slightly rusty music
wire and tuning pins, other parts and supplies you can spare as
well as exira fools and books, and give me a call. Another thing
they need is string-cover felt fo protect the remaining good
grands., li cosis money, and any funds you send will go to buying
paris for the project.

Thank you. )

Ben Treuhafti, (510) 843-3823.




Jeannie Grassi, RPT
Chapter Resources Committee.

Publishing your chapter newsletter
can be fun and challenging, butis can
also be overwhelming if you've never
undertaken the task before. However,
if you own and operate a computer, 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 not yet gotten your feet wet, a
good newsletter can be produced on a
typewriter or word processor, even if it
is a lot more work.

In Bill Ballard’s Journal article,
“Write Now, Ask Me How,” April 1995, he
gave an extensive list of styles of
newsletters and the varied topics that
can be included therein. And assum-
ing he has convinced you that you can
write, the rest is the fun part. Soyou
may have questions like: How do I start
a newsletier? How do I refine it?
Although there are no rules, there are
many ways to go about publishing a
newsletter. This article will highlight
some basic editing techniques.

Layout and Design

There is no single step-by-step
recipe for putting together a newslet-
ter, just some common sense and a few
basic ideas of good layout and design.
If you don’t have any desktop publish-
ing experience, you can gain a good
sense of what looks good and what just
doesn’t work, by looking at other
newsletters, newspapers, and bro-
chures. When we’re learning how to
voice, we must listen to many examples

of good pianos, in addition to the
klunkers, 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
to design. The more you see, the more
you'll begin to recognize how you want
your newsletter to look.

The Tools

First, you need the proper tools.
As mentioned, a computer makes the
most sense these days. The software
available now for desktop publishing
makes it very simple. Ifyou are using a
PC, Microsoft Publisher 2 is the front
runner. There are some other popular
programs such as Page Magic, Claris
Works Publicher, and Arts & Letiers,
that are supposed to perform just as
well as Publisher but cost considerably
less. The top word processing pro-
grams such as WordPerfect 6 or
Microsoft Word 6 now have newsletter
templates and macros that make it
casier than ever to plug and play. If
you are a Mac user, ClarisWorks is
considered a top program and Aldus
Home Publisher now has a version 2
available.

The Process

Assuming you have the tools, let’s
examine the process. The concept is
basically the same for typewriter or
computer. It’s just a whole lot easier
and more efficient on a computer.
Collect your articles or features, such
as: date of next meeting, minutes from
previous meeting, profile of an out-
standing chapter member, description
or summary of last technical program,
upcoming events, classified ads,
announcements, drawings, photos, clip

art, etc. These can then be “pasted”
into predetermined formats such as
columns 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
begin learning about is layout. In How
To Do Leaflets, Newspapers, & Newsletters,
(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
headlines jump out at readers, beckon-
ing them to each page; stories are easy
to read, key information can be found
quickly.”

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

Some Basic Suggestions:

e Keep it simple: It’s really easy to over-
do it. Tt is very tempting to try out all
the bells and whistles that your com-

- puter can do, but fight the impulse.

The best-looking newsletters look like
they took very little effort to produce.

® Avoid funny type styles: Fonts, or
typefaces, can greatly affect the overall
look and design of a publication. The
best rule is to select one type style for
the body text, and one for the headline
text. Using too many type styles can

Concluded on Next 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 and will
cause the movement of the page to
come to a screeching halt.

® Nameplate: 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.

o Space: White space can be an
extremely useful tool. Text hasa
tendency to look gray when it fills 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. As Joe Grossmann
says in Newsletters from the Desktop (see
listing), “Here’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.”

o Columns: To help break up the text
and help the eye move across the page,
arrange the text in columns. 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.

e Graphics: One of the best ways to
grab the attention 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 sofiware
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.

o Mastheads: This is one of the most
important features 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. Itis usually set off
in 2 box and can give information
about the officers, volume and issue,
date of publication, addresses, editor
information, etc. [tis 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.

¢ Photocopying: It is easier to copy an
article from another publication, but it
is not better. It only 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
appeared. Always!

© Print copy: The cleaner 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. Second 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.
© Paste-ups: If you are actually doing
“paste-ups,” use spray mount instead of
Elmer’s or rubber cement. Itisa 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 ROM, laser printer, ora
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.

The following books may provide some
useful ideas:

NEWSLETTERS FROM THE DESKTOF,
The Desktop Publisher's Guide to Designing
Newsletters That Work, by Joe Grossman,
2nd Ed., Ventana Press; 1994
LOOKING GOOD IN PRINT, A Guide to
Basic Design for Deskiop Publishing, by
Roger C. Parker; Third Edition,
Ventana Press; 1993

NO-SWEAT DESKTOP PUBLISHING, by
Steve Morganstern, from Home Office
Computing

HOWTO DO LEAFLETS, NEWSLET-
TER, & NEWSPAPERS By Nancy
Brigham, PEP Publishers; 1991

» 1-800-4-NYSCON
s October 5 - 8 Oakville ON}
Caﬂl for your seminar brochurely




An International

By Ed Hilbert

This year’s annual convention in Albuquerque will offer
PTG members a wonderful opportunity to meet and get to
know technicians and their spouses from many other parts of
the world. PTG will be hosting the JAPBT (International
Association of Piano Builders and Technicians) Convention,
directly following our PTG Technical Institute, and all PTG
members are invited and encouraged to stay on through
Monday evening to participate in the various IAPBT activities.

JAPBT was formed at the 1979 PTG convention, and it is
now aworldwide association of piano service organizationsand
individuals. The purpose of the association is the formation
and maintenance of a worldwide fellowship of piano techni-
cians and rebuilders. The objectives of the organization are to
encourage, and to provide a means of exchange of technical
information and related subjects, and for cooperation in scien-
tific research to improve the quality of pianos. All of thisis done
on a voluntary basis, much as we do regularly between PTG
members and at our meetings and conventions.

This year’s IAPBT convention will include members from
the following organizations: Europiano, the Japan Tunet's
Association, the Korean Association of Piano Tuners, the
Pianoforte Tuners Association (UK), PTG, and the Taipei
Piano Technicians Association.

Ifyou are attending this year’s convention, you will see our
guests in several different roles throughout the convention.
There will be several excellent instructors teaching classes for
us. There will be foreign technicians who will be attending our
classes — some of which will be especially adapted for our
guests by way of translators, etc, There will be numerous social
activities in which we shall all have a chance to mingle, eat, go
sight-seeing, and get to know each other. And lastly, there will
be the IAPBT Convention itself.

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

we shall be welcoming both Europiano and the Pianoforte
Tuners 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
Albuquerque, there will be opportunities to do so. There will
be several dinners providing wonderful food and the good sit-
down opportunity to share with and learn from our foreign
guests.

Besides all the opportunities for mingling and geiting to
know each other, perhaps the biggest single eventwill be a very
interesting symposium on Monday afternoon. The topicwillbe
“The Testing and Accreditation of Piano Technicians in Member
Countries and Organizations.”We shall have speakers from each
of the represented organizations to talk to us about such
questions as: what are the legal issues of tuning in their
countries and is tuning a regulated trade? How do technicians
learn the art of working on pianos in these other countries?
What tests, if any, are given to prove competence? What
percentage of technicians in the country are certified? Are
there well-defined different levels of competence? How does
the general public know of these issues, and do they care?

Most all of us are pretty well acquainted with our own
organizations and our standards, but many of us know very
little about how these things are done in other parts of the
world. 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
couniries. 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
Eirkwood, RPT, to help us better understand some of our
cultural differences so that we can more comfortably meetand
interact with our guests from around the world.

Spice Up Your Business in Albuc

By Fred Fornwalt, RPT of us operate as sole
proprietors, and as such

Albuquerque 95 is our income is

have a class for you.
® Have you said to
yourself, “There

because your competition
has a higher level of skill?
© Have you lost clients

quickly approaching — if  limited by what International Flavor.. 4z 16 be an because they don’t under-

you have already regis- we can produce easier way to do  stand you?

tered, we promise youan — working this?” ¢ Do you feel that you

outstanding institute, if -  smarter, not ¢ Has your just don’t have enough

you have not registered, harder, is the income peaked  time to do everything?

Please take a moment fo key to continued or even de- If you answered yes to

reconsider. growth and clined? one or more of these.
Continuing education  prosperity. e Do clients questions — you need

is the only way we have to Whether you —, request work Albuquerque ’95.

stay competitive and, work on grands, --Southwestern Spice! \ipich isabove  P.S. — PTG needs you in

hopefully, to maintain a uprights or your skill level?  Albuquerque!

competitive edge. Many  downright shames — we

® Have you lost clients
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By Fred Sturm, RPT
Chapter Host President

Many of us like to make conven-
tion attendance part of a family
vacation, but worry about whether the
kids will find enough interesting things
to do while we are busy attending
classes. That certainly isn’t a2 problem
in Albuquerque, and this article will
begin by outlining things to do within
the city, of interest 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 of its exhibits and in its
dedication to programs for propagat-
ing endangered species. Some of the
most popular exhibits include a pair of
white Bengal tigers (with three cubs), a
seal and sea lion exhibit 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 the 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 Albu-
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
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stuffy 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 History Museum, is the Albu-
querque Children’s Museum, with lots
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
UNM campus with several small
museums (most closed on weekends),
a duck pond, and unique architecture;
and the Rio Grande Nature Center
(with exhibits and hiking and biking
paths through the bosque). A new
botanical park is under construction
just north of the zoo, but I am not sure
how much of it will be open by July.
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 an order 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 green bell pepper),
roasied, 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 sautéed 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 mild, 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
filling inside a tortilla made from
either corn or wheat. The fillings are
most commonly beef, chicken, beans,
cheese, or carne adovada (beef mari-
nated 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
thai is deep fried is called a flauta.
Probably everyone knows a taco is a
corn tortilla deep fried in a folded
shape, with filling inside. A flat deep
fried 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



PACE Academy has Somet]

By Paul Olsen, RPT

The 1995 Institute in Albuquerque is
fast approaching, allowing those who have
not yet sent in their registration only a few
weeks to do so. For those who are registered
and contemplating taking in a PACE class
there may still be some openings. The one
thing I would like to emphasize is that if you
are attending and have the slightest possibil-
ity of registering for a PACE class, Bring Your
Tools! They are needed for many of the
classes. The following are highlights ofwhat’s
in store for this year’s PACE Academy.

WRITTEN & TECHNICAL

sPREPARING FOR THE PTG WRIT-
TEN EXAM — Randy Potter, Randy Potier
School

This class is geared to help Associates
gain the knowledge to successfully pass the
written exam. Rather than just a question-
and-answer session, participants will delve
into the how, where, when, and why of piano
technology. This class is being taught by
Randy Potter, who is a professional educa-
tor, and has instructed at numerous conven-
tions and regional conferences.

* PTG WRITTEN EXAM — Randy Pot-
ter, Randy Potier School

Associates will have the opportunity to
take the written exam which will be adminis-
tered by Randy Potter. Participants are en-
couraged to attend “Preparing for the PTG
Written Exam” prior to taking the actual
exam.

¢ PREPARING FOR THE PTG TECH-
NICAL EXAM — Mike Carraher,
Central Pennsylvania Chapier

This class is a must for those contem-
plating taking the PTG Technical Exam. Par-
ticipants will be able to see, first hand, the

makeup of this exam. Mike Carraher is an
experienced and knowledgeable instructor
who will take you through areas of regulat-
ing to some of the more specific piano re-
pairs.

TUNING

¢ INTRODUCTION TO THE PTG
TUNING EXAM/PARTIALSAND INHAR-
MONICITY — jack Stebbins, Western Massa-
chusetts Chapter

Jack is an experienced instructor who
keeps his classes moving with his wealth of
knowledge on this topic. His class will be a
great asset in helping you to become famil-
iarand more confidentwith theexam. Learn
the basic concepts of partials and inharmo-
nicity, fundamental knowledge needed
to master the art of pianc tuning.

¢ HEARING THE BEATS — Margie
Williams, San Francisco, CA Chapter

Hearing the beats is something all be-
ginning tuners struggle with. Being able to
hear, count, and distinguish beats is most
advantageous to setting agood tempera-
ment. This class will use a special monitor
and sound system to make it easier to hear
the beats and actually see what notes and
intervals are being played. Margie hastaught
at other conventions and regional confer-
ences, and in fact, is teaching two PACE
classes this year.

s PITCH AND TEMPERAMENT —
Ramon Ramirez, Austin, TX Chapter

Ramon has a masters degree in piano
technology performance and this is his sec-
ond year teaching a PACE class at the
Institute. This class will show how to effi-
ciently transfer the pitch from a pitch source

- to the piano. Ramon will also demonstrate

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

s QCTAVES-EXTENDING THE TEM-
PERAMENT — Michael Travis, Washington,
DC Chapter

This class will demonstrate how to ex-
tend the tuning from the tempera-
ment, Tuning from the low bass to 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 information
received from this class will greatly help you
developanimproved tuning. Michael Travis
is a veteran instructor teaching this class for
the second year.

* UNISONS AND STABILITY — Kent
Swafford, Kansas City Chapter

Clear, precise unisons are of the utmost
importance in piano tuning along with good
solid stability. Kent will demonsirate and
discuss approaches to creating clear solid
tunings and participants will be able to prac-
tice while receiving individualized
critiquing. Kent Swafford is the PACE
Tuning Coordinator for this year’s conven-
tion as he was for last year’s. He has taughtat
regional and national conferences and his
work on the exam committee has been well
recognized. He also is 2 contributing editor
to the PTG Journal,

TECHNICAL CLASSES HA
$20 PER PERSON

The best way to learn is to jump right in
and take advantage of the practical
experience. Being able to rebush a flange,
repair a hammer, regulate an action, or
repairastring while being guided by some of
the finest instructors is a satisfying educa-
tional experience. These classes, as with all
the PACE classes, are non-intimidating and
participants will receive helpful tips and sup-

Concluded on Next Page

Southwestern Spice

green chiles with cheese or other
filling inside, dipped in corn batter
and deep fried); posole (a soup made
of whole corn treated with lye, similar
to hominy, with pork, onions and red
Chile); and sopaipillas (a common
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,
but these should be enough for you to
get started tasting that southwestern
spice while digesting all you have
learned at the Institute. See you all
soon!

* During the current session of the
state legislature, a state senator has
introduced a bill to designate “Red or
Green?” as the Official State Question.

(I am not making this up. The decision
on this momentous bill is pending as of
this writing). In this same legislative
session, the state senate passed a
memorial to change the official
spelling of Albuquerque to
Alburquerque. So if you weren't sure
how to spell it to begin with, now you
have a new excuse. Isn’t local govern-
ment fun?
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PACE Academy

Continued from Previous Page

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.

* BUSHING & PINNING SEILYLS —
Bill Spurlock, Sacramento Valley, CA Chapter

Billis one of PTG’s most knowledgeable
andinnovative instructors. His PACEarticles
are well thought out, detailed and organized
but yet easy to follow and understand. 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
and adamper flange, and will then re-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.

¢ GRAND ACTION REGULATION —
David Vanderlip, Grange County, CA Chapter and
Kathy Smith, Los Angeles, CA Chapler, John
Minor, Central IL Chapter and Richard Raskob,
Twin Cities, 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 Institute Director. John Minorand
Richard Raskob, both CTEs, have served on
the exam committee and have taught at
regional conventionsand 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 class will cover complete basic
grand regulation, and will provide all infor-
mation necessary for an Associate preparing
to take the Grand section of the PTG Tech-
nical Exam.

* HAMMER SHANK REPAIR AND
REPLACEMENT — Margie Williams,
San Francisco, CA Chapter

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

e VERTICAL PIANG REGULATION
— 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 wholoves 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 PTG Technical
Exam. N

e HANDS-ON STRING REPAIR —
Bruce Stevens, South Bay, CA Chapter

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

TUNING (Tuioring) HANDS-ON $20
PER SESSION

These practicums provide excellent
opportunities for Associates to practice and
receive constructive critiquing from quali-
fied tutors. The tutoring is individualized for
approximately two participants at each
session. These practicums allow you to focus
in on areas of need. Whether it be Beat
Rates, 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 but 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.

PACEACADEMY ADVANCED HA
~ $35 PER SESSION

¢ APPLIED BRIDGE CAPPING- A
PRACTICAL APPROACH — Willis and
David Snyder, Reading-Lancaster, PA Chapter

Willisand 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.

* DOWN TO THE WIRE-GRAND
DAMPERS — Doug Wood, Seattle, WA Chapter

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-
ingtoregulateand eliminate those irritating
zings, buzzes and leaks. Receive hands-on
instruction from Doug Wood who is a vet-
eran instructor, teaching this class for the
second year.

¢ HANDS-ON CHISELSHARPENING
— Kevinand Janet Leary, Cleveland, OH Chapter

Kevin and Janet Leary 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-
panis will have the opportunity to practice
themselves. Sharp tools are necessary
to produce quality work and this class will
teach you the steps to create that fine edge.

¢ TURNING TOUCH-UP AND RE-
PAIRS INTO BIG DOLLARS —
Karl Habijanae, Star Finishing

This classwill move fastwith a greatdeal
of valuable information being presented in
a three-hour time slot. Put extra cash in
your pocket with the tips and priceless in-
formation learned. Individuals will be able
to practice and develop this skill with hands-
on participation.

¢ VOICING TECHNIQUES THAT
WORK — Eric Schandall, Vancouver Island,
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 of voic-
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 Institute and morerecently taught
voicing at this year’s Pacific Northwest Re-
gional Conference.



Prescreening is ETS’s newest addition to everyone’s exam
arsenal. In the few short months since the Pre-Screening Manual
(PSM) has been published, it has proven veryuseful in re-routing
unprepared Associates away from RPT exam failure into more

~ appropriate paths, such as private mentoring, PACE lessons, re-
reading the literature, and more practice.

Pre-screening can be ad-
ministered by any RPT who'’s
familiar with the current exams.
Every RPT who prescreens is
doing us all a big favor by in-
creasing PTG’s exam efficiency
and helping Associatesstay on a
straight path toward exam suc-

Movin’ On Up!

I'm glad I didn't “pronounce sentence” right away. Waiting
for the Associate to come to his own conclusion was much more
motivating and empowering. He’s now attending our chapter’s
PACE lessons, taking private tuning tutoring, practicing hard and
making good progress.

Pre-screeninghasothermore
subtle benefits, like building
trust and preventing freeway
panic.

Here'’s a story from a CTE who
lives in a big city in the Midwest:
Six months ago I was phone

cess. Ifyou know of an RPT with
acommitmentto supporimg the
RPT exam, youshould give the RPTa PSM ASAP. This pastwinter
ETS mailed a Pre-Screening Manual (PSM) to every CTE and as
many tech examiners as we have listed (call the Home Office if
you want to be on that list}), and to every chapter president. Pre-
Screening Manuals are available free to all PTG members from
the Home Office.

ETS had a pre-screening booth at the California State Con-
vention. We'll also have a pre-screening booth at the PTG Annual
Convention in Albuquerque.

At ETS’s booth in the exhibition hall in Albuquerque, all
Associates (as well as RPT's and examiners) are welcome to stop
by and chat. We’d be happy to explain exam procedures and
answer your questions. Our primary goal will be to try to gaina
glimmer about an Asscciate’s exam readiness. If his/her exam
readiness is not evident, we’ll probably suggest an in-depth pre-
screening back home. In that case, after explaining that the PSM
was wriiten for RPTs, we'll hand out a PSM to the Associate and
suggest he/she find an RPT from their home chapter who’s
willing to pre-screen him/her, and to give the PSM to that RPT.

EXAMINERS: We need o few volunieers for the ETS booth in
Albuquerque. You're especially needed during class break times, because
most of the booth activity occurs then. This means you won't have to give
up any class times. Call Mitch Kiel at (360) 264-5112 ifyou re interested.
It’s more fun than you think.

Pre-screening has been around long enough to have gener-
ated some interesting anecdotes. Here are a few sent in to ETS
from PTG’s far-flung membership, including one from a newly
minted RPT.

A CTE from the East Coast writes:

Afewmonthsagolprescreened an Associate atapianoinmy
shop. Istarted by asking him to tune A4 to his fork, Immediately,
we discovered his fork wasn’t properly calibrated. After taking
care of that, he proceeded to set A4. Within two minutes I could
tell he wasn’t ready for the RPT exam, but I didn’t say anything.
After 10 minutesand three tries, he finallysetan A thatwould pass
the exam (within three cents). Then on to the temperamenit.
After 20 hesitant minutes, he'd tuned only five notes. He looked
up at me and said, “I guess I'm not ready.”

pre-screeningan Associate from

Mitch Kiel, RPT  another chapter, a person I'd
never met. In three weeks he’d be traveling to my chapter to
atternpt an aural retake of the electronic tuning exam. I asked
him about his first exam a year before. He first admitted his aural
scores were very low, then told me about an irritating lastminute
scheduling miscommunication that canceled an aural re-take
exam one month ago. He finished his story with aspersions about
an examiner’s SAT competence. I made no comment but just
listened.

We talked abouthisupcoming exam. I explained procedures
and time limits for the aural portion of the electronic tuning
exam. Asmuch aswas possible over the phone, we explored some
of his tuning strengths and weaknesses. I gave him some tips,
referred him to the various PTG publications (he owned the
Tuning Source Bookbuthad notreadit!), and recommended he
contact a local RPT right away for an in-person pre-screening.

After hanging up the phone, I knew Ineeded to knowmore.
I called his chapter’s lead examiner, who filled in some details.
The actual events are irrelevant, but I came to conclude this
Associate deserved extra care and attention.

I phoned him again three days before exam day. I repeated
some specific tuning tips we had previously discussed. Then I gave
him very detailed driving directions to the exam site. This made
him feel especially cared for and, since the freeway off-ramps are
poorly marked, prevented him from getting lost on exam day,
which would surely have ruined his remaining composure.

On exam day, the Associate arrived relaxed and an hour
early. He tuned for the allotted time, then watched as we exam-
iners measured his tuning into the SAT. His score was calculated,
and his midrange score was 79, One examiner mistakenly an-
nounced to the Associate that he had passed because minimum
passing score was 70. Quickly, the other examiners hastily cor-
rected this error — passing score is 80, not 70, and he had not
passed. Proceeding carefully, we aurally verified every note twice,
and spent extra time demonstrating to the examinee why each
point was deducted. The result didn’t change — he missed
passing by only one point.

Throughout this (understandably) traumatic episode, the
Associate surprised me by staying remarkably calm, appreciative,
and good-natured (more than Iwould have been). Hesaid hefelt

Concluded on Next Page
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good because his aural scores had im-
proved iremendouslyfrom lastyear’sexam,
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.
Happily, no change — he still expressed
the same positive optimism.

I believe this Associate’s attitude was
dueinlarge partto the trusthe’d gained in
measaresultof ourphone pre-screenings.
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, I'mgoing 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
candomore than find gapsin an Associate’s
exam skills. It can also help establish a
relationship between examinerand exam-
inee that helps decrease exam trauma and
smooth over the inevitable rough spots.

And finally, a happy tale from Ryan Sow-
ers, RPT, of the Puget Sound chapler:

After two and a half years as an Associ-
ate, [ finally passed my last exam and be-
came an RPT this past February.

As someone who has recently ben-
efited from pre-screening, I maintain that
the question all Associates should be ask-
ing themselves is not “Why pre-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 pre-screened. For the less expe-
rienced technician, pre-screeningisa pow-
erful 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.

My own pre-screening experience was
invaluable. I 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 current exam is essential.
It’s better to pre-screen with a less experi-
enced RPT who has the current exam
standards fresh in memory than to pre-
screen withsomeone with 40 years of expe-
rience but has no knowledge of the newest
RPT exams.

Mock exams and the SAT

An important pre-screening asset is
the Sanderson Accu-Tuner. I found itvery
usefulin 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 praciicing more efficient by showing
me which of my tuning skills needed the
most refinement.

I'd like to emphasize this point. Prior

" to my pre-screening experience, 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 myweakest areas. (Fd.
This is a common tendency.) 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,
Time Trials

To pass my RPT exam, I knew it

wouldn’tbe enough to be able to tune well
— I had to be able to do it in the allotted
hour and a half,

I 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
useful 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 the Vertical Regulation section
of the technical exam is the most difficult
section to complete on time. I didn’t un-
derestimate it twice!

Don’t worry, be happy!

For me and many other Associates,
test anxiety can be a major road block on
the RPT highway. I believe pre-screening
helped me to control the nervousness that
setin 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 I only have to
tune 85singlestringsinanhourandahalf?

" That’s not so bad!”

Of course, there is no substituie for
practice, practice,and more practice. When
it comes to reducing exam stress, false
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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Piano Technicians Guild Foundation
Board of Directors
Roger Weisensteiner
President

Nolan P. Zeringue
Vice President

Bob Smit
Secretary

Coleite Collier
Treasurer

Pavline Miller
Second Vice President

Paul Monachino
Director
Mayshall B, Hawkins
Director Emeritus
Charles P. Huether
Director Emertius
Ernest S. Preuiit
Director Emeritus

Bruce Dornfeld
Director Emeritus

PTG Foundation
Mission Statement

“The Piano Technicians Guild
Foundation is formed to support the
goals of the PTG by preserving and
displaying historical materials and

prroviding scholarships and granis for
piano performance, study and

The winner of the PTG
Foundation's annual Continu-
ingEducationScholarshipfora
MNationally Certified Memberof
Music Teachers National Asso-
ciationis FrancesScott, NCTM,
of Hayward, Calif.

Theawardwasannounced
by PIG/PIGF Executive Di-
rector Larry Goldsmith at
MTMNA’s annual convention
banquetinAlbuquerque, N.M.,
March 29,

“Itis areal honor to accept
this scholarship,” Scott said. “I
am personally very grateful for
your support, I am also happy
that our two prestigious profes-
sional organizations, the Piano

Technicians Guild and Music |

TeachersNational Association,

can cooperatively nurture the
idea of academic and profes-
sicnalexcellencebysupporting
those who are continuing their
education.” Scott will use the
$750 scholarship to pursue a
master’sdegree programatthe

University of Southern Cali-
fornia.

The PTG Foundation
Scholarship was instituted in
the early *80s to recognize
NationallyCertifiedmembers
of MTIMA and to promote
music by encouraging them
tocontinue theirprofessional
educations. In a unique co-
operative effort by the two
organizations, MTINA’s Cer-
tification Committee solicits
applicants for the award
through MTNA’s magazine,
The American Music Teacher.
The committee then evalu-
ates the applications and the
two organizations jointly an-
nounce theawardatMTNA’s
annuzl convention,

research.”

Bayless Featured |

This year’s featured performer at the
Steinway concert following the PTG Ban-
quet on July 22, in Albuquerque, N.M., will
be John Bayless.

! =T Mr. Bayless

T made his re-
cording de-
but in 1985
with a Pro
Arte album
entitled
“Happy
Birthday
Bach,” cre-
ated in
honor of the
B a ch
Tricentennial
celebration.
Two subsequent releases, “Bach Meets the
Beatles” and “Bach on Abbey Road,” con-
tained his improvisations on Beatles melo-
dies, and were phenomenally well received,
the former selected as one of the top ten
classical crossover recording of the 1980s by
Billboard magazine. In 1988, Mr. Bayless
released “Greetngs from John Bayless” a
remarkable collection of improvisations
based on the songsof Bruce Springsteen. As
partofhis newcontractwith Angel Records,
he has released wo CD’s, “Bayless Meets

John Bayless

orm “myay

Bernstein—West Side Story Concert Varia-
tions,” based on Leonard Bernstein’s time-
less score, and “The Puccini Album - Arias
for Piano.” Within five weeks of release, the
Puccini recording soared to Number One
on Billbosrd magazine’s classical crossover
chart,

Mr. Bayless makes his Wigmore Hall
debut this December in a performance as
featured guest soloist in their annual Christ-
mas concert, appearing on the same pro-
gram with the Philharmonic Orchestraand
West Minster Cathedral Choir. He also
makes his concerto debut with the newly
composed West Side Story Fantasia for solo
pianoand orchestrawith the Colorado Sym-
phonyin thefallof 1994, and performs forty-
five recitals across the United States.

John Bayless’ extensive performance
background includes appearances at
CarnegieHall, the“MostlyMozart” festival at
AveryFisher Hall, special programs with the
New York Philharmonic and the Cleveland
Orchestra. Hehasappearedwith orchestras
throughout the United States, performing
classical and improvisational repertoire. In
addition, Mr. Bayless has made two tours of
Japan, performed at the Budapest Spring
Festival and was ArtistIn-Resident for the
London Symphony Orchestra’s Leonard
Bernstein Festival, performing at a gala for

Queen Elizabeth. He hasconducted Master
Classes in Improvisation at the Juilliard
School, Kent State University and the Royal
Academy of Music in London.

Proclaimedby TheNew York Timesas“An
evocative pianist with a lovely piano sound
and considerable personal pizazz,” John
Bayless combines versatility, mastery of clas-
sical music and extraordinary technical abil-
ity. His virtuosity is highlighted by his ex-
traordinary gift in the lost art of improvisa-
tion.

Born and raised in Texas, Mr. Bayless
won a scholarship to the Aspen School of
Music at 15, and two years later moved to
NewYork to studyat the prestigious Juilliard
School of Music with Josef Raieffand Adele
Marcus. In 1982, Mr. Bayless was invited to
participate as composer in New York
University’s Masters Degree Musical The-
atreProgramwherehestudiedwith L eonard
Bemnstein, BettyComdenand Adolph Green.

His improvisational talents provided a
natural progression to composing. He has
received commissions from the Newport
MusicFestival, University of Maryland Inter-
national Piano Competition,and composed
and performed the score for the Metropoli-
tan Museum of Art’s television presentation
of the Lila Acheson Wallace Exhibition of
20th Century American Art.
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REGION 1
021 BOSTON, MA
FREDRICK J. MUDGE
16 YORK TERRACE
BROOKLINE, MA 02146
031 NEW HAMPSHIRE
KEENA KEEL
ACTON, MA 01720
151 PITTSBURGH, PA
PETER A. STUMPF

3240 CIRCLE DRIVE
PITTSBURGH, PA 15227

1 TOWNEHOUSE LANE, APT 6

From Massachuseits, to Georgin, to Ohio, former Associates have taken
their skills to the next level. This month the Piano Technicians Guild welcomes
six new members who have earned their Registered Piano Technician ratings.

170 SO. CENTRAL PENNSYLVANIA

KENNETH M. JANKURA
72 COVERED BRIDGE ROAD
NEWBURG, PA 17240

REGION 2

301 ATLANTA, GA

CLARENCE E. ZECHES
141 HARRIS ST
TOCCOA, GA 30577

REGION 4

441 CLEVELAND, OH

ROBERT E. BERGANTINO
731 AZALEA DRIVE
SOUTH EUCLID, CH 44143

In Memory

CHAD HARDISON
KANSAS CITY, MO

JACK JANES
PUGET SOUND, WA

DONALD KRESGE, RPT
RESEARCH TRIANGLE, NC

RALPH TANDBERG, RPT
ORANGE COUNTY, CA

JOSEPH TRAPPA
IDAHO WEST

ARTHUR WILKINSON, RPT
SAN FRANCISCO, CA

CALENDAR

tions and events listed here are
approved PTG activities.

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

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

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

All seminars, conferences, conven-

July 19 - 23

PTG 38th ANNUAL CONVENTION
& TECHNICAL INSTITUTE

Hyait Regency / Albuquerque, NM
Contact: PTG Home Office
816-753-7747

September 30

POMONA VALLEY ANNUAL
SEMINAR

Location: Unknown at this time
Coniact: John Voss

2616 Mill Creek Rd.

Menione, CA 92359
909-794-1559

October5-8

NEW YORK STATE—NYSCON
Howard Johnson Plaza Hotel
Oakville, ON CANADA
Contact: John Lillico

605-200 Queen Mary Drive
Oakville, ON L6K 3L1
800-469-7266

October 12-16

TEXAS STATE ASSOCIATION
SEMINAR

Clarion Hotel

Richardson, Texas

Contact: Thom Tomko

114 S. Greensione Lane
Duncanville, TX 75116
214-780-0143

October 19-21

CENTRAL EAST REGIONAL
SEMINAR

Marioft Hotel

Brookfield, WI

Contact: Dave Hulbert

4760 N. 158th St.

Brookfield, W1 53005
414-781-6343

60—]June 1995 PT]




021

062

064

080

122

144

191

231

233

275

REGION 1
BOSTON, MA
JUDE J. REVELEY
59 WESTLAND AVE., #41
BOSTON, MA 02115
TORONTO, ON
MARK EDELCHTEIN
58 MONTANA ROAD
GUELPH ON MIE 3M2
CANADA
CONNECTICUT
PAUL H. DE’AK
96 CAVRAY ROAD
E. NORWALE, CT 06855
SOUTH JERSEY
RICHARD M. CHERUBINI
822 COOPER STREET
EDGEWATER PARK, NJ 08010
CAPITOL AREA, NY
RAYMOND P. JOHNSON
334 BINNEWATER RD.
KINGSTON, NY 12401-8422
ROCHESTER, NY
MICHAEL A. INGERSOLL
22 HUBBARD DRIVE
N. CHILI, NY 14514
PHILADELPHIA, PA
HERB D. FROMBACH
203 KELLY LANE
DOWNINGTOWN, PA 19335

REGION 2
RICHMOND, VA
RAYMOND A. BREARALL
11500 IVYWOOD ROAD
CHESTER, VA 23831
HAMPTON ROADS, VA
EDMOND G. WILSON
5505 WHIRLAWAY ROAD
VIRGINIA BEACH, VA 23462
RESEARCH TRIANGLE, NG
LINDSAY L. BROOKS

1105 WOODBRIAR STREET
APEX, NC 27502

. 327

. 331

761

| 767

, 171

. 787

| 489

. b32

. 601

WESTERN CAROLINAS, NG
DONALD R. BULLA
2900 E. NORTH ST., #77
GREENVILLE, SC 29615
CENTRAL FLORIDA
DIANE E. KULIG
1741 MOHAWEK TRAIL
MAITLAND, FL 32751-2831
SOUTH FLORIDA
GEORGE T. KERR
P. 0. BOX GT2178
NASSAU, N.D.
BAHAMAS
REGION 3
FORT WORTH, TX
THOMAS E. HUTTON
6105 OVERLAKE DR,
FT. WORTH, TX 76135
HEART OF TEXAS
ERNEST R. AMMON
2006 N. HARDING AVE.
CAMERON, TX 76520
HOUSTON, TX
DANNY R. MOORE
P. 0. BOX 1563
NEDERLAND, TX 77627
AUSTIN, TX
PATRICK M. INGOLDSBY
16005 AWALT DRIVE
AUSTIN, TX 78734
REGION 4
LANSING, MI
PHIL SMITH
8400 N. ELMS ROAD
FLUSHING, MI 48433
MILWAUKEE, WI
LOREE L. RATTLE
1032 HAYES AVENUE
RACINE, WI 53405
CHICAGO, IL
OKSANA REVENKO-JONES

2023 W. CARROLL ST, #C227
CHICAGQ, IL 60612

+ 501

. 553

. 851

. 901

. 926

- 941

* 945

. 975

ALEXANDER TSIRLIN
9749 N. KILDARE
SKOKIE, IL 60076

CENTRAL IOWA.
WALDEMAR S. SUNDET
2161 LARRY DRIVE, NE
CEDAR RAPIDS, TA 52402
REGION 5
TWIN CITIES, MN
JAMES M. TOLLEFSRUD
608 CEDAR LAKE RD., 5.
MINNEAPOLIS, MN 55405
REGION 6
PHOENIX, AZ
MICHAEL S. MASTERS
1050 S. LONGMORE RD., #295
MESA, AZ 852027229
LOS ANGELES, CA
CLAUDE P. ALEXANDER
3214 ALAMEDA STREET
PASADENA, CA 91107
ORANGE COUNTY, CA
GERALD W. LAMBUTH
11622-M SALINAZ
GARDEN GROVE, CA. 92643
SAN FRANCISCO, CA
CHRISTINA M. CHUTE
9977 CEDAR STREET
BERKELEY, CA 94709
GOLDEN GATE, CA
LARK E. BOWERMAN
1320 CAMINO VERDE.
WALNUT CREEK, CA 94596
REGION 7
ROGUE VALLEY, OR
RONALD W. OCHS

2234 SISKIYOU BLVD. #1-83
ASHLAND, OR 97520
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PTGAuxiliary
FExecutive Board

L. PAUL COOK
President
8187 Voltaire Drive
Topanga, CA 90290
(818) 716-6171

DERBBIE JOHNSON
Vice President
7908 Joliet Avenue
Lubbock, TX 79423
(806) 7929712
SHIRLEY ERBSMEHL
Recording Secretary
335 Chestnut Street
Fredonia, NY 14063
(716) 679-4530

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

SUE SPEIR
Treasurer
7110 Forney Road
Dallas, TX 75227
(214) 381-0212

PHYLLIS TREMPER
Immediale Pasi President
413 Skaggs Road
Morehead, KY 40351

(606) 783-1717

Auxiliary Newsletter
Editor

JAN BLEES
515 Poplar Avenue
Webster Groves, MO 63119

PTGA Honorary Life
Members

MARION BAILEY
Altus, Oklahoma

JULIE BERRY
Indianapolis, Indiana
DESSIE CHEATHAM
McPherson, Kansas
MARION DAMON
Milwaukes, Wisconsin
LUELLYN PREUITT
Independence, Missour
VIRGINIA SELLER
St. Paul, Minnesota
BERT SIEROTA
Feasterville, Pennsylvania

RUBY STIEFEL
Louisville, Ohio
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From the earliestmemo-
riesof mylife ring the sounds
of Southern Gospel Music.
Granddaddy and his broth-
ers sang in a gospel quartet
that traveled all over the
south plains. Theyalsoloved
the cowboy ballads, hymns
of the church and popular
World War I songs.

The piano has played a
very instrumental partin my
childhood development.
Born July 2, 1950, in
Lubbock, Texas, the

nity to go to San Diego to the
Institute for Creation Re-
search, for the purpose of
writing ahandbook for teach-
ers became available. This
experience truly served as a
time of learning and grow-
ing academically.

After teaching fourth-
grade for six years, I moved
back to Lubbock where I
have been teaching English
for 16 years. During these

Music

of Debbie Johnson’s biography
was delayed. She and her hus-
band, Bob, will be celebrating
their ninth anniversary this
month.)
Iwentfrombeingsingle,
to being married and the
mother of three teenagers
and an 8-year-old, adding two
son-in-laws and one daugh-
ter-in-law, to having our first
grandchild. That’swhatIcall
fast working!
Boband I havebeen
attending state and an-

grflhpiace of B;}l)ddy %"iﬁemtﬁﬂ%ﬁ(m@ nual PTG c01<1ve‘nt.ions
Holly, I was even born  cof e inan speech in the conmon iy forseveralyears. Ijoined
11:1tg a dec?dewg?n mﬁ- For the deper things men think amf]ez[ the PTGAfouryefa'rs a%o
sic ;gar-l oroc nlllro 1 God gave poets awords to reseal... toh meIet nez ;1;n ]

uring my schoo Bt for the eigfts and deptis o tongue carsreach when I attended these
years, I played the vio- Gorl gave man must,the ouPs o speech events.

lin and sang in junior
high and high school choirs.
After graduating from
Montery High School in
1968,.1 spent two years at
Texas Tech University. Natu-
rally, I learned to sing and
appreciate many styles of
music while I worked in a
hospital as a ward clerk, and
in a gift shop making floral
arrangements.

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

Graduationin 1972 from
SNU, with abachelors ofarts
andsciencein education, led
to my first teaching job in
Morton, Texas. While teach-
ing in Morton, the opportu-

pastyears, [ 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...

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!”

She said, “Debbie, he
loves music!”

I had no choice buttogo
at least once.

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

I had absolutely no
intentions of getting in-
volved. Two years ago Bob
became the South Central
Regional Vice President. We
became involved!

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

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

Ilook forward to serving
as you Vice President of
PTGA. God bless each one
of you until we meet again!

— Debbie Johnson



President’s Message

By L. Paul Cook

Next month is it! OQur annual
convention will convene in Albuquer-
que. “More Fun For Everyone” has
been my motto since day one and
continues to be the driving force
behind what I do in the Auxiliary.
This year the agenda is designed to
give you more bang for your buck!
More meals, better tours, quality
education and more free time.

Our Council session this year will
again be split into two sessions, to
give members the opportunity to
discuss the issues. The first Council
session will be after our welcoming
session and continental breakfast in
the morning. The second session will
convene after the international
lunch, recital and tea time. Each
chapter should have a delegate and
an alternate chosen for this Council
session. If you are in a region where
there are no chapters, your peers

from the region may ask you to
represent them at the convention. It
is at the Council session that the
decisions for the upcoming year are
made. Your participation is welcome
and necessary.

Friday's tour will take us through
the Turquoise Trail, stopping at an
artist colony on the way to Santa Fe
where we will spend the day. After a
short walking tour, we will have lunch
next to the Santa Fe Plaza, serenaded
by Mariachis, and leave the afternoon
free for your shopping and exploring
pleasures. Saturday we will have our
Installation Breakfast, making the
rest of the day optional for you to
either attend some of the many fine
classes that we have arranged or-take
off for the day to explore Albuquer-
que and the vicinity on your own —
guilt free. This schedule has been
designed to give you the flexibility to
do what you want to do.

If you have specific items you
would like to have brought up at the
Council session, please mail or fax
them to me. My fax number at home
is (818) 703-1781. If you have not yet
made your reservations for Albuquer-
que, do so now, time is very short.
This is going to be one of the best
international conventions of this
century. In case you did not know,
the IAPBT (International Association
of Piano Builders and Technicians)
will also be meeting in Albuquerque,
and they will have their banquet
Sunday night. You may want to plan
to stay a little longer this year to be
with all of our international friends
from Europe, Asia and around the
world. This truly will be a special,
heartwarming time for all of us. I
look forward to being with all of you
again next month.

Proposals for Change

Proposed Change to the Bylaws

The board recommends that the bylaws be changed
to set a time limit for the position of Immediate-Past
President to one year. The duties of the immediate past
president are to turn over all previous records to the
newly elected president, and assist the president as

requested in any and all matters pertaining to the Auxil-

iary in a timely and cooperative fashion.

PTGA Scholarship Fund

WIN $$5%

$1.00 per ticket

Need not be present to win
Your donation to the Scholarship Fund is tax-deductible

The more tickets you buy, the better your chances

Proposed Change to the Standing Rules

The Executive Board hereby makes the following
recommendations to change the standing rules pertain-
ing to the dues paid each year by members — to raise
dues from $10 to $15 annually. This item will be brought
up and voted on at the Council session in Albuquerque.

— L. Paul Cook

Entries must be postmarked by July 1.

Anyone not attending the PTG annual conven-
tion in Albuquerque but wishing to purchase tick-
ets may send acheckand self-addressed, stamped
envelope to: Ginger Bryant, 1012 Dunbartencircle,
Sacremento, Calif. 95825.

Tickets will be returned, and stubs can be given
to someone attending the convention, or returned
by mail for deposit at the convention site.
For more information call 916-929-5706.
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FOR SALE

SANDERSON ACCU-TUNERS from
Authorized distributor. Consignment
sale of used Accu-Tuners and Sight-O-
Tuners or new Accu-Tuner customers.
Call for details. Rick Baldassin, 801-292-
4441,

ACTION PARTS AND HAMMERS for
the rebuilder. Highest quality Encore,

hammers. Try the new refined Tokiwa
Action Parts (now some of ihe finest
action parts made today). For the
classic American piano sound, we
recommend Encore hammers on
walnut moldings. Encore hammers are
made to the strictest specifications of
Wally Brooks by the Abel Piano Ham-
mer Company of Germany. Quality

boring and shaping. We also specialize
in pre-hanging grand hammers on new .
- A new book! DIFFERENT STROKES:
* Hammer Techniques for Piano

. Technicians. 109 pages of techniques,
800-326-2440 or 203-434-0287; Fax 203- .
- Endorsed by Owen Jorgensen, Daniel
* Bowman, Taylor Mackinnon and Ron
. Giesbrecht. $13.95 plus $3.50 for

. shipping. Write Ken Burton, 1 Willow
- Cres SW, Calgary, AB, T5C 3B8.

shanks for a $99.00 pre-hanging fee.
Write or call: Brooks, Ltd., 376 Shore
Road, Old Lyme, CT 06371, Phone:

434-8089

SOUNDBOARD AND PINBLOCK
PANELS: Finest quality Bolduc
Soundboard Panels made from Cana-
dian white spruce. Pinblock panels of
1/4 sawn Canadian rock maple. For
information and price contact Wally
Brooks, Brooks, Ltd., 1-800-326-2440,
Fax 203-434-8089.

ENCORE GERMAN SHANKS &
FLANGES-—now available for replace-
ment on New York STEINWAY grands.
The Finest Quality Workmanship
Available. The value of a Steinway is

determined by its final tone and action. -
“When you're striving for excellence— -
. SUPERIOR INSTRUCTIONAL TAPES '
. **% All videos at one price, $50 @
- *#*¥Beginning Tuning, Upright
376 Shore Rd., Old Lyme, CT 06371; 1-
" Grand Action Rebuilding, Exploring

. the Accu-Tuner, Grand Action Regula-
- tion, Voicing, Pinblock Installation, A
* to A Temperament, Baldassin-

_ Sanderson Temperament, Bass

. Tuning - 3-Ways. Superior Instruc-

- tional Tapes; 4 W. Del Rio Drive;

* Tempe, AZ 85282; Ph. 602-966-9159.

begin with quality.” Encore Hammers
and Actions Parts available only
through Wally Brooks, Brooks, LTD.,
800-326-2440.

PTG Journals — 1947 - 1979; 373
issues, $300 + shipping. 707-823-6901.
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payment must accompany each inser-

_ tion request.

- Closing date for placing ads is six weeks
" prior to the month of publication.

(by Abel) and Nu-Tone (Knight) piano - prior 1o the month of publication
. Ads appearing in this publication are

- not necessarily an endorsement of the
" services or products listed.

. Send check or money order (U.S.

- funds, please) made payable to Piano
" Technicians Journal, 3930 Washington,
. Kansas City, MO 64111-2963.

illustrations and humorous anecdotes.

. STEINWAY K52, Serial #518851,
. walnut, $8000. Ph. 813-932-6745.

© MUSEUM QUALITY 1857

_ CHICKERING, 7 octaves, rosewood,

. cocked hat, parlor grand with original
- matching stool. soundboard and

* bridges in excellent shape. Call for

. pictures and price, 414-622-4994; or

. write: Route 1, Box 307-5, Wild Rose,

WI 54984,

Regulation, Aural and Visual Tuning,

- SANDERSON ACCU-TUNERS NEW &
* USED. BOB CONRAD 800-776-4342.

. KORG MT1200 TUNER. $299 p.p. (list
- $375) Hears A0-C8. Plays C2-B5. Shows

. Classified Advertising rates are 35 cents . pitch, note, octave. Can program

- per word with a $7.50 minimum. Full

calibration, temperament. KORG

. AT12 TUNER. $179 p.p- (list $250).

. SONG OF THE SEA. 47 West Street;

* Bar Harbor, ME 04609; 207-288-5653.
_ Brochures.

- GRAND PIANO STRING covers. Are
* you ready for an item that can keep

_ the piano clean, prevent corrosion,

. improve tuning stability, make your

- clients happy and make you money

* besides? Custom made, it rests above
_ the strings, covering soundboard,

tuning pins and plate for complete

- protection inside the piano. Made

- from finest quality woven wool, avail-

_ able in black, brown and white.

. Personalized name applique also

- available. No inventory or investment
" required. For free brochure and

. samples call: Edwards Pianos, 408-426-
. 1295, 145 S, River Street, Santa Cruz,

- CA 95060.

. THE PIANO BOOK — 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.O. Box 178,

. Jamaica Plain, MA 02130. 800-545-

- 2022, 617-522-7182.

. HAMMER BORING GUIDES. All

. metal, weigh 15 Ibs. Accurate and easy
- to use. $180.00. Instructions and photo
* available on request. Kent Gallaway,

709 Thorne, Ripon, WI 54971; 414-748-

. 3265.

* GRAND PIANO STRING covers

© starting at $69.95 +s/h. Custom made
. from quality wool. Wool absorbs

- moisture and keeps strings, tuning

* pins, plate, soundboard looking new.
_ Also, Accu-Tuner thumbswitches,

. $28.95. Action Piano, 714-364-1073.



WOULD YOU LIKE to have a way to
keep your name and phone number
literally in front 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:
PIANO NOVELTY, P.O. Box 328,
Shelburne Falls, MA 01370,

BOSENDORFER IMPERIAL GRAND,
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, 716-396-
9610.

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

WONDERWAND: Try the Tuning
Lever you read and hear about. Enjoy
Less Stress; Better and Faster Tunings:
$65.00 p.p. Charles P. Huether, RPT,
34 Jacklin Court, Clifton, NJ 07012

“SALE OF PIANOS” — All models and
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 hard to
locate pianos. Call collect Irv Jacoby
216-382-7600. Jay-Mart Wholesalers —
Pianos since 1913.

SANDERSON ACCU-TUNER, excel-
lent condition, 20-tuning memory,
$1000. James Kelley, 814-676-4691.

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

- BOLDUC SOUNDBOARDS now

- available! The best rebuilders know the
. superior quality of Bolduc Pinblocks.

. Now you can experience this same

- superior quality with Bolduc

* Soundboards. Call for prices and

" details. Pianotek Supply Co., 1-800-347- °
. 3854 or Fax: 810-545-0408

* BUCKSKIN for recovering grand

_ knuckles and backchecks, upright butts
. and catchers. The “original equip-

- ment” supplying the industry for 140

* years. Richard E. Meyer & Sons, Inc.,

" 11 Factory Street, P.O. Box 307,

. Montgomery, NY 12549; 914-457-3834

- PIANOS FOR SALE — Spinets, con-
" soles, studios, grands. One or a car-
HANDCRAFTED SOUNDBOARDS BY
- rebuilt. Lowest possible prices. Owen
- Piano Wholesalers; 2152 W. Washing-
: ton Boulevard, Los Angeles, CA 90018,
. Telephones 213-732-0103, 818- 883-
- 9643.

load. Excellent brand names. As is or

. PIANO SCALING SOFTWARE for IBM
. & compatible computers. Plot
- inharmonicity, tension, break %,

loudness/sustain, hammer contact,

_ and more. 18 graph types, automatic
. bass rescaling, string winding data

- sheets, detailed users manual and

- money back guarantee. $80.00..Write
: or call: Tremaine Parsons, Box 241,

. Georgetown, CA 95634, 916-333-9299

* PTOOLS - COMPUTER TOOLBOX

" FOR TECHNICIANS. Comprehensive
. Client/Contact Management System.

- Word Processor/Spell with Mailmerge.
* Supplies, Tools, and Resource Data-

* bases. Mailing/Custom Labels, Enve-

. lopes, Autodial, Local/National

- Zipcodes, Import/Export, Measure-

- ment Conversions. Trade Specifica-

. tions, Bearing Calculations, Repair

. Formulas, and more. For MS-DOS with
- money back guarantee. $30. Tremaine
* Parsons, RPT; Box 241; Georgetown,

. CA 95634. Ph. 916-353-9299.

- STEINWAY B, 7ft., Hamburg, Ger-

* many, #395776. Artist owned and

- selected from factory. Pristine condi-
. tion and maintained to the highest

- standards, high gloss black. $29,500.
*+ 513-948-1367.

. PIANO COVER CUSTOM MADE to
* your specifications. Rehearsal covers
" now available. Specializing in custom
. colors and fabrics. Call or write for

- brochure. JM FABRICations; 10516
* Ohop Valley Extension Road,

Eatonville, WA 98328, 360-832-6009.

- SOUNDBOARD PRESS - Designed and
- built by Chris Robinson and his welder,
_ Ned Lisella. Only two in existence, all

. custom clamps and bolts included. No
- reasonable offer refused. Call Brad at:
- 914-358-6995.

. RELIABLE ACCU-TUNER

- NOTESWITCH! One year guarantee!

* Includes coiled cable, thumb switch

" and attaching hardware. Fits all tuning
. hammers. $49.00 includes s/h. Dean

- Reyburn, RPT, Reyburn Piano Service;
© 2695 Indian Lakes Road, Cedar

Springs, MI 49319, 616-696-0500

- *Bluthner 6’4" 1910 Ebony, ornate

* plate w/clouds and angels $12,995;

_ *Steinway 7' B, 1909, Louis XVI,

. Circasian Walnut, $30,000; *Steinway
. 510" 0, Dark Brown Mahogany,

* Restored, $16,500; *Steinway 5°10" 0,
| Mahogany, Restored, $16,000;

. *Steinway 5°10" 0, Ebony, $12,000;

. Steinway 6’4" A, Ebony, Immaculate!
-+ $18,500; *Mason & Hamlin 5’8" A,

- Mahogany, Restored, Piano Disc,

. $16,000; *Mason & Hamlin 6'2" AA,

- Ebony, $8,900; *Chickering 6’4"

- Square Tail, $5,200; Knabe 5’8" 1920,
" Mahogany, $3695; *Baldwin 7' 1979,
. Ebony, Piano Corder, $15,000;

- *Baldwin 5’8" R 1962, Mahogany,

- $5,800. Call SCHROEDER'S PIANOS
_ for a complete list of used pianos, 800-
. 923-2311.

* NEW FROM SPURLOCK SPECIALTY

- TOOLS—Soundboard shims to match

. my custom carbide bit and soundboard
. routing system. 39" and 78" lengths

- and three widths. Quality quarter-sawn

* Canadian white spruce made by Andre
. Bolduc. Spurlock Specialty Tools, 3574
- Cantelow Rd., Vacaville, CA 95688, 707-
- 452-8564.

- 400 FINE GRAND PIANOS. Largest

- selection in USA. Need piano techni-
* 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
buy pianos. Ed’s 504-542-7090.

New from PROTERK: Prolube Spray
Lubricant. Protek Prolube is an
advanced state polymer lubricant.
Designed around the successful CLP
formula, Prolube is for higher friction
areas like the keybed and frame, shift
and sostenuto mechanisms. Great for
front and balance rail keypins and
anywhere you would use a spray
lubricant. Provides long lasting
durable lubrication with virtually NO
ODOR! With the addition of Prolube
along with CLP and MPL-1, Protek
offers safe, high tech task specific tools
for every lubricating need. Ask for
Prolube at the supply house you do
business with.

REPAIR CHIPPED IVORY IN 20
MINUTES. “AcryliKey” ivory restora-
tion system produces a strong, color-
matched, nearly invisible repair. Kit
contains material enough for 50+
repairs plus pigments, mixing utensils,
sanding pads, and complete instruc-
tions. $39.95 ppd. Richard Wagner,
RPT; 7709 S.W. Pfaffle, #40; Tigard,
OR 97223; 503-624-7360.

PIANOS FOR SALE. Grands, consoles,

name pianos, Floor ready-wholesale
prices. Also available, “as-is” pianos.
Any quantity. Call or write Piano
Wholesalers, 5817 Wickfield Drive,
Parma Heights, OH 44130. Call us
first!! 800-438-3814

NEW STRETCH CALCULATORS
FOR SIGHT-O-TUNER USERS, $10
p.p.; Richard Weinberger; 18818
Grandview Dr.; Sun City West, AZ
85375.

P.T. JOURNALS - 1947-1989; 373
issues, $300 + shipping. 707-823-6901.
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HELP WANTED

. HEAD TUNER/TECHNICIAN

- needed for Oregon’s largest and most
* progressive Yamaha Piano / Disklavier
_ and Samick dealer. Full-time position
. with excellent income potential and

- benefits. Send Cover Letter with

* Resume to: Cascade Piano Company,
. 4160 N.E. Sandy Blvd., Portland, OR

. 97212; Ph. 503-282-0918 or FAX 503-

- 282-5707.

" PIANO TUNER/TECHNICIAN:

. DUTIES: Assist Head Technician in

- general tuning and servicing of

- approximately 200 pianos; includes

_ practice facility management, rebuild-
. ing projects, and studio and concert

- piano maintenance.

* QUALIFICATIONS: Minimumn:

- Registered Craftsman in the Piano

. Technicians Guild, aural concert

- tuning ability, High School diploma

- with technical training from a recog-

_ nized school of piano technology or

. college graduate with courses in piano
- technology. Desired: Bachelor of

- Music in piano highly desirable;

_ general music background; experience
. in an institutional setting such as a

- major conservatory, orchestra, or an

- established piano house. Please send

. resume and references to: Professor

. Robert Grijalva, Director of Keyboard
spinets. Excellent reconditioned brand -
- School of Music; 1100 Baits Drive; Ann
. Arbor, MI 48109-2085.

Maintenance; University of Michigan

A NON-DISCRIMINATORY,

: AFFIRMATIVE ACTION EMPLOYER.

- TUNER/TECHNICIAN NEEDED for

. large new & used dealer specializing in
- European pianos. Full-time position

- with benefits, congenial shop. Call Don
: at Pickle Piano, 104 W. Lake St.,

. Bloomington, Il 60108, Ph. 708-810-

- 1255.

- WANTED: TUNER/TECHNICIAN —

- If you are an experienced technician

_ with the drive to do the best work

. possible - we would like to hear from

- you. We offer advancement opportuni-
* ties for qualified persons who excel in

* technical ability and customer rela-

. tions. 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 prior appointment

* to meet us at the National PTG Con-

_ vention in Albuquerque, NM. Rich-

. mond Pianc Rebuilders, 3133 W. Cary

. St., Richmond, VA 23221. Call Ken at

- 800-899-1929.

SERVICES

. STRAIGHT SIDES, SQUARE FRONTS
- and crisp notches are the benchmarks

- of our quality key recovering. Tops

" with fronts $100 plus return shipping

. and insurance. Call or write for free list
- of our key and action restoration

* services. Yvonne Ashmore, RPT and

" Associates, 12700 La Barr Meadows

. Road, Grass Valley, CA 95949, 916-273-
- 8800

" KEY BUSHING: We use over 20

. different sizes of Spurlock Precision

. Cauls. Send the micrometer measure-
- ment of the key pins and we will give

" you a perfect fit. Both rails high quality
. Telt $75.00 or leather $80.00 plus

- return shipping and insurance. Write

* or call for free price list of our key and
| action restoration services. Yvonne

. Ashmore, RPT and Associates, 12700

- La Barr Meadows Road, Grass Valley,

- CA 95949, 916-273-8800

. ADD ADDITIONAL $’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 guarantee our work. For more

* details, call or write: Jim Brady, 2725

: East 56th Street, Indianapolis, IN

. 46220, 317-259-4307



FOR THE HIGHEST QUALITY
GRAND PIANO REFINISHING call
‘ADEPT of Ft. Myers, FL. Bill Collins
proprietor, 32 years in the craft.
Licensed for 11 years at this same
location. Specializing in exquisite, high

quality and high gloss, lacquer finishes.
Color and natural finish matching, case .
- tops with fronts (molded plastic) -

- $95.00; .050 pyralin - $100.00; .060

_ pyralin - $105.00. Gloss sharps (3 1/
PLAYER PIANOS REBUILT, BOUGHT

. cloth - $75.00; leather - $95.00. Other
* services available. Call or write for

_ price list. FREE return freight on

. prepaid orders of $50.00. Walker

. Piano Service, 554 State Route 1907,
* Fulton, KY 42041, 1-800-745-6819.

restoration, and invisible repairs. PH.
813-275-7170.

& SOLD. Estimates given at home and
systems re-installed or send in mail.
Serving Georgia to New York. Nicholas
Fiscina, Ph. 800-862-2138.

SOUNDBOARDS INSTALLED,
topsides rebuilt. Bridge-conformed,
scale-diaphragmized boards with truly
quartersawn ribs (sitka, eastern, or

sugar pine). You send us the case, we’ll -

return you a piano. Quality’s the
bottom line. David G. Hughes, RPT.
410-429-5060. Baltimore.

REFINISH PIANO HARDWARE in
nickel, brass, or chrome. Metal finish-
ing specialists for over thirty years.
Parts shipped back to you in 2-3 weeks.
Rush jobs can be accommodated.
Whitman Company, Inc. 356 South
Ave., Whitman, MA 02382. 1-800-783-
2433,

STEINWAY, MASON & HAMLIN and
other high quality piano re-manufac-
turing specialists. Our commitment is
to achieve each individual instrument’s
performance capability. This is
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
offered through no other restoration
facility. Please contact Peter Mohr at
603-624-2077 for more information or
a quotation.,

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

- RESTORATION OF CARVED WORK,
* turnings, inlays, and marquetry,

_ including repair of existing work and
. reproduction of missing pieces.

- Edwin Teale; 18920 Bridgeport Road;

Dallas, OR 97338; 503-787-1004.

52 PIANG KEYS RECOVERED— .075

2") - $50.00. Keys rebushed: premium

TRAINING

. WELL-TEMPERED TUTOR. Learn to
- tune by ear with your Macintosh

* computer. Use pre-programmed

| temperaments or create your own. If
. you have trouble hearing beats, this

- program can isolate the beats for you.
* Score yourself with the PTG exam.

- Twenty-one historical temperaments

. also available. Demo disk available.

. Mark Anderson, RPT: 510-524-0350

- (California). Great teaching tool!

. NILES BRYANT OFFERS TWO

- HOME STUDY COURSES: Electronic
* Organ Servicing: Newly revised.

. Covers all makes and models —

. digital, analogue, LCT’s, synthesizers,
- etc. Piano Technology: Tuning,

- regulating, repairing. Our 87th year!

. Free booklet; Write or call NILES

. BRYANT SCHOOL, Dept. G, Box

. 19700; Sacramento, CA 95819 —

(916)454-4748 (24 hrs.)

. BILL GARLICK SEMINARS-Upgrade
- your skills at intensive six day resident
* seminars at Bill's home, Applications
_ are invited for upcoming seminars in
. tuning, grand action regulation,

- historic tunings, harpsichord mainte-
* nance. Tuition includes instruction

: and use of facilities, private bedroom
. {share baths), breakfast and lunch.

. Write or call for information. Bill

* Garlick, RPT, 53 Weeks St., Blue

" Point, NY 11715; 516-363-7364.

DYNAMIC NEW TUNING SYSTEM
simplifies all intervals and over all
tuning. For more information write
Johnny Harris, 10 Palfrey Road,
Gloucester, MA 01930. Enclose SASE.
This method takes 85%-90% of the
work out of piano tuning. Respond by
7/1/95 for a 15% discount on exposi-
tional text,

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

" 382-5411. See our ad on page 3.

VIDEOS

. INSTRUCTIONAL VIDEO TAPES.

+ Victor A. Benvenuto. Piano tuning,

© $50.00%; Grand Regulating, $50.00%;

" Grand Rebuilding, $100.00 (2)*; Key

. Making, $50.00%; Soundboard Replace-
- ment, $29.95%, (¥*Plus S/H). The Piano
" Shoppe, Inc., 6825 Germantown

: Avenue, Philadelphia, PA 19119-2113;

. Ph. 215-438-7038, Fax, 215-848-7426

" SELL MORE REBUILDING JOBS with
. 20-minute video “Rebuilding Your

. Piano,” $24.95. Other customer-

- oriented videos: “The Anatomy of a

* Piano: How Your Grand Piano Works”
. with John Serkin, 75 min., $34.95;

. “Piano Buyer’s Guide,” $19.95; add

- $2.50 5/h. Brookside Press, P.O. Box

" 178, Jamaica Plain, MA 02130. 800-

. 5452022, 617-522-7182.
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PIANO TECHNOLOGY EDUCA-
TIONAL MATERIALS. $49.95 each
reel— Vertical Piano Regulation,
presented by Doug Neal. Presented by
Cliff Geers: Plate & Pinblock Installa-
tion Part I, Plate & Pinblock Installa-
tion Part I, Wood Repairs,
Soundboard Repair, and Grand
Hammer Replacement. Add §5 per
order for shipping and handling.
Questions? Call 712-277-2187. Mail
orders to PTEM, 3133 Suminit, Sioux
City, 1A 51104 .

WANTED

WANTED!! DFAD OR ALIVE:
“Steinway uprights and grands.” Call
collect, Ben Knauer, 818-343-7744.,

REWARD OF $1000!!! 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-
366-5790.

PIANOS! PIANOS! PIANOS! !Free
phone appraisal!!! Buying all types of
usable pianos. Cash or bank check on
pick up. Won’t hesitate on price. Call
us first for fast professional service.
“Steinway, Mason-Hamlin command
specialty prices.” Jay-Mart Wholesale,
P.O. Box 21148, Cleveland, OH 44121,
Call Trv Jacoby collect 216-382-7600

JAY-MART WHOLESALERS - !!!Free
phone appraisal!!! Buying all types of
usable pianos. Cash or bank check on
pick up. Won't hesitate on price. Call
us first for fast professional service.
“Steinway, Mason-Hamlin command
specialty prices.” Jay-Mart Wholesale,
P.O. Box 21148, Cleveland, OH 44121.
Call Irv Jacoby collect 216-382-7600

PIANO ROLLS WANTED—*Artecho
(QRS), *Apollo, *Artrio-Angelus,
*Farrand/Cecillian/Connorized
Organ Rolls; Glenn Kriese, 3780 S.
Shimmons Cir., Auburn Hills, MI
48326.
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- JELLY ROLL MORTON 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 Montgomery, 17601 )
. Cornell, Southfield, MI 48075. Ph. 810- .
- 559-8885.

- WANT TO BUY PIANO TUNING

. BUSINESS in rural/semi-rural area,

. within 3 hours drive of NYC. Near

- excellent skiing and hiking preferred.
- LI RPT wishes to relocate. 516-928-

. 8123.

© ANTIQUE GRAND PIANOS

. WANTED: Any restorable condition.

. Top prices for pre-1850, wood-frame

- grands in original condition. Ed

- Swenson; P.O. Box 634; Trumansburg,
| NY 14886; 607-387-6650; Fax: 607-387-
. 3905.

* WANTED: TINY PIANOS such as the
" Wurlitzer Student Butterfly or other

. small types. Call collect: Doug Taylor,
- 607-895-6278. I'll pay shipping!

- STEINWAY & MASON HAMLIN

. WANTED!! “Dead or alive.” $$$

- Grands, uprights, consoles—any size,
* cabinet style or quantity. Cash and

_ immediate removal. Finders fee for )
. successful purchases. Call us first!! 800- .
- 458-3814 toll free or write to be listed
* in our worldwide data banks. Piano

" Wholesalers, 5817 Wickfield Drive,

. Parma Heights, OH 44130. Call us

. first!! 800-438-3814.
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PianoCD

We’ve got a hit on

After a smashing reception at Winter
NAMM, 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.

PianoDisc Installation Training
1995

s June 2024 e Sept. 12-16
¢ Juy None e Ogi'. 17-21
« Aug, 812 -« Nov./Dec. 28-2

[ e s . &
Continuing Education Series
1995

-o June 15-16 o August 3-4
Tutfion forthe installation and Confinuing Bducation
sermiricrs s fres, bt a $50.00 refundable depost is
raquired for confirmotion. The PianoDise Confinuing e
Educafion Serles semincirs are resfricted to PignoDise 82
cerfified technicians in good standing, For more infor- 8

mation-abeut-attending a PianoDise Instaliciion E
Troining seminar org Condiniing Educalion semincy, 88
call Pigniobise duting our office hours (ses below). B9

PianoDisc
4111 North Freeway Blvd,
Sacramento, CA 95834

Phone:(916) 567-9999
Fax: (916) 567-1941

(619) 258-1460
(916) 5679999 -

Our telephone lines are open daily
{except weskends and holidays)
from 8 AM-5 PM Pacific Time,

Jech Support:

Other appealing features unique to PianoCD
include full individual note expression, and ad-
vanced and synchronized volume control.

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

For more information about PianoCD, call
1-800-566-DISC. :

Liner Notes

Hyman sizzles on
upcoming release

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. He can emu-
late the style of all of the greatest jazz artists
(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 arranger of many movie scores, in-
cluding most of Woody Allen’s films. His per-
formance schedule would 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 this 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 cut one
of the most important benefits of PianoDisc:
the preservation of the performances of
today’s greatest pianists in the only medium
that can truly reproduce them.

UPDATE

PianoDisc recording artist Earl Rose
has just received his seventh Emmy nomi-
nation. This one is for his song, “Every
Beat Of My Heart.” Congratulations, Earl!

©1995 by PianoDisc™ and Burgett, Inc.  All rights reserved.

“There is only 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 actually surpassed my expectations
in that the teaching and organization and the
class format [were] succinct, yet flexible enough
to not only handle necessary training but to pay
attention to questions that deserved extra care
in handling.” — John Leo Cavanaugh,
Hammell Music, Inc., Ann Arbor, Michigan.

“It was really more than I expected as far
as [the] amount of information presented and
the hospitality of the company. I was 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 ideas for differing situations that
we may encounter ... I actually learned a lot
Jrom other participants as well.” — Matthew
Doudt.

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
yourecommend this class to other technicians?”

“Yes. One needs to know and understand
the total system.” — Gerald D. Hammack,
Sander Piano Co., Louisville, Kentucky.

“Having had to learn to do other system in-
stallations without training, I found this semi-
nar most valuable. I would always recommend
this.” — Max 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 guys.”

PianoDisclaimer: PianoDisc reserves the right to change product design and specifications at any time without prior notice



Is proud to be a part of

THE 38th INTERNATIONAL PTG CONVENTION
AND TECHNICAL INSTETUTE
1995 - Aﬁbuquerqu@ N@W M@xw@

WE LOOK FORWARD TO SEFING YOU AT
Wednesday, July 19

Exhibit Hall — See our new acoustic pianos, new Disklavier pianos and new Silént Series Pianos

: Thursday, }uly 20
Exhibit Hall — See our new. » acoustic pianos, new Disklavier pianos and new Silent Series Pianos
Secrets of Performance Piano Preparatlon v Class Periods 3 & 4 — San Miguel room
_ Fmday, ]uly 21

Exl:ublt Haﬂ — See our new acoustzc pianos, neWDigﬂavzer pxanas atzd new S'z]ent Series Pianos

' As our way of saymg THANK YOU FOR A GREAT YEAR,
we’d fike io WELCOME you to our
YAMAHA RECEPTION featuring the famous A440 band (Bring your BOIn!) .....ivereeesenes 9:00PM

Saturday, July 2;2
Exhibit Hall — Seé our new acoustic pzaﬂos‘, newﬁwk]a vier pianos and new Silent Series Pianos
Disklavier Master Class v cone Class Period 2 — San Miguel room
Secrets of Performarice Piano Preparauon......m....';...'.;;; ....... Class Periods 3 & 4 — San Miguel room

Smday, ]uly 23

Exhibit Hall — See our new acoustic pianos, new Disklavier pianos and new Silent Series Pianos

@@E} a3 et will resume in July
SEE YOU IN Albuquerque
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