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® Proud heritage.

Pride and heritage and tradition

For over a century, we've been making the

fimest keyvboards and actions for the piano industry
You know it —some people don’t

That's why. from here on in,

we want the world to know

that the quality of Pratt Read products

stands behind most of the proudest names

im the piano industry.

Pratt. Read & Co., Ivoryton, Connecticut (6442



RHODES ErriademenT PARTs

The Schaff Piano Supply Company has been
chosen as a national distributor for Rhodes
electronic piano replacement parts. We now
have in stock the action parts and some major
hardware items for both the new modular
piano as well as the original model manufac-
tured before June of 1975. By being a dis-
tributor, we can obtain any component from
any model of Rhodes electronic piano at a
substantial savings in cost and delivery time
for our customers. We will be happy to send
a Rhodes parts catalog and price list free of
charge upon request.

4 Also currently available
is the pictured parts kit for
the original model as well
as the new modular type
Rhodes piano. There is a
substantial cost savings by
purchasing these kits
rather than buying the
parts individually. Anyone
planning to repair Rhodes
electronic pianos should
begin with the purchase of
a basic parts kit.

No. 35-1000 Parts Kit for Original Type Rhodes Pianos with Serial Numbers
Up to 49,999 Net Price $60.00

No. 35-2000 Parts Kit for Modular Type Rhodes Pianos with Serial Numbers
Over 50,000 ’ Net Price 80.00

No. 35-3000 Service Manual for Rhodes Pianos Net Price 3.00

THE HOUSE DEDICATED TO SERVICE Pases Subjest To Usual D scount

Far Same Day Service Try Qur 24 Hour Phane

(312) 438-4556
PIANO SUPPLY COMPANY

451 OAKWOOD ROAD, LAKE ZURICH, IL 60047
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Read ALL the News! You Read It FIRST in

THE MUSIC TRADES

You Get 12 Big Issues {one per month) PLUS A FREE COPY of
THE PURCHASER'S GUIDE TO THE MUSIC INDUSTRY

THE ONLY DIRECTORY OF THE MUSIC INDUSTRY!

all for $7.50 per year

® MUSIC TRADES enjoys the privilege of leadership in the music industry. It is the industry's
most complete trade publication. [t holds the respect and admiration of everyone in it. It has
the industry’s best and most complete editorial staff. [t publishes more advertising and more
reading pages, and which is most important, more and fresher news than any other magazine
in this field. ® The PURCHASER'S GUIDE to the Music Industries is the only direciory in the
music business. It tells you everything you need to know — who makes it and where to buy
it—accordions, amplifiers, guitars, band instruments and in fact all the things you need. And
THE MUSIC TRADES tells you how to sell them! @ Both of these publications ‘are now included
in your annual subscription, at a mere fraction of the cost of producing them. Advertising pays
the difference. If you like to read ads, MUSIC TRADES carries more than any other magazine!
IF YOU DO NOT ALREADY SUBSCRIBE, SEND YOUR SUBSCRIPTION TODAY!

| MY CHECK IS ENCLOSED FOR TWO YEARS: $12 U.S.A., $14 Outside U.S.A.
| prefer the more expensive 1-year rate: $7.50 U.S.A., $8.50 Outside U.S.A.

IMPORTANT:
Please Check Your
Proper Category

COMPANY ... i et i et et et et et e e D Instrument Retail
Sales, Service
NAME . ot ettt e e e O Instrument
| Manufacturing,
i Wholesale and
ADDRESS . ¢ ittt i e e e e e e Representatives
{1 Publishing
CITY, STATE, ZIP. o ettt et et et e 0] Other..........

Note: Magazine Agency
] Orders are not accepted
| Please Attach Business Card or Letterhead Which Is Required for Verification Purposes

i YOUR CANCELED CIIECK IS YOUR RECEIPT

|

|

|

wesr Ye THE MUSIC TRADES =52 ™

JOURNAL
'SUBSCRIBER
SERVICE

Change of Address? Please give us 4 weeks
advance notice. Attach the tabe!l for your
old address, write in your new address be-
low.

Entering a new subscription? Check the box
and fill in your name below.

Renewing? Check the box below and be
sure your mailing label address is correct.

PLEASE SEND THE
JOURNAL
FOR 1 YEAR AT $40.
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O Bill me later

O New subscription [ Renewal
[0 Payment enclosed
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Name

Address Apt. No.

City State/Province Zip/Postcode

For faster service, call (206) 283-7440.

“ I recommend the Hale Sight-O-Tuner to
anyone seriously desirous of having

$399.00 Net

their musical instruments

o -

perfectly in tune. s s co

Itis a remarkable
instrument. . . ,
— Arthur Fiedler

SIGHT G - TUNER
0‘\

’ o, 0 e
. .. PHECH SELECTOR
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.

@

Piano Tools Q d/e and Supplies

SIGHT-S_2-TUNER™

Complete

ly self-contained « Battery operated

Covers full range of nine octaves Accurate to + %2 Cent

Weighs only two pounds

TUNERS SUPPLY COMPANY

Servi

1g the Music Industry Since 1884
EASTERN BRANCH

94 Wheatland Street, Somerville, MA 02145 (617) 666-4550

WESTERN BRANCH:

190 South Murphy Ave., Sunnyvale, CA 94086 (408) 736-2355

*Patent Pending
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Baldwin.

Baldwin Piano & Organ Company, 1801 Gilbert Ave., Cincinnati, Ohio 45202 P The grcat accompanist
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EDITORIAL

Letter of Application for
‘Workmen's Compensation Benefits

Dear Sir:

When | arrived at the building site, | found
that high winds had knocked some bricks
off the scaffolding on the seventh story, so
| rigged up beam and pulley on top and
hoisted up a couple of barrels of hrick.

After | had replaced the fallen brick, there
was a lot of bricks left over, so | hoisted
the barrel up again and secured the lines
at the bottom. Then | went up and filled
the barrel with the extra bricks, returned
to the bottom, and cast off the line.

Unfortunately, the barrel of bricks was
heavier than | and, when the barrel started
down, | started up. | hung on and halfway
up | met the barrel coming down and
received a severe blow on the shoulder.

| then continued to the top, banging my
head against the beam and getting my
fingers jammed in the pulley.

When the barrel hit the ground, it burst
its bottom, allowing the bricks to spill
out. | was now heavier than the empty
barrel and so started down at high speed.
Halfway down, | met the barrel coming up
and received severe injuries to my shins.
When | hit the ground, | landed on the
bricks, getting several severe cuts from the
sharp edges.

At this point, | must have lost my presence
of mind, because | let go of the line. The
barrel then came down, giving me another
heavy blow on the head, causing concussion.
Now what | want to know is, as an experi-
enced, reliable mason, am | eligible for
compensation?

The above letter is supposed to be an
actual application for benefits. Unfor-
tunately, in many industries (partic-
ularly large ones) incompetence seems
to be the rule rather than the except-
ion. Contribution to this situation is
the guaranteed job, the generous unem-
ployment payments to many who
don’t need them, and the health and
welfare programs for many of those
who could “make it in their own’ if
they weren't so easy to get. Add to this

the difficulty an employer has in firing
employees for incompetence, laziness

and/or insubordination and we‘ve re-
ally got something going!

It's tough not to laugh at this
poor guy, but this is a humorous way
of looking at a serious problem we are
faced with today. Mistakes, errors,
oversights, and deletions are running
rampant all over the place. The kind
of muddling, confusing domino disas-
ters we see in our working friend
above appears to be creeping into
gvery industry.

| hear my business friends complain
of the cost of mistakes in daily pro-
duction records and it is appalling!
Either people are getting too busy
to do things right, the pressure is too
great to allow them to do things right,
or they just don’t give a darn.

| am an enthusiastic boater and it
saddens me to hear that the skilled
craftsmen who used to patiently
carve the interior and deck decorations
on wooden boats are a thing of the
past. The slow and loving care of each
deft cut of the blade resulted in the
fine carvings found on expensive
custom-made boats. This was a quality
and lasting art, but labor rates have
made this type of work obsolete. The
art is being destroyed by the economy
and the machine. Boats with wood
carvings are now coming out of
Taiwan and Hong Kong. The pace
there is slow and wages are low. How
sad to have to take a choice.

One boat manufacturer told me
that some of the kids he hired had
made wrong assembly holes in the
hulls of his sailboats and covered them
up with putty and paint. You can
imagine the problem for the boat
owner when he got out into open
water. Mistakes, errors, deletions, and
slipshod work are taking their toll in
all businesses today.

This combination of poor workman-
ship, coupled with the loss of fine
master craftsmen, is difficult for many
“old timers” to accept. We have a dif-

ferent breed in the marketplace to-
day —and it effects all of us on all levels
of life.

Hiring people today is a different
kettle of fish than 20 years ago. The
tough generations are gone and we
now have people who took art apprecia-
tion, bowling, and dancing for credit
in high school instead of. reading,
writing, and ‘rithmetic. We used to
hire girls who could type 80 or 90
words a minute (without errors);
now, if they manage 40 to 50 words
a minute and can spell, it's considered
good by most placement agencies.
Twenty vyears ago businessmen ex-
pected at least 7 hours of production
out of an 8-hour day; today, if we get
5 or 6 hours of production we con-
sider ourselves lucky.

What happened? Where did we go
vv-‘rong? l.ots of quarters could be
blamed, but | think to some extent
it can be summed up like this: “In
schools today the teacher is afraid of
the principal, the principal is afraid
of the superintendent, the superin-
tendent is afraid of the school board,
the school board is afraid of the
parents, and the parents are afraid of
the kids. And the kids — they aren’t
afraid of anybody.”” — DLS m

There are 2080 potential hours of
work in a year 52 weeks at 40 hours per
week. It has been computed that ap-
proximately 40 working hours per
year are lost due to sickness, lateness,
and personal reasons. Two to three
week vacations represents another 64
working hours lost (mostly paid for by
the employer). This means a total of
1864 hours left for production; but it
is computed by experts that 233 hours
are lost to an employer due to plain
""goof off time.'” This means that the
hapless employer loses 457 hours per
year per employee. Multiply this times
the hourly rate and add 25 percentage
for 'taxes, etc., and its not hard to see
the problem.
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“Grofuing through Giving”

EXECUTIVE BOARD

The Biggest Piano
Event in the World

All Spring — Enroll Early

Sponsored by the Largest

Organization of Piano Teachers in the World

v
| am interested in joining the Piano Guild. Please send me more information about

Teachers Division of MR

membership and Guild Goals.

(Print or Type Name and Address)

STATE P

!
[}
1
]
. - 1 MRS,
American College of Musicians 1 Miss
Foundad in 1828 by 1l Allison H
1 ADDRESS
International Headquarters !
1
P.0. Box 1807 !
1
Austin, Texas 78767 U.S.A. R

PTGLIRECTO
PTGLIRECTOR

PTGLIRECTORY
PTGLIRECTORY

PLA10 TRCIINCIANS JOURMAL
[

More

The Piano Technicians Journal has been established
since 1958 and is the successor to The Tuners
Journal and The Piano Technician. Having an inter-
national distribution of 4000 members, it is the
only publication devoted to the technical and eco-
nomic interests of persons engaged in the piano
industry, both independently and employed. The
Piano Technicians Journal serves as an excellent
advertising tool for manufacturers, suppliers,
and dealers and appears in numerous school/
technical libraries.

PTG DIRECTORY FOR SALE - $35.00

for your money.

Piano Keys .
Recovered With

ART
IVORY

Over b0 years of continuous service
to dealers and tuners

WRITE FOR COMPLETE
PRICE LIST

O. E.SHULER CO.,, Inc.

149 E HARRISON ST « PARAGON. INDIANA

[
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déme /85722

Qohmer

11-02 31st AVENUE, LONG ISLAND CITY, N.Y. 11106

OFFICERS

PRESIDENT

W. Don Morton

P.O. Box 9412

North Hollywood, CA 91605
(213) 985-8271

VICE PRESIDENT
Bob Russell

1414 Lander Road
Mayfield Heights, OH 44124
(216) 449-6212

TREASURER-
RECORDING SECRETARY
Charles Huether

34 Jacklin Court

Clifton, NJ 07012

(201) 473-1341

REGIONAL

VICE PRESIDENTS
Northeast

Dick Bittinger

107 West Main, Box 51
Brownstown, PA 17508
(717) 859-3111
Southeast

Henry Baskerville

67 Dehaven Drive
Richmond, VA 23229
(804) 740-5263

South Central

Frank Desmond

1606 Apache Drive
Garland, TX 75041
(214) 278-9391
Central East

George Peters

846 Westchester Road
Saginaw, M| 48603
(517) 799-6133
Central West

Ernest S. Preuitt

4022 South Fuller
Independence, MO 64052
(816) 252-2885
Western

Sid Stone

10765 Palisade Street
Hayward, CA 94542
(4156) 638-7760
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EXECUTIVE DIRECTOR

Don L. Santy

(206) 283-7440 or (206) 682-9700
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DON MORTON

PRESIDENT’'S REPORT

In three short months we will be
convening in Minneapolis for the
22nd Annual PTG Convention. At
that time wmany important events
will take place, one of which is the
election of a new president. It hardly
seems possible two years have flashed
by since | was elected to this high
office — it has been busy and chal-
lenging. During this time PTG has
experienced many major changes.
The important question — ““Were
these changes for the better?”” Those
of us who have labored hard for these
alterations believe PTG will benefit
because of them — only history will
write the final answer.

One change which is gradually
taking place is the upgrading of
our Craftsman Examination Standards.
Good progress is being made in edu-
cating our members on the merits of
this new system. This is due mainly
to the efforts of the hard-working
team of Jim Coleman, Sr., and Albert
Sanderson. They are traveling back
and forth across the country attend-
ing seminars and conferences, teaching
and .explaining the system, and testing
new and old members who desire to
get the “‘straight facts”” regarding this
method. | strongly urge all members
to .acquaint themselves with this
system of evaluating their tuning
ability and compare it to a high
tuning standard.

The goal of establishing a world
fellowship of piano technicians is gain-
ing support from technicians around
the world. Last year a group of some
25 Quild members traveled to Japan
where they received an enthusiastic
welcome by the Japanese technicians.
This year, at our national convention
in Minneapolis, we look forward to

-association

welcoming several members of the
Japanese Tuner-Technicians Associa-
tion as our guests. During the month
of June, some 35 PTG members plan
to tour many piano factories in
Europe ({including the British Isles)
and meet with fellow technicians in
these countries. Our hope is to lay
the groundwork for a future world
which would assist in
better communications and a sharing
in technical information.

There is another challenging avenue
opening up as we become more inter-
nationally oriented — the opportunity
to help the needy underprivileged
countries in the area of music. Due to
lack of technical knowledge and
pertinent information, many localities
are without the benefit of the piano.
Information is beginning to reach us
of otherwise civilized communities

who desperately require, and would ’

welcome, a piano technician. The few
pianos available in these communities
are so in want of repair and tuning

they cannot be used. There is also a
need here to teach the local citizens
the art of tuning and repair. A day

may soon come when the Piano
Technicians Guild will be officially
asked to help in filling these needs
of foreign communities.

PTG is a busy expanding organiza-
tion. Take a look at the large number
of seminars and conferences being
held this year in every section of
the country. While you're looking,
examine the quality and caliber of
the individuals organizing and teach-
ing the seminars. These meetings point
out one very valid reason for the
existence of PTG — the communica-
tion of technical knowledge otherwise
not available to the average member.

Along with development and ex-
pansion come additional responsi-
bilities. In our organization this is
especially apparent in the areas of
management, public relations, and
executive abilities. 1 call these facts
to your attention because we need
to be constantly on the lookout for
these talents within our membership.
By and large, piano technicians have
not been exposed to experience in
these areas; consequently, we are in
short supply of these very necessary
talents. It is every member’s responsi-
bility to act as a talent scout and
encourage other members possessing
these abilities to assume the elective
roles of leadership. In our Guild,
according to our bylaws, there is a
constant change in leadership. 1 be-
lieve this is a good policy; it initiates
new and fresh ideas, stimulates activ-
ity, and reduces the development
of cliques and inner circle groups.
Leaders must be responsible and
capable individuals, willing to sacri-
fice the required time and effort.
Leaders, we need you! »
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EXCLUSIVELY
YOURS.

Piano Parts and Their Functions
{ILLUSTRATED}

COMPILED BY MERLE H. MASON

A complete guide to the names and purposes of structural and
moving parts found in contemporary pianos )

Inside this definitive text you will find everything you need to know about the
functioning of that magnificent musical instrument — the piano. Answers to
questions such as “What does a dag look like and where is it located? What
is a middle belly bar? Where are the 46 rails located and what is a recondi-
tioned piano? Piano Parts and Their Functions is a basic book long needed in

every piano technician's library. This first and only publication in English is an

essential book no student, teacher, or technician should be without!
(Washington State Residents Add 5.4% Sales Tax)

Member Nonmember

Hard cover edition  $14 postpaid Hard cover edition $18 postpaid
Soft cover edition 10 postpaid Soft cover edition 14 postpaid

ORDER FORMS

Mail to: PIANO TECHNICIANS GUILD, INC.—P.0. BOX 1813—SEATTLE, WASHINGTON 98111

PIANO TECHNICIANS JOURNAL — APRIL



BEN McKLVEEN

LUBRICATION OF PIANO PARTS

When pianos are built, the builders
concern themselves with lubrication of
moving parts in a rather fundamental
way. They are concerned with new
material assembled under controlled
atmospheric conditions and lubrica-
tion is a very minor consideration in
the - construction process. Obvious
friction points such as those in the
trap work are greased or graphited.
In that complicated mechanism called
the . action, many friction points are
treated with a permanent lubrication
such as burnished graphite or were
designed to be self-lubricating through
the use of felt against metal or, more
recently, teflon against metal.

When the pianos are completed and
shipped, further thought is not given
to lubrication since factory people
generally have no other contact with
the instruments. Once the pianos are
sold, however, a whole new set of
problems begins to develop, including
wear and tear, atmospheric extremes,
abuse, and neglect. Lubrication is also
one of these problems.

The word “lubricate’” comes from
the Latin /ubricare, which means “to
make slippery.” The trick with piano
friction points is to make them slip-
pery and keep them slippery for
extended periods of time. A lack of
lubrication creates two general prob-
lems — sluggish response of moving
parts and noise in the form of squeaks.

The anatomy of the piano creates
other problems. There are no reser-
voirs to store lubrication such as oil
pans or grease cups. Instead, the
lubricants often must function be-
tween dissimilar materials, usually as
thin films while exposed to accumula-
ting. dust and dirt. They must hold
up well through periods of use, must
not break down during disuse, and
must not react with the host mate-
rials by creating any chemical change.

With the above criteria in mind, let
us examine the materials used as piano

part lubricants. They fall into two
general categories: (1) Solids and
powdered solids include soapstone,
talc, graphite, and teflon. (2) Liquids
include tallow, grease of various kinds,
and liquids that utilize some of the
powders in suspension. The list of
liguids must be expanded to include
the sprays available today that have
proven to be useful and timesaving.

Many vyears ago one of the stan-
dard lubricants for piano parts was
mutton tallow into which was stifred
a fair amount of talc or baby.powder.
With the demise of the neighborhood
butcher shop, mutton tallow has been
difficult to acquire. However, if you
know a butcher who can get you
some mutton fat, you can make a life-
time supply of mutton tallow lubri-
cant very inexpensively. Simply put
the raw fat in a frying pan and fry it
at low heat until it turns to a liquid.
Skim or strain the liquid so as to
separate it from any fiber residue and
allow it to cool. The tallow will be
a white waxlike grease. An additional
reheating and skimming will improve
the quality by leaving behind any
missed residue or poor-quality fat.
Into this refined tallow stir as much
Johnson's baby powder as it will
hold without losing its consistency
as a grease.

A contemporary substitute for
mutton tallow and talc is a mixture
called VJ lube, named after the
initials of its developer ({(the late
Victor Jackson, a well-known Los
Angeles technician)}. This is made by
heating a 7-1/2-ounce jar of Vaseline,
and mixing in Johnson’s baby powder
and a teaspoon of lanolin. It works
well and all of its ingredients can bhe
purchased at your local pharmacy.
Other lubricants of this type that can
be used are Lubriplate and Bendix
brake grease. These products have the
advantage of staying where you put
them. They work well on metal to

metal, metal to felt, metal to leather,
and metal’ to wood. This makes them
useful on friction points in all trap-
work and other spots such as the
action frame guide pins, key frame
soft pedal contact point, and grand
action frame return spring. These
products are carried easily, and work
well on the job or around the shop.

The solid lubricants include soap-
stone (actually magnesium metasili-
cate, a soft mineral with a soapy feel).
French chalk, talc, and baby powder
are ground varieties of this mineral.
They work well in combination with
other lubricants as noted above.
Soapstone sticks are carried easily
and can be purchased at any good
hardware store. Talc is a little more
difficult to carry around, but is very
convenient as a dry lubricant. It
burnishes well and lasts effectively;
works well on keybeds, key frames,
and knuckles; and can be impregnated
into felt if need be.

Graphite, another dry lubricant, is
simply soft black native carbon. It is
available in stick form, as a powder,
or in ligquid suspension. | prefer to
confine my use of powdered graphite
to the shop, where | can control
the mess and clean up easily. This is
not easily accomplished in home
situations where spilling on rugs or
upholstery can be a disaster. Neverthe-
less, the powder is a good lubricant,
burnishing well on bridges, bushing
cloth, small spring friction points,
repetition lever cradle tops, keybed
dags, and dowels. The liquid formula-
tions make transportation easier and
application more controlled than the
use of powdered graphite. One of the
best preparations of this type is called
Dag 154. Don’t overlook the use of
stick graphite in the form of a soft
pencil lead; it is useful for quieting
squeaky hammer springs.

The ubiquitous spray can, bane
of the conservationists, has provided
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us with spray forms of teflon under
the names of Slipspray and Emralon.
(Emralon also comes in stick form.)
These lubricants work well on almost
everything, with the added advantage
of either a shotgun delivery (in spray
form) or rifle delivery {using the
add-on tube). While application of
these sprays is a distinct advantage,
their use is not a cure-all. | prefer to
use them as stopgap or emergency
cures for noise or sluggishness. Once
the liquid portion of the spray has
evaporated, the lubricating residue of
teflon is very slight and may not give
prolonged relief from noise or friction.

A list of piano friction points and
suggested lubricants follows:

1. Pedals: Metal to metal — Lubri-
plate, tallow and tale, VJ lube. Metal
to wood — VJ lube, tallow and talc.
Metal to bushing cloth — VJ lube,
tallow and talc, graphite.

2. Trapwork Dowel Pins (vertical
pianos): VJ lube, tallow and talc
(thin film).

3. Trapwork Pins
lube, tallow and talc.

4, Vertical Damper Lift Rail Hang-
ers: VJ lube, tallow and talc (if rail is
removed for lubrication and repair),
Slipspray (if lubrication is made with-
out rod removal)}.

B. Vertical Damper Lift Rail Sur-
face: VJ lube, tallow and talc (thin
film), Slipspray on damper lift felts.

6. Dummy Damper Lever: VJ lube,
tallow and talc, Slipspray.

7. Vertical Hammer Spring Slots:
Metal to wood — graphite in the form
of soft lead pencil. Metal to felt —
graphite pencil or Slipspray.

8. Key Bushings (vertical and
grand): Slipspray.

9. Grand Damper Lift Rail Hang-
ers: VJ lube, tallow and talc (if re-
moved for lubrication), Slipspray with
extension tube (emergency in-place
lubrication).

10. Damper Guide Rail Bushings:
Slipspray, Dag (graphite in liquid
suspension). -

11. Grand Keybed: Talc, Slipspray.

12. Grand Key Frame Guide Pins:
Lubriplate, VJ lube, tallow and talc.

13. Grand Key Frame Glide. Bolts:
VJ lube, tallow and talc (thin film).

(grands): VJ

14. Grand Key Frame Shift Return
Spring: VJ lube, tallow and talc
(thin film).

15. Grand Dags (key frame stops):
Dag (graphite in liquid suspension.

16. Whippen Cushion Felt (contacts
capstan screw): Slipspray.

17. Jack Tender: Dag (graphite in
liquid suspension).

18. Jack Top: Dag
liguid suspension).

19. Repetition Lever Cutout (cradle):
Dag (graphite in liquid suspension).

20. Grand Hammer Shank Knuckles:
Clean and dry, talc (in emergency).

21. For Pitch Raising: Lubricant for
bearing points — WD40 mixed with
silicone in 50/560 mixture (see later
paragraph on silicone). Agraffes —
V-bars.

In the above list | have not men-
tioned the pitman (damper lift rod)
in the trapwork of grand pianos. On
Baldwins and some other pianos, this
rod is pinned at top and bottom,
goes through a large hole in the key-
bed, and causes no problems with
malfunctioning or squeaks. On a num-
ber of other fine pianos (Steinway,
Mason & Hamlin, Knabe, etc.), this
dowel rides free in a felt bushed hole,
rests on a leather pad on the bottom,
and pushes against leather or felt on
the underside of the damper lift rail.
It will squeak.

Under ordinary circumstances, a
thin film of VJ lube or tallow and talc
on either end of the dowel will quiet
the noise. Overzealous lubrication of
the entire dowel often results in
loading the bushing of the pitman
hole, causing the dowel to hang up.
The dowel (usually of wood, some-
times of brass) will then begin to glaze
and will be very smooth and shiny, but
sluggish in the hole. A thorough clean-
ing with 4/0 steel wool will relieve
this situation for awhile, but must be
redone when sticking reoccurs.

If the leather pads on which the
pitman rides are not solidly glued
down (some are not), they can cause
squeaks -by riding across the damper
tray or ‘the trap level as the pedal is
activated. When any of this trapwork
bumper cloth or leather becomes too
indented, it ceases to function effi-
ciently and should be replaced.

(graphite in

| must say a few words about sili-
cone (goed and bad news). Silicone
comes in a variety of forms — as oils,
greases, and plastics. It is a polymeric
organic silicon compound. We see it
used as a water- and heat-resistant
lubricant. It is also used in varnishes,
polishes, binders, and plastics. The
good news is that it is a marvelous
lubricant; the bad news is that it has
fantastic mechanical capillary action.
In short, it creeps; it doesn't stay put.
Further, it is deadly to finishes, pin-
blocks, and bass strings, so it must be
used with discretion.

In the friction points listed above |
mentioned silicone mixed with WD40
for use on string bearing points prior
to pitch raising. Use this sparingly —
if you use it. Another way to use
silicone safely is to add a little to 4/0
steel wool and polish key pins (both
front and balance rails), capstan screw
tops, and brass pitmans. Be very
careful where you dispose of the
steel wool.

Because [ubrication of piano parts
often involves squeaks as well as mal-
functions, it is essential that a number
of cautions be observed:

1. Before applying lubrication, be
sure that the problem is not caused
by a loose part. (Example: A loose
Norris spring will make a trap lever
squeak, Tighten; don’t lubricate.)

2. Before lubricating, clean away
all old lubricant. Scrape leather and
felt pads and steel wool metal pins
and parts until they are clean.

3: Replace felt and leather bush-
ings or pads as they become worn,
indented, or glazed beyond useful
recovery.

4. Be sparing with lubricant — use
thin films. More is not better; a glob
will not solve what a film of lubricant
failed to do. If a thin film doesn't
solve the problem, stop and take
another look at it. You may have
overlooked something.

Correct diagnosis of malfunctions
or squeaks, coupled with the use
of the correct lubricant, properly
applied, will help you maintain care-
free pianos and enhance your reputa-
tion as a technician. &
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JACK KREFTING, TECHNICAL EDITOR

THE TUNER-TECHNICIANS FORUM

In our January issue we published
a list of piano terms at the beginning
of the ““Forum,’”” together with defini-
tions of the terms at the end of the
column. We promised to try to come
up with another list if this feature
proved popular with our readers,
which it has. Bob Russell politely
informed me that | had misspelled
the word cau/ (thanks for the correc-
tion, Bob, you're right), but nobody
said they didn't like the feature, so
here’s another list:

—_

. Annual rings

. Bellyman

. Book press

. Cutoff bar

. Kapsel

. Scale stick

: Soundboard island
. Stepped-out bridge
. Tender

. Webbing

—
DLW NOO A WN

How many of the above can you
define? Answers appear at the end of
the ““Forum.”

While you are thinking about
that, let’'s move on to a discussion
of the logical sequel to last month’s
main topic.

SOUNDBOARD REFINISHING

H'aving completed our refastening
and shimming last month, we are now
ready to scrape and refinish the board.
It is not mandatory that the repair
be done before the scraping, but | do
it in that order because (1) when |
scrape, | want all flitches fastened
down to the ribs so | don’t inadver-
tently take too much material off a
raised area that should be glued down;
and (2) since | use Titebond glue for
soundboard work, | find | have less
trouble with disturbance of the wood
fibers around the shim if the old
varnish is left on the board during
shimming. Titebond is an aliphatic

resin (yellow glue) and is said to be
far stronger than polyvinyl acetate
(white glue) or cold hide glue. Hot
animal glue works well in a production
shop, but can be inconvenient for
occasional use in small quantities.
Fiberglass or epoxy resins are not
recommended for this work because
they are so difficult to dig out if
the job has to be redone later for
any reason.

Household paint scrapers of the
hardware-store variety are not suitable
for scraping soundboards, primarily
because of their angle of attack. The
blade on these scrapers is bent so that
it is approximately perpendicular to
the work surface. This causes a chat-
tering effect, fine for windowsills
but too rough for a soundboard. For
fine scraping on soft wood, an en-
tirely different type of scraper is
used. Instead of chattering like the
paint scraper, the soundboard scraper
literally pulls thin curlings of wood
with its wire edge (see Figure 1).

WIRE EDGE
(EXAGGERATED)

s

FIGURE 1

Some of the most versatile sound-
board scrapers are made from plane
irons, available in any hardware store.
The iron is sharpened carefully on a
fine wheel, with frequent quenchings
to protect the edge from excessive
heat. If the edge turns brown or
purple, it was overheated.

A 30-degree angle works well,
although this is not critical. Remember
that the sharper the angle, the more
wire edge to work with, but also the
quicker it will become dull. The wire
edge is curled over with a burnisher.
A screwdriver blade is too soft, and a
drill bit shank is not smooth enough.
The finest wire edge can only be made
with a burnisher. Two or three strokes
across the edge will usually do the job,
depending on how much of a curl is
desired. For rough scraping, such as
removing the old varnish, take only
one or two passes with the burnisher
and hold the scraper at an angle of
about 50 to 70 degrees to the board,
leaning it in the direction of the pull
cut (see Figure 2). The precise angle
depends on the curl of the wire edge,
and the craftsman can feel it cutting
when the angle is correct. Some
downpressure is usually needed in this
rough phase, but too much will cause
the grain to compress and bubble
behind the blade. If this occurs, wood
cells are being destroyed by the pres-
sure, and you might as well have used
a Red Devil after all.

After the old varnish is removed,
sharpen the scrapers again and put
more of a curl on the wire edge. We
are going to fine scrape the board now,
and we want to pull the blade at an
angle of around 20 to 30 degrees,
depending on the edge. Again, you
must adjust the angle until you feel
the edge cutting. Very little down-
pressure is needed this time. You will
be pulling paper-thin curls of wood
off the surface, and the board will
lose some of its amber color and be-
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come whiter as the shellac layer is
removed. Keep the blade sharp to
avoid disturbing the grain. {f more
downpressure is needed to keep the
blade cutting, it is simply losing its
edge and should be resharpened.

SCRAPER
\ >

are honed perfectly square (see Figure
3). Even the finest grinding wheel is
too coarse to properly hone a cabinet
scraper, so we must do it by hand on a
very fine Arkansas stone. It is impera-
tive that the scraper be held rigidly at

SLIGHTLY
CURLED EDGE
FOR ROUGH
CcuUT

PULL CUT

SOUNDBOARD

—

N
3

2

FIGURE 2

By now, we have gone over the
entire soundboard twice — once
roughly to remove the varnish, and a
second time to remove the shellac
layer down to white wood. At this
point we have two options for the
final smoothing of the surface. We can
smooth it by sanding, or we can do a
very fine scraping with a cabinet
scraper. A cabinet scraper is a rect-
angular piece of the highest quality
steel, available at woodworking supply
houses. It cuts with a wire edge as the
plane iron scraper does, but the wire
edge is much finer because all edges

WIRE EDGES
(CURLED

ON WITH -
BURNISHER) * \

CABINET SCRAPER,
EDGE VIEW ~———3

BOTH ENDS
HONED SQUARE

FIGURE 3

a 90-degree angle to the stone while
moving it back and forth; otherwise
the edge will become slightly rounded
and it will be difficult or impossible to
produce a usable wire edge.

With the honing completed, the
wire edge can now be rolled. Depend-
ing on the amount of curl, the cabinet
scraper will usually cut best at an angle
of 15 to 20 degrees. A properly honed
and curled cabinet scraper will pro-
duce curlings of wood so thin as to
be virtually transparent. The board is
now ready for finishing.

Bridges are much easier to scrape
than soundboards, because hardwood
is more forgiving than softwood.
Almost any kind of scraper will do a
good job on a maple bridge, even an
ordinary paint scraper. But before we
start scraping, let's attend to a few
details, mostly of a cosmetic nature.
With a brass-bristled suede brush,
lightly polish the graphited top sur-
face. Restrain your enthusiasm so as
not to rub the graphite off the bridge
entirely. If any bare wood shows
through, mix a pasty solution of
alcohol and graphite and apply it to
the area. The alcohol will evaporate
quickly, leaving the graphite. Buff
lightly to a sheen.

Next, run a file across the tops of
the bridge pins until each one shines
with bright metal on top. This won't
make the piano sound any better,
but it adds a nice touch. Vacuum off
any metal particles or excess graphite,
and begin scraping the notches. Then

-with 320 paper or 0000 steel wool.

scrape the sides of the bridges with
any suitable scraper.

To get at the undercut areas of the
bridge, | use a triangular shavehook.
Lacking this, a plane iron scraper will
do the job. Try not to score the sound-
board at the joint between bridge and
board. Lightly sand the sides of the
bridges and the top of the bass apron,
if any. Now we are ready to apply
the finish.

Why finish a soundboard? What
are we trying to accomplish? Studies
have shown that, unlike the tone
enhancement provided by the special
varnishes on the violins of Stradivari
and Guarneri, piano soundboards
sound best with no finish at all. So
we finish them only for appearance
and resistance to dust and water
stains. And even at that, we're only
talking about protecting the wood
from water that is actually spilled onto
it, not moisture in the air. No wood
finish can keep moisture out of {(or
in, for that matter) the wood; so by
finishing it we are protecting the sur-
face to some extent, that's all. The
notion that the relative hardness of
the finish contributes to brifliance of
tone or immediacy of response is, in
my opinion, specious.

The less finish on the board, the
better. We certainly don’t want any
varnish soaking in, so we shellac it
first. After going over the wood with
a tack rag, brush on a coat of white
shellac, thinned to a 2-pound cut.
Allow an hour or so, then rub it down

Vacuum the surface, use the tack rag
again, and give it a second coat of
shellac. This is better, in my opinion,
than one coat of shellac and two
coats of varnish. By using two coats
of shellac, we will have sealed the
board so that only one coat of varnish
is needed.

Rub down the second coat of
shellac as before, but this time take
extra precautions to get all dust parti-
cles off the board. Any that are left
will emerge as lumps in the varnish,
so a little extra care now will pay
off later in a smoother finish. When
varnishing, | like to start with the
bridge notches, being careful not to
touch the bridge pins with the brush.

12
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The reason for this is that the heavy-
bodied varnish will creep partway up
the pin and leave a little fillet of
varnish where the pin meets the
bridge. This is the terminus of the
speaking length, and we must have a
solid string-to-bridge contact with no
blobs of varnish or anything else in
the way. When all notches are var-
nished, the remaining parts of the
bridges are finished next, followed
by the board itself.

Flow the varnish on by using
smooth strokes from an unvarnished
part to a part that is already coated.
Varnish dries slowly, so there is no
need to rush. Avoid bubbles by doing
a minimum of wiping the brush against
the edge of the can. Get enough var-
nish on the brush to allow it to flow,
but no more than that. If the brush
has to go back and forth over the
same area to get coverage, there is
not enough varnish on the brush.
Conversely, if it appears to pile up at
the line where it is flowed into the
previously varnished part, then there
.is too much varnish on the brush. If
unsure of your technique, experiment
first on a piece of scrap. To avoid dust
settling into the varnish, | do this
work at night when there is no other
activity in the shop.

There are many ways to finish a
board, and | don't mean to say that
this is the only way, or even the best
way, to do it. But from what | know
about boards, this is the way | prefer,
for whatever it may be worth.

CONTINUOUS HINGES

" Question: . . . / took a set of Stein-
way grand hardware to a plater a few
weeks ago. When he saw the continu-
ous hinge for the lid flap, he said he
couldn‘t plate it that way and pulled
all .the sectfons off the rod. | brought
the rod back home and was very care-
ful to see that it didn’t get bent or
harmed in any way. Now the hinge
sections are plated, and | had a rough
time getting them back on the rod,
probably because the plating reduced
the inside diameter of the hinge sec-
tions. The problem is, they wouldn’t
line up with the screw holes when the

sections were evenly spaced. [ didn’t
get it on upside down, because | tried
it that way and the alignment was
much worse, | finally spaced the sec-
tions and plugged and redrilled the
screw holes. My question is, what
happened? Could the plater have
gotten my parts mixed up with those
of another piano? Did | do the right
thing? Who is at fault, me or the
plater?

Answer: The screw hole spacing on
those hinge sections looks uniform,
but actually isn’t. If they aren’t put
back on the rod in the same order as
they were originally, the holes will
not line up with the lid. One way to
avoid the problem next time is to
number the sections on the back with
a sharp awl or scriber, scratching a
number into the metal. This number
will be visible even after plating.
Remember that the short section
always goes on the bass side, and so
that's a good point to start with
No. 1. There are 11 or 12 sections, as |
recall, each of which has two halves.
Number both halves, because they will
come apart when the rod is removed.

The sections will be reassembled
on the rod with relative ease if the
rod is perfectly straight, ends slightly
rounded, and thinly coated with
petroleum jelly. Start with the mid-
dle pair of hinge sections, then pull
the other pairs on the rod from
either end. Be sure all sections are
installed right side up, that is, with
all the five-tongue sections on top
and all the four-tongue sections on
the bottom or vice versa, just as it
was originally.

If the rod is bent or broken, the
easiest solution might be to simply
replace it. The old Steinways used a
1/8-inch brass rod, which is readily
available at hobby shops, machinists’
supply houses, and some hardware
stores. Sometime around the turn of
the century, the company started
using a smaller rod, measuring 0.102
inch, and this size is not so readily
available locally since it is about half-
way between the standard sizes of
3/32 and 7/64 inch. The manufac-
turer’s parts catalog doesn’t list this
rod separately, so it might be best to
try to straighten the old one if it isn"t

bent too badly. A steel rod can be sub-
stituted, but the technician should be
aware that such a substitution could
result in a squeaky hinge later.

When making a refinishing bid
on a Steinway, the technician shouid
be aware of the fact that different
metals were used, depending on the
original finish of the metal parts. If
they were finished in satin brass, you
can offer the client his choice of satin
brass, brass plate, or nickel/chromium,
whichever he prefers. But if they
were plated originally, they will have
to be replated because they were not
made of solid brass. If you promise
satin brass hardware for such an in-
strument, the only way you can keep
that promise is by buying all new
brass hardware.

Should you decide to buff your
own brass parts with a fine wire
wheel, remember to coat them with
clear lacquer before installation so
they won't tarnish. If enough readers
express interest in a discussion of
buffing techniques, we will spend
some time on that in a future issue.

SUBSTITUTING SHANKS

Richard A. Kingsbury, Steinway
technician from Milwaukee, writes:

...l would like to lodge a com-
plaint. | am getting rebuilt Steinway
grands in the Milwaukee area that
have new Pratt Read shanks. The
problem with these pianos is that
the distance from the center pin to
the rosewood core in the barrel is
approximately 1/8 inch longer than
the standard Steinway shank, making
these pianos play like a Mack truck.
Please expound about replacing parts
with new parts of identical dimen-
sions. These pianos are coming in
from out East, a few from a well-
known technician.

This letter is reminiscent of the
situation that existed three or four
years ago, when Steinway shanks
were almost unavailable. Rebuilders
were converting Renner shanks for
use on Steinways by cutting the
undersides of the flanges with a
special cutting attachment. The cut-
ter, which | believe was made and
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distributed by John Roll, had been
previously used by those who pre-
ferred cloth bushings to the teflon
used by S&S on all new shanks.

Dick doesn’t say whether Steinway
flanges are being used with Pratt Read
shanks or not, but that really isnt
important. What matters, as Dick
points out, is that the very critical
dimension from the centerpin to the
core has been changed, making it
impossible to regulate the action
to specifications.

Upon reflection, | decided that the

_best way to measure this was from the

center of the centerpin (that would
be the same regardless of pin size) to
the front of the rosewood. | measured
this distance on an old Steinway shank
at 0.585 inch. A new Pratt Read shank
measured 0.615 inch, a difference of
0.030 inch, or approximately 1/32
inch. Since this is not nearly as much
of a difference as Kingsbury noted,
possibly my measurements were in-
accurate or maybe there are two
different Pratt Read shanks.

At any rate, it makes a difference
in the way the action performs. Let's
explore some of the compromises that
would have to be made in regulating
when this dimension is greater than it
should be:

1. Since we are lifting the ham-
mershank at a point further from the
centerpin, we have increased the
mechanical- advantage of the key.
The touch, then, would be lighter
than normal. :

2. At the same time, the amount
of lift would have decreased. To
compensate for this, the touch depth
would have to be increased.

3. The jack would be inclined fur-
ther back in order to line up with the
knuckle. In extreme cases, the jack
would be at such an angle that it
would tend to force its way toward
the back of the knuckle because it
would no longer be perpendicular to
the shank. This would accelerate
compression of the jack's stop felt,
and that would only allow the jack to
dig further yet toward the back of
the knuckle.

4. Because of this inclination, there
would be greater resistance to letoff.
This would be true not only at the

knuckle, but to a lesser extent also at
the letoff button. The tender would
contact the button sooner in the
cycle, and rub against it for a longer
period of time because the jack would
have to move through a greater arc
before letoff is complete. The jack
would have to right itself from its
overcentered position, and still move
further to clear the knuckle. If this
doesn’t sound right, remember that
even though the knuckle is the same
diameter (theoretically), regardless of
where it is placed, the angle of the
jack has a profound effect on just
how far the jack must move to clear
the rounded front half. If the situation
were reversed (i.e., the knuckle were
too close to the centerpin), we would
have problems with getting sufficient
power to the hammer because the jack
would tend to slip off the knuckle
prematurely.

5. Because we had to increase the
touch depth to provide sufficient
hammer rise, we will have to alter the
angle of the backchecks. We may even
have to lower them somewhat. The
increased key travel also affects
damper lift, and increases friction at
the whippen support flange center
(we increased the arc of movement)
and at the capstan. We also have in-
creased the friction in the key bush-
ings by lengthening the stroke, but
now |'m getting picky.

6. The repetition springs would
have to be weakened because the
knuckle would be resting closer to
the fulcrum of the lever, which in-
creases its mechanical advantage. It
also means that the already delicate
compromise between good repetition
and reliable checking would become
risky. There would be no margin for
error in adjusting the springs. Under
certain conditions, with decent repe-
tition, the hammers might not check
at all.

7. If the jack spring is the type
that works in a wooden groove, the
angle of the spring might have to be
changed to minimize friction.

There are doubtless many other
problems that would come up, and |
will probably be hearing about them
soon from some of you, but the point
is that it's little wonder that Kings-

bury is complaining. Even after all
the regulating compromises have been
made (and you can see that one
compromise leads to another), the
action still does not perform as de-
signed because the basic geometry of
the action has been changed.

The easiest way to avoid such diffi-
culties is to use parts that are designed
for use in that particular piano, when-
ever they are available. If substitutions
are made, for whatever reason, at least
be certain that the critical dimensions
are correct. In the case of the hammer-
shank, assuming of course that the
drop screw lines up with the repetition
lever, the critical dimensions are the
distance from the center of the flange
screw hole to the centerpin and the
distance from the centerpin to the
core of the knuckle. Get those right,
and that Mack truck will become a
racing Ferrari.

HEAVY ACTION

Question: .../ need help! It has
to do with a Baldwin Model E (no
serial number available). It was rebuilt
by someone before me and has new
shanks and hammers. The owner’s
complaint is that the action is too
heavy to play, which it is. The action
parts are free and move easily. My
guess is that the hammer heads are
not of the proper weight. How can /
check this? If they are too heavy, what
can be done? Or am | missing some-

thing?... — Robert Dommer, Eau
Claire, Wisconsin.
Answer: Baldwin model designa-

tions do not coincide with scale
designations, and | assume we are
talking about an E-scale, which |
believe is a 5-foot 8-inch piano with
a 20 bass. | believe the original ham-
mers on this model were in the 16-
pound range, so | doubt that any
new set of hammers would be too
heavy. In short, | don’t think that’s
the problem.

When action parts are replaced,
regardless of the make of piano, there
is a certain amount of compression of
the felt and leather parts. This com-
pression will throw the action out of
regulation after it has been played for
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a few hours, regardless of the care
taken to regulate it properly when first
assembled. It is not uncommon, for
instance, to find that the blow dis-
tance has increased dramatically even
if the whippens were not replaced. In
this case, it could be that the knuckles
have compressed.

Assuming this to be the case,
check the blow distance. It should be
no more than 1-7/8 inches. | had a
similar experience with a Baldwin D
last year. The owner complained that
the action was too heavy to play
certain passages which required a very
quick, light touch. | was astounded to
find that there was a measurable
downweight of 84 grams! The blow
distance had increased to 2 inches
or maybe a shade more, thus decreas-
ing the mechanical advantage of the
key. | raised the hammerline to a
1-7/8-inch blow, and the downweight
suddenly measured 60 grams, about
right for that instrument.

The E-scale Baldwin will probably
feel right at 556 grams downweight, or
at least somewhere in the 50 to 60
range. Check the keys to be sure that
no leads have been removed from in
front of the balance rail or added
behind the balance rail. If lead is
found both in front and in back,
something is wrong. There is no rea-
son to lead both ends of a key. This
merely adds weight to the key, which
has a negative effect on repetitibn
because inertia and momentum are
increased unnecessarily.

Check the position of the jacks,
also. If the jack stop felt is new it
may have compressed, allowing the
jack to return too far under the
knuckle, increasing letoff resistance.
The back edge of the jack should line
up with the back edge of the wooden
core of the knuckle. If it doesn’t
return far enough, the piano will lack
power because the jack will slip out
prematurely; if it returns too far,
letoff will have to begin too early in
the cycle. The resistance added in this
manner will feel like extra weight in
the action.

When the key is depressed, friction
feels like weight, as does spring action.
! recommend that all interested read-
ers " review Don Galt's comments

on this subject in the “Forum’ of
January 1977. A comparison of up-
weight and downweight will tell the
technician whether " the action is
really too heavy or merely is too tight.

To sum up: {1) Regulate the action.
{2) Check for evidence of any tamper-
ing with key leads. (3) Measure up-
weight versus downweight. If the
problem persists after making the
above corrections, then one might
start measuring the critical dimensions
of the action parts, especially those
which have just been replaced. It is
possible that those new shanks are not
Baldwin shanks. Check the measure-
ment from the front of the core to the
centerpin, and see how close it comes
to 0.625 inch. Also check the distance
from the shank centerpin to the
whippen support flange center. This
distance should be 4-31/64 inches
on this model. Check everything,
paying particular attention to anything
that looks as though it was changed
after the piano was built. Any change
in the relative positions of critical
parts affects the leverage and thus
the weight.

REMOVING DOWELED
PINBLOCKS

The following letter comes from
Hugh J. Manhart, a frequent corre-
spondent from Omaha Nebraska:

There is a time in everyone’s life
when heaven is upon this earth.
Today | removed a pinblock from a
Steinway grand in 30 minutes! Can
yvou beat that?

First | must give credit where
credit is due. The impetus came from
Elmer H. Hunholz of Milwaukee,
Wisconsin. Last June, | asked him how
he removed pinblocks that were
doweled into the case. He suggested
that the block be cut in half between
the treble and the bass and that, since
the b/qck is probably also doweled
into the stretcher or front rail, it must
be wedged off enough to get a saw in
to cut the dowels.

Well, being confronted with a like
situation, | timidly started cutting the
block between the bass and treble
using a power jigsaw at first, and then

finishing with a handsaw. Then, |
said, what next? How do you wedge
off the pinblock? The lights began to
flash like flashbulbs, and | got out my
three machinist’s jacks (the same used
to support the block while stringing)
and drove a couple of tuning pins
into the block.

| wedged the jacks between the
front rail and the tuning pins and
screwed them as tight as | could, but
nothing happened. | then placed a
chisel at the glue line between block
and stretcher, gave it one solid whack
and the block popped loose! From
then on, | was on easy street. Using
the same procedure, this time with
three jacks evenly spaced, | drove in
three tuning pins, placed three jacks,
and tightened them as much as pos-
sible. Using the chisel near the saw cut,
| popped the treble end loose.

In 10 more minutes | had it off,
flew into my house, and declared a
miracle! Total elapsed time, including
the time taken to drill out the end
dowels, was only 30 minutes. . .

Thanks, Hugh, for this interesting
contribution. | don’t intend to argue
with your procedure, because | think
it's a fine one. | would like to just
expand a bit on it because there are
so many ways to do this job that
some technicians in our readership
might appreciate more details and
other alternative methods.

Some pinblocks, such as the old
Chickering and the new Baldwin, are
not fastened directly to the case at
all. Others are secured to the case by
heavy screws, as is the case with
Aeolian, Wurlitzer, old Baldwin, and
many others. Still other blocks, which
thankfully are now obsolete, were
mortised into the rim on both ends.
The mortised blocks, usually found
only in pianos built in the last cen-
tury, are easily the toughest blocks
to remove and replace because part of
the rim must be cut out to remove the
block. The piano was literally built
around the pinblock, and removing it
is not unlike carrying a pipe organ out
of a church.

Steinway, along with Mason &
Hamlin and others, uses a doweled
block. There are vertical dowels at
either end, plus blind dowels along
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the front rail or stretcher. This isn't
the most difficult block to remove,
but it isn't the easiest either. A certain
amount of brute force is sometimes
necessary because of the close fit at
the ends, even after all dowels are
cut; yet one must be cautious in the
use of force or the instrument can
be damaged.

There will be three vertical dowels
in the treble end of the Steinway
block, plus a flathead screw in the
corner on newer, smaller models. The
bass end is secured by one vertical
dowel in Models S, M, L, O, and A.
Above that size, two dowels will be
found in the bass end. Since these
dowels are visible, it is a simple matter
to remove them. Mark and punch the
center of each dowel and drill it out.
I use a long electrician’s 1/2-inch bit
for this purpose to keep the drill
chuck from marring the rim. These

bits are readily available locally in
12- or 18-inch lengths, either of
which is fine for this purpose. 1 like

to measure the thickness of the block
before drilling out the dowels, so |
can stick a piece of masking tape
around the drill bit as a depth gauge.
We don’t want to drill the entire dowel
out, only the part that extends above
the inner rim into the block.

The blind dowels which extend
from the block into the stretcher
{front rail) should also be severed to
avoid damaging the stretcher when
the block is removed. The difficulty
here is that they can’t be seen. | think
they should be called invisible dowels
rather than blind dowels because it is
we who cannot see them, not the
other way around. Presumably they
were so named because they are in-
serted into blind holes, which are holes
that don't go all the way through.
Anyway, these dowels must be cut.

Dowel No. 1 will be found 1-1/2
to 2 inches from the bass end, depend-
ing on the model. Dowel No. 3 will be
almost exactly in the middle. Dowel

‘No. 5 will be found approximately

1-1/2 to 2-3/4 inches from the treble
end, and the second and fourth blind
dowels are spaced equidistantly.

Some technicians prefer to saw the
block out all along the stretcher, thus
eliminating the problem of breaking

the block-to-stretcher glue joint and
cutting the dowels at the same time.
Others prefer to tap chisels into this
glue joint, thus forcing the stretcher
to bow away from the block. The
chisels are left in place while a hack-
saw blade is inserted into the crevice
to cut the blind dowels. My own
favored method is to chisel the dowels
out of the block, as can be seen in
the accompanying photographs. After
the dowels are severed, | break the
glue joint with a few judicious blows
with hammer and chisel. It could be
argued that these blows might not
always be accurately termed judicious,
but | like to think of them that way
anyway. We must remember that the
stretcher is not exactly a massive
beam, and that it loses much of its

7

:

Picture A: Two Steinway blocks, removed
from case by alternate methods. Block in
foreground was cut in half for ease of
removal; the other was removed in one
piece for a better template.

Picture C: More Steinway blocks. All were
removed in one piece. Note the shorter
length of the old Model A block. This came

from an 85-note thus the

shorter length.

instrument,

stiffness and strength when separated
from the hefty support provided by
the pinblock. When we drive a wedge
or chisel between the two, it isn't the
pinblock that moves. Wedging the
stretcher out enough to cut the center
dowel is easy, but it becomes more
difficult to gain sufficient clearance as
one moves toward the end dowels,
which is one reason | like to chisel
them out.

When all dowels have been cut or
drilled out and the glue joint to the
stretcher has been separated, the
technician will find that the block is
still very reluctant to part company
with the case. The ends are still solidly
glued to the outer rim, and the under-
sides of the ends are still stuck to the
inner rim. The technician must now

Picture B: Treble ends of some Steinway
models. Note the chijseled spots, illustra-
ting that the location of the blind dowels
is almost identical from one model to
the next.

Picture D: A closeup shot of the front
treble corner of the Model L block. The
pointer indicates the countersunk hole for
a single wood screw, used in Models S,
M, and L,
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decide whether or not he wishes to
remove the block in one piece.

The advantage of removing it in
one piece is that it will make a truer
pattern for cutting the new block,
thus saving time later. The disadvan-
tage of this procedure is that it is
more difficult to get it out without
causing other damage to the instru-
ment. | like to take them out in
one piece, but | do not say that my
method is necessarily the best method
in every circumstance.

To get it out without cutting it in
half, one must jack up one end with a
scissors jack or screw jack, placed
under the end and pushing against the
keybed. Most Steinway blocks will
pop out readily this way, but once in
awhile a really stubborn one will

Picture E: Another look at the same block.
This time the pointer shows one of the four
holes drilled to’ eliminate vertical dowels.
Three of the dowels are in the treble end,
one in the bass.

Picture G: Blocks from Models M, L, and O,
looking like triplets. Actually, no two are
alike, even for the same model. Each must
be carefully fitted. Note the lampblack on
flange faces, indicating fit.

B Tt

cause trouble. The glue joint between
the keybed and the underside of the
rim can let go under extreme pressure
from the jack, so if this' -method is
used it is advisable to protect this
joint by using bar clamps to hold the
keybed to the rim before applying
too much pressure to the jack.

If it has been determined, for what-
ever reason, to remove the block by
cutting it in half, those halves must be
rejoined to make the pattern or tem-
plate for the new block. It is best if
the entire cut is made by a single saw,
so the width of the kerf is uniform
for an easier alignment of the halves
later. The kerf width can be measured
by using the same saw to cut part-
way into a piece of scrap wood and
then measuring the cut with a fine

[ |
Picture F: Front edges of two more Stein-
ways. Block on left was chiseled out block
on right was sawn out. Both were removed
in one pijece. Note the dowel locations.

Picture H: A Model B block and its replace-
ment, which has been rough-cut from out-
line of old block. Note the chamfer on the
top edge of the new block, which is ready to
be fitted to the plate.

scale. Align the two halves of the
block as accurately as possible, allow-
ing for the width of the kerf, and then
nail them together with a scrap piece
of thin plywood on top of the block,
bridging the cut. The more precision
achieved in this alignment, the more
accurate the template will be.

So, as you can see, the decision to
cut the block in half simplifies the
removal of the block but complicates
its replacement; on the other hand,
the extra time taken to remove it in
one piece is saved later. It amounts to
six of one and a half dozen of the
other. If you are replacing your first
Steinway block, you might be safer
to cut it in half, especially if you are
not sure whether the vertical dowels
have been cleanly severed.

Steinway cases are crossbanded,
which means that there are two layers
of veneer, running perpendicular to
each other. This double layer of veneer
is often found on the inside of the
stretcher, extending all the way to the
bottom, so the block is actually glued
to a piece of veneer. That piece is
glued to another piece, which in turn
is glued to the core stock of the
stretcher. The reason | mention this
is that the glue joint is almost invari-
ably stronger than the veneer itself,
so some of the veneer is bound to
adhere to the block when this joint
is broken. If the technician intends
to blind-dowel the new block into the
stretcher, he will have to plane the
remains of the old veneer from the
lower part of the stretcher to get a
good glue joint. There are alternatives
to this procedure, but we'll have to
discuss them in another issue. Those
who do not replace blocks probably
feel we have taken too much “Forum’’
space with this topic already.

OPEN QUESTION

Walt Thatcher of Creve Coeur,
Missouri, submits the following prob-
lem as an open question to our reader-
ship, suggesting that the first to solve
it be awarded some suitable prize such
as an electric shaver without blades.
The winner can pick up his prize
from Thatcher, who writes:
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There is this Steck studio. | use the
name so there should be no confusion
about the action. The pedal trap is
supported on pelican springs, right?
When the sustain pedal is stepped on,
the upper octave of dampers lift, but
none of the others, including the bass.

Push harder on the pedal and the
rest of the dampers raise in “falling-
domino” fashion. The lifter rod is
perfectly straight and all the hangers
are lined up straight. The screws in
the hinges are tight. The dampers are
regulated with the keys so they lift
at the proper time as the keys are
struck. The spoons and the damper
heads are all in a straight line.

My solution worked on the bench.
When the rod was raised by hand, all
the dampers raised together. Back in
the piano, it did not work.

Newsletter
Tech Reprints

Ever since the proliferation of
chapter newsletters began a few
years agdo, there has been a general
feeling that the better technical
articles in these publications should be
made available to the general member-
ship through the Journal. With that
thought in mind, we are considering
making this section a regular part of
the ““Forum’ each month. Please let
us know what you think of it.

Our first reprint is from the Orange
County (California) Chapter’s news-
letter, and the writer is H. Gene
Wilkison, chapter secretary:

The outstanding event of the even-
ing was the lecture on grand regulation
by LaRoy Edwards. We have had
many programs featuring how to do
some technique on a piano, but not
so frequently do we have a lecture
on why certain things are done, espe-
cially in the field of action regulation.
LaRoy, with his unpretentious, gentle-
manly manner, introduced to us a
“picture” of grand action regulation in
the form of a graph of hammer travel
versus key movement. He then led us
methodically, step-by-step, through
each of the regulation variables (key
dip, hammer travel, let-off, drop screw
position, jack position, repetition lever

position, and key height), showing by
means of the diagram the effect each
of those variables has on the power
and repetition of the action. We have
been told many times what the “cor-
rect” position of each of the regula-
tion variables should be, but seldom
has it been explained (never graphi-
cally) what effect too much key dip,
or excessive key height, has on the
power and repetition of the action.
With the aid of the diagram, each
regulation procedure was analyzed,
first to determine the effect of too
much, then too little, adjustment on
the performance. Through his graphi-
cal analysis, we learned why the let-
off should be graduated from treble
to bass; we learned why a hammer
sticking up higher than the others
should not necessarily be lined up by
adjusting the capstan; we learned why
an incorrect key height can make sub-
sequent regulation almost useless.
More important, however, we learned
how to use his graphical diagram as a
tool. It isn’t necessary to remember
all these points if you can quickly
draw the diagram and figure them out!
LaRoy’s explanation was so logical
and straightforward, his word choice
and sentence structure so meticulous,
that it seemed often that a scholarly
textbook was talking. It was truly an
evening of illumination — and | had
the feeling that LaRoy had merely
scratched the surface! Qur sincere
thanks, LaRoy — please hurry back!!
Next, from the Western Michigan
Chapter newsletter, comes this report
of a tech program featuring three
factory technicians from the Everett
Piang Co. The writer is John Dragone:

>

HAMMER MOVEMENT

An Everett studio piano that
had been returned for repairs was
used to demonstrate each specialist’s
techniques.

I. Damper Regulating by Art Ben-
nett — Mr. Bennett explained that
damper regulating is a two-part ad-
justment, The dampers must first be
made to lift as a unit when operating
the sustain pedal; then the individual
dampers must be made to lift at mid-
point of hammer travel when each
key is depressed. This is the way all
factory damper regulation is done, At
first the important thing is to make
sure that the individual damper spoons
do not interfere with the setting of
the dampers. They must be bent out
of the way if they do. Then the indi-
vidual regulation was done easily when
the piano keys were removed so the
C-shaped damper spoon regulating
tool could be used. Facility with
finding the spoons with the tool, how-
ever, comes only with much practice.

Il1. Lost Motion and Key Dip Regu-
lation by Jose’ Turanzac — First all
capstan screws are adjusted to remove
as much play as possible without
preventing the jack from operating
correctly. The jack must a/wéys be
able to get under the hammer butt
when the key is slowly re/eased; Then
the keys are leveled using a 15-inch
ruler and standard punchings on the
balance rail pins. If a key is too high
a small amount of wood can be ,b/aned
from the bottom of the key at the
balance rail hole. The depth IS regu-
lated from a fixed dip of 13/32 inch to
slightly more or less so as to achieve a
correct feel for each key. Mr. Turanzac
maintained that this is more im;iortant
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for. a pianist than an absolutely uni-
form key dip. Key dip is fine-adjusted
by placing paper shims beneath the
front keyframe rail where the rail is
screwed to the keybed. Because this
was essentially a new piano, this
regulation demonstration was more of
a fine touch-up than the normal
procedure that a technician would use
on an older piano.

111, Voicing by Richard Collins —
Voicing is done using the conven-
tional voicing tool with two needles,
shortened to allow it to be moved
around the hammer easily with the
action in the piano. A very short
emery stick for hammer filing is used
for the same reason. The operation
was then essentially what all tech-
nicians would do with more or less
difficulty but was done easily and
efficiently by this fine technician.

In conclusion, this report cannot
include the most important thing:
This was the actual observation of
these specialists working in such a
sure and positive manner doing a task
that they have done many times.
Our guild thanks them for their fine
demonstrations.

Finally, here are some thoughts
on the subject of glue from the Cleve-
land Chapter’s Butts & Flanges. The
writer is Mike Knoblock.

There are many types of glue
available today for a multiplicity of
purposes; and the piano technician
might easily find himself in a posi-
tion where he has a choice of two
seemingly suitable, but different, glues
for a specific job. We're going to out-
line here some of the basic types of
woodworking glues. Each possesses
properties that makes it valuable for
certain purposes. Considerations that
affect the choice of glue include (1)
strength requirements, (2) speed of
set, (3) water solubility, and (4}
solvent resistance.

Titebond (manufactured by the
Franklin Glue Co.), a cream-colored
aliphatic glue, is the glue that has
perhaps found the most widespread
use in our particular profession. It is
much stronger than Elmer’s Glue,
which is a polyvinyl resin emulsion
glue. it (Titebond) has a built-in tack
for .a fast initial grabbing action. A

high solids content gives it excellent
gap-filling ability, an important prop-
erty in certain situations. It dries to a
hard translucent film resistant to
lacquer and varnish solvents. It sands
well and cures rapidly with short
clamping time.

Polyvinyl resin glue also cures
quickly — 20 to 30 minutes at 70
degrees F. It is a white glue that dries
transparent and is quite strong. At
temperatures below 60 degrees F, the
glue turns chalky and strength is
impaired. Polyvinyl resin glue is more
water-soluble than aliphatic resin glue
and can therefore be easily softened
with hot water. Both types have a
shelf life of six to eight months and
then should be replaced.

Hide glue or animal glue made
from hooves, bones, sinews, and skin
linings of cattle has been the staple
adhesive of many trades for hundreds
of years. This glue is manufactured in
grades of varying strength and comes
in sheet, flake, or granular form.
Animal glue is prepared by placing
the glue in a double-jacket gluepot
with enough water to cover and leav-
ing it to soak, When the glue has
absorbed as much water as it can
hold, the gluepot is heated to a tem-
perature that is not to exceed 140
degrees F. Excessive heat destroys
the strength of the glue and repeated
heating weakens and thickens it
more water must then be added, fur-
ther weakening the glue.

The best grades of hide glue are
strong and dependable. For optimum
results the glue must be freshly made
to the right consistency and tempera-
ture. Gluing is done quickly in a warm
room so that clamps can be applied
before the glue jells. Liquid hide
glue also comes in ready-to-use form.
It has many of the same qualities of
hot glue without the elaborate prepa-
rations. Setting time is slower, per-
mitting ample time for coating and
assembly before clamping.

Animal glues have the advantage
of facilitating disassembly of the
work should the need arise or for the
benefit of future technicians, as is
frequently the case in player work
(i.e., splitting the stack or “‘popping
off”” pneumatics for recovering). The

chief drawback of animal glue is that
it draws moeisture from the atmo-
sphere; exposure to repeated cycles
of dampness and drying eventually
weakens the glue. In the old days,
glue failure was a common cause of
frequent repair due to the absence
of the more durable modern glues.
Hide glue was practically the only type
glue available until the synthetic glues
began to be developed about 1935 (at
about the end of the player era).

Gluing is best accomplished by
having both gluing surfaces perfectly
smooth., Tests conducted by the
U.S. Department of Agriculture’s
Forest Products Laboratory showed
that no benefit derives from inten-
tional roughening of gluing surfaces.
In fact, if the gluing surfaces could
be smoothed so perfectly that a
smooth, even, thin glue line could be
produced, no clamping pressure would
be required. As a practical matter this
almost never occurs, and clamping
pressure must be used. Clamps bring
the gluing surfaces in close enough
contact to produce a thin, uniform
glue line and hold them in this posi-
tion until the glue develops enough
strength to hold them together.

Good gluing practice requires appli-
cation of glue to both surfaces to be
glued. If only one surface is covered
and makes a spotty transfer of glue
to the other surface, a starved joint
may result. The glue will penetrate
into the wood of each surface leaving
insufficient glue for the uniform glue
line essential to a good joint.

If surfaces are planed or sanded too
soon after gluing with a water-based
glue, a sunken joint may result. The
water in the glue swells the wood sur-
rounding the glue joint; if the wood
is smoothed immediately after gluing,
the joint will shrink when the mois-
ture finally leaves.

The common methods of applying
glue are with a brush, stick, paddle,
or squeeze bottle. Glue from a squeeze
bottle should be applied in a zig-zag
line. Then the two parts should be
pressed together and moved back and
forth to produce an even spread.
(Before we leave the subject of appli-
cators, we should mention the “handi-
est” one of all — the index finger. This
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is especially true in close work, speci-
fically, covering player pneumatics.)

Generally, tiny beads of glue will
appear along a good glue joint at
regular intervals of 2 to 3 inches, A
starved glue joint may result from
using either too little glue or too
much pressure, It is a good idea to
allow the glue to become tacky by
letting it set a short time before
assembling. Never apply so much glue
that squeeze-out is a problem. Apply-
ing excessive pressure after assembly
will cause a starved joint since too
much glue has been sgueezed out.
However, there is usually more danger
of applying too little pressure than
applying too much.

Technical
Tips

The following three tips are from
Herman O. Koford of Los Angeles:

1. If the pedal action is too heavy
on a vertical with pelican springs,
move the spring outward, away from
the pedal. Only two new holes are
needed, one in the lever and one in
the bottom board. The screw closest
to the prop goes back to the other
hole, both in the lever and in the
bottom. The prop remains in the
same place. This gives greater lever-
age because the fulcrum has been
moved. [Editor’s Note: Be sure there

FIGURE S

ACTION
BOLT

is sufficient damper lift for the wedges
and trichords to clear the strings.]

2. On the compact actions, the
factory may have the action bolts so
tight on the bracket that it is difficult
to remove the action. An easy way is
to have an iron washer with a 1/2-inch
hole. The hole can be filed square. Slip
the washer over the bracket top
parallel with the bolt (see Figure b)
and insert a screwdriver through the
washer at an angle. The screwdriver
is pressed against the end of the
action bolt and the bracket can easily
be pried off. [Editor’s Note: I’'m sure
Mr. Koford and other experienced

- technicians won’t mind if | add

another note for the benefit of newer
technicians: Do not pry any one
bracket completely off jts bolt until
all brackets have been eased out
somewhat. The action should not
be forcibly twisted in the process
of removal.]

3. A common tool for turning the
capstan is made with a bend on one
end, straight on the other. Put a
handle on the straight end. When you
insert the bent end in the hole, give
it a twist clockwise and it turns the
screw a quarter turn up. [t makes
half as much work. Try it!

Our thanks to Mr. Koford for the
above tips, and we sincerely hope that
he and others will send us some more!
Now here is our tip of the month
for April:

SCREWDRIVER

LARGE
WASHER

ACTION
BRACKET

Tip of the Monfh

FIGURE 6

Here’s a combination tool which is
designed to aid in leveling and dipping
the sharps. [t's easy to maké, too.
Simply cut two rabbets (see drawing)
in a small block of wood, plastic, etc.
The exact overall size of the block
doesn’t matter, but it could bé some-
thing like 2-1/2 x 3/4 x 3/4 inch.
The important measurements are the
height of the rabbets since they do
the critical checking of the height of
the sharps. Check the leveling with the
1/2-inch side (the sharp should be

]

+ | L2
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1/2-inch side (the sharp should be
1/2 inch above the naturals). The
touch can be set with the 1/8-inch
side since the sharp should be that
height above adjacent naturals when
it is depressed. Credit the Baldwin
people for this one. :

General
Shop Tips

The following report of a téchnical
session of the New Jersey Chapter was
submitted by Jeffrey J. Seise: '

Following the regular business
meeting, John Holder presented the
technical session called ““General Shop
Tips.” John began his technical by
demonstrating his way of p:roper/y
soaking key bushings so as not to get
wet stains on the keys. He does this
by soaking wedges of hammer felt in
the usual manner, but letting them
dry sufficiently to be just damp
enough to loosen the glue and yet not
leave marks on the wood. The secret
is to be sure the hammer fe/tédoesn’t
touch the wood of the key.

John then demonstrated his “from
scratch” jig for grand hammer hang-
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ing. A piece of 1/4-inch plywood
approximate/y 6 inches wide and long
enough to fit under the entire set of
hammers is secured in place by means
of a pair of spring-loaded clamps. A
straight edge placed either under the
hammers up against the tails or up
against the outside of the tails is
secured in place with screws and a
metal bracket. Remove every other
hammer and fit new ones on without
gluing. Put the action back in the
piano and test tone. Adjust as neces-
sary. Never believe the alignment of
the old hammers to be perfect.

To ensure up and down position
of new hammers, John also has a jig
consisting of a block of wood with
pihs fastened in place the width of
the tails and lines drawn on it at pre-
cisely a 90-degree angle to the ply-
wood. John also demonstrated “his
method of shaping, tapering, and
roughening the tails up at the same
time. Everyone was equally enthralled
with John’s jig for reaming grand
hammers uniformly.

Piano Term
Definitions

1. Annual Rings: Lines of hard
grain in wood. These appear as con-
centric rings in the cut end of a log,
hence their name. In a quartersawn
board, they appear as parallel lines,
commonly called grains. Each hard
ring or grain represents one winter
season, when the tree has little or
no growth., The soft area between
rings represents the spring and summer
growth of the tree. The wider the soft
area, the greater the growth in that
particular year, usually influenced by
the amount of moisture available
duﬁng the growing season. Interest-
ingly enough, the tree that had a
tougher time and grew at a slower rate
produces by far the best wood, be-
cause the hard winter grains, or rings,
are closer together. We will avoid
drawing any philosophical parallels.

2. Bellyman: A worker in a piano
factory whose job is to make sure that
the soundboard, pinblock, and plate
are installed so that there is crown on
the board, bearing on the bridge, and
an absence of tension on the plate.

There is some disagreement as to
whether he got his name from work-
ing with the belly of the instrument
or from the belly (crown) of the
soundboard.

3. Book Press: A clamping jig
which holds ribs and bridges fast to
the soundboard during the gluing
process. One half is recessed to accom-
modate the ribs, while the other half
holds the bridges. After the glue is
applied, the soundboard is sandwiched
in the middle and the two hinged
halves close like a book.

4. Cutoff Bar: A stiff wooden
framing member which is notched
into the rim and bellyrail and glued
to the soundboard, usually running
parallel to the grain of the sound-
board and perpendicular to the ribs.
Its purpose is not so much to cut off
vibrations from the dead corner of the
board, as its name would imply, but
rather to limit the amount of cross-
grain board area, thus minimizing
soundboard cracking. Some cutoff
bars are curved to parallel the bridge
for purposes of sound reflection.
Only a few pianos are now being made
with cutoff bars.

5. Kapsel: A forked metal hammer-
shank pivot, imbedded in the rear
portion of the key on a Viennese
{backward-striking) grand action.

6. Scale Stick: A thin piece of
wood about 4 feet long, carefully
marked in graduations. Each mark
represents the center of a unison at
the strike point. If the action does
not flare (meaning all shanks are
parallel), this same stick can be used
to determine the side-to-side position
of each capstan- screw. Holes for
action screws in the rails are also
drilled at the intervals indicated on
the scale stick. This ensures that the
entire grand action train is in align-
ment with the strike point, from the
capstan on up. The difference in
spacing from the capstan line to the
front of the keyboard is reconciled
by flaring the keys.

7. Soundboard Island: The area in
the middle of the board that is not
thinned. So named because of its
wavy and seemingly random shape,
in reality it is carefully planned in
shape to provide the optimum com-

promise between strength and flexi-
bility. Careful thinning of the top
side of the board has been shown to
markedly improve tonal response,
especially around the top of the
treble bridge.

8. Stepped-Out Bridge: A bridge
which has been partially relieved on
the underside so that it does not make
contact with the soundboard along
its entire length. Stepped-out sections
are usually seen in the middle and
tenor sections of treble bridges. This
type of construction is intended to
aid flexibility.

9. Tender: The arm of the jack
that projects forward horizontally
from the centerpin. The tender’s
function is to trip the jack, and its
relative length determines the arc and
speed of jack movement; the shorter
the tender in relation to the main
arm, the greater the arc and speed,
all other things being equal. Increased
arc and speed carry the dual penalty
of a touchy letoff adjustment and
increased letoff resistance, so once
again the designer must compromise.

10. Webbing: The flat area of the
plate that surrounds the tuning pin
holes. In the case of the instrument
with an open block, there would be
no webbing.

In closing this month’s ‘“Forum,”
| want to. appeal to our readership
for more technical material. Everyone
can help. Those with limited experi-
ence can send in guestions, and those
with more experience can send in
technical articles and tips.

If you would like to write an
article but feel you lack writing skills,
send me your notes or a rough out-
line. I'll be more than happy to help
you with it, and I'll send a copy to
you for your approval before publi-
cation. If you have specialized knowl-
edge, we all want you to share it with
us. That sharing is, after all, in the
true spirit of our Guild. =

Readers may contribute material to
the ““Forum” by writing Jack Krefting,
Technical Editor; 6034 Hamilton
Avenue; Cincinnati, OH 45224,
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Travis®Piano Service
TWO GREAT BOOKS

A Guide to Restringing’’
Paperback $15.50 Paperback $ 9.95
Hard cover 17.50 Hard cover 12.50

Thousands of these two books have been marketed to piano technicians; public,
college and university libraries; bookstores; jobbers, and dealers throughout
the world. If you have not purchased your copies, why notsend for them today?
The coupon below is worth $2.50 when accompanied by your check or money
order, | pay postage.

“Let’s Tune Up”’

This coupon valued at $2.50 when accompanied by
your check or money order. Send to:

“John Travis

PO Box 4359 Tacoma Park. MD 20012
Telephone Answering Service (301) 439-4111

TRY OUR STRINGS AND
HEAR THE DIFFERENCE

Our base strings are now preferred by a fast-growing number of techni-
cians.

They are finding our strings bright and without false beats, with a long-
lasting tone and the correct harmonic structure. We use a hard extra-
bright core wire and 100 percent bear solid copper windings.

Our strings are made within five business days and shipped to you
registered mail. If any one of our strings is defective. call us collect and we
will replace it promptly at our expense.

We wind strings from concert grands down to spinets, squares, historical
instruments, and open wound strings. We rescale or copy original scales
according to our customer’s wishes. For any Steinway grand model, just
phone us at: (416) 226-1171. Send samples or paper patterns by registered
air mail or by UPS. Our mailing address is: A. Issaac Pianos; P.O. Box 218;
Station A; Willowdale, ONT, Canada M2N5P0. Our UPS Address is: A. Issaac
Pianos; c/o Able Custom/Brokers; P.O. Box 787; Station A; Toronto ONT,
Canada M5W1A0.

Stated value on parcels of samples should never exceed $2 to avoid parcel
being held up in customs.

A.IssaacPianos
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Let us help you
EARN

"50.70

from every piano
owner in your files

INSTALL

the complete

DAMPP-
CHASER"

IN PIANO DUAL
AUTOMATIC
HUMIDITY
CONTROL SYSTEM™

Who knows better than you, the
professional tuner/technician,
what Dampness and Dry Heat
can do to a piano. That Damp-
ness can cause sticking keys,
rusty strings and pins and slug-
gish action. In winter, how Dry
Heat in heated areas can cause
rattling keys, slipping pins and
even cracked soundboards, and
as you know, tuning mstablhtyls
caused by both conditions.

Now, Dampp-Chasers Humidity
Control System comes to the
rescue! [t guards pianos and
your good work, safety and si-
lently against both Dampness *
and Dry Heat automatically by
establishing and maintaining
normal humidity within all
pianos 365 days a year.

Recommending and installing
the Dampp-Chaser System will
create satisfied customers, plus
bringing you more customers.
The cost to piano owners for a
lifetime investment, including
your instaliation, would be
around $125 (upright) or $150
(Grand). Proven in over ONE
MILLION installations world-
wide since 1947,

GET STARTED NOW

Write for information and FREE
samples of the Dampp- Chaser
Business Building Aids.

OVER 30 YEARS OF MANUFACTURING éY:

DAMPP-CHASER®

ELECTRONICS, INC.
L
P.O. Box 1610 PTJ ~Qb

HENDERSONVILLE, N.C. 28739
978-1
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NEWTON J. HUNT

ACCENT ON TUNING

When it comes to talking and writ-
ing about tuning, we all prefer to
speak about the better pianos and how
to get super-fine tunings on them.
But there is a whole group of pianos
out there which are not so tunable
because they are not the fine pianos
we would all like them to be; they are,
nonetheless, pianos that must be tuned
because they bring to the owners all
that music means to them.

Tuning problems appear to fall into
five general categories: mechanical,
false beats, anomalous scales, bad
scaies, and age — all of which overlap
considerably.

MECHANICAL PROBLEMS

First | would like to dispense with
tuning problems that are caused by
loose tuning pins, bad pinblocks, split
bridges, broken strings, cracked plates,
and deteriorated soundboards. These
and many other problems are easy for
me to handle because their solutions
belong to the “Forum’ and buck-
passing is delightfully easy.

FALSE BEATS

False beats have been bandied
about for years and | personally think
that not all the answers are in yet.
What we do know is that they are
caused by loose bridge pins, loose
agraffes, and improperly notched
bridges. Strings that have been tuned
to the elastic limit can develop false-
ness because, as the string elongates, it
usually does not do so evenly and an
irregularly shaped string cannot pro-
duce a pure tone. This is generally
more obvious with wrapped strings.

In tuning faulty bass strings it
becomes a matter of finding the least
objectionable point to leave off. This
is true for the octave as well as the

unison. In some cases the beat in a
unison is so slow at the lower partials,
and the uppers are so loud, that it
works out best to tune to the uppers
and put up with the pulses of the
lowers. There are unisons where just
the opposite is true. Each must be
judged individually and tuned accord-
ingly. The same is true of single bass
strings that have a beat of their own.

We all have had the customer who
goes over to the piano that has just
been tuned and plays Cq hard, then
says it is “‘out of tune’” with itself.
The customer may be hearing the tone
and not the tune, or may be hearing a
quality that we generally ignore. What-
ever, try to find out and explain the
situation in nontechnical terms.

In the middle section, falseness can
make it extremely difficult to tune a
temperament. This is why [ have laid
such stress on the tests for fifths and
fourths. They are the only means of
judging the relative tempering of some
intervals. (Please refer to my articles in
the November and December 1978
issues of the Journal.)

False beats in the treble are gener-
ally the ones that make “looney
tooners’ of us all at times. Quite often
the right strings are less false than the
left because the left bridge pins have
the least amount of wood for support
against the side bearing.

When falseness becomes a deter-
rent to tuning accuracy, try each
string in turn to find the least false.
Then memorize the speed of that
beat and compare it to the beat(s) in
the single, double, and triple octaves.
While tuning by extremely small
changes, concentrate on the beat that
changes and aim for purifying that
changing beat. Using all this informa-
tion, an acceptable synthesis should be
possible. With severely false strings, it
is usually advantageous to tune all
three strings of a unison as octaves,
select the best-sounding octave, and

- type. The other day | was tuning (and

double-check the other strings as
unisons. This may have to be done
two or even three times before you are
sure and secure, but the best possible
tuning is always worth a small extra
investment.

In the very high treble, using
your fingernail or a plastic, ivory, or
wooden plectra will help clarify
octaves and especially unisons. | know
this has been said before, but it bears
repeating. | sometimes find myself
struggling to hear something using
the key when my fingernail would
work much better.

ANOMALOUS SCALES

Pianos with scales inconsistent with
what would naturally be expected can
be a problem to tune initially. | say
initially because, with a little knowl-
edge and practice, it is possible to
adapt to a particular tuning situation.
There are several consistently scaled
and beautiful instruments, some with
very low inharmonicity and others
with very high inharmonicity.

Pianos with low inharmonicity
generally tune with very smooth
octaves and thirds that change beat
rate quite gradually. They tend to
sound mellow and warm and are won-
derfully intimate instruments marvel-
ously suited for solo performance or
for accompanying a single artist or
small ensemble of artists. Pianos with
high i.nharmonicity tune with some-
what busy octaves; the thirds tend to
change rather rapidly. They have a
strong penetrating quality that en-
hances their ability to balance well
with large orchestras, as well as being
striking soloists.

To illustrate my point, | will use
an extreme example of the opposite

having trouble with) a small cheap
spinet, despite the fact that | had
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tuned this piano three times since
September 1877. My problem was
that | could not get the temperament
to work out right. After working with
it for about 10 minutes, | finally
relaxed the "‘rules of tempering” and
discovered that a really fine tempera-
ment was possible if | permitted the
thirds to have a beat rate of about half
normal. It worked out beautifully —
middle, bass, and treble. The point
is that you must use the conjunct
thirds as the only means of evaluation
in some cases. (See the December
1978 issue of the Journal, page 21.)
All these pianos are anomalous in
that they place extra demands upon
us because of their excellence {or
lack thereof), or because they do not
tune in a “normal’’ or average fashion.

BAD SCALES

There is another anomalous scale
and that is the untunable one. This is
the badly engineered scale or the
poorly fabricated piano which pre-

sents itself as uncooperative, inconsis-
tent, and frustratingly untunable. |
have in mind two pianos — a known-
name console about 12 years old and
a no-name spinet of about the same
age. These two pianos were impossible
to tune because there was no way to
tune an equal tempered scale with
fourths and fifths with consistent beat
rates and with thirds and sixths
acceptably reasonable. | shifted up-
ward and tuned a C4-Cg bearing and
gave little value to thirds and sixths.
By moving up | got out of the area
where inharmonicity is generally the
least consistent. The only solution to a
piano of this type is to rescale and
restring it. The prime consideration
then is the relative merit of doing so —
the cost and return ratio.

AGE

The age of a piano can have a con-
siderable effect on its tunability. If it
is very old and badly worn it can have
so many problems that it is not worth

investing the minor time requii‘ed for
even a tuning, but needs major rebuild-
ing. We have all seen pianaos like this;
the hardest part is telling the customer
that nothing can be done about.the in-
strument short of a major invest;ment.

There is another age classificétion —
the new pianos that are untunable.
With the millions of man-hours of
experience in piano-making av;ailable,
as well as new advances in scale mathe-
matics, material, technology, and
production methods, there ap]:iears to
be no justification for makiné these
untunables. In many cases rescallng is
not worth considering.

There are many kinds ofétuning
problems but, as can be seed, there
are solutions. The best technique
available to us is adaptability — to
meet the challenge of each inst:rument
and to do the very best we can with
what we have to work with. Onie needs
to stop, think, ask around, and try
different approaches until. . .! bingo!
So, happy solutioning! m :
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PRISCILLA AND JOEL RAPPAPORT

UON DER WERRSTATT

When Jack Krefting asked us to do
some writing for the Journal, we were
hard-pressed to think of an angle that
had not been already covered in the
many excellent articles printed over
the years. There have been lots of
contributions on new products and
new procedures. Jack pointed out that
one of the big advantages of PTG is
a periodic review of what we are
already doing. Those who may be new
to the profession will get a chance to
begin their work on a solid founda-
tion, and those who are experienced
can benefit from a review of the
basic concepts.

We will call our column “Von der
Werkstatt,” which means ‘“From the
Workshop’” in German. Discussions
of procedures or repair will be done
from the shop point of view, and will
probably not be suitable for quick
““on-the-job” repairs done in the
customer’s home. We hope that you
will enjoy this new format. Feel free
to suggest topics, but remember that
exotic or ‘‘just to get through the
concert” repairs {(which have their

rightful place) are not what we will

\ S

k-

Picture 1: Good example of front rail
bushing. Felt or bushing cloth is the correct
thickness and does not extend beyond the
flat surface of the bottom of key. Bushing
cloth should extend about 3 mm into the
opening of the key. Recommend using hot
hide glue for bushing. Can be easily steamed
outin the future.

discuss here. What is basically right in
piano building is the theme.

It is important to understand the
part your work plays in respect to the
future of the instrument as well as
how your work affects the next tech-
nician. Repair should have some care-
ful though behind it: (1) Is the basic
material from which the piano is made
altered? {2) Is wood belonging to an
integral mechanism being destroyed?
(Some action parts are not easily
replaced.) (3) Is the quality of the
instrument being maintained or im-
proved? We all agree that shortcuts

Picture 2: Good center rail bushing; same
guidelines as described in Picture 1.

Picture 3: Good example of center rail bush-
ing. Cloth extends into button about 3 mm
and is cut evenly with the top of the button.

can sometimes be successfully used
when done by the skilled technician
who exercises good judgment based
upon his experience. However, with-
out solid basics, the results of the
inexperienced technician using short-
cuts can prove to be disastrous to
the instrument.

Both the center and front rail pins
play an important part in positioning
the key and guiding the key in its
motion. The center rail pin positions
the key right and left, forward and
back. The front rail pin establishes
the key spacing. The bushings in both

Picture 4: Bushing tightener tool.

Picture 5: Example of “‘tightening’ bush-
ing with tool.

Picture 6: Deterioration of wood and sub-
sequent repair to key button after it was
whacked by the tool.
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places line the openings; their purpose
is to suppress noise and provide
necessary support. The bushings in the
key should be eased properly to allow
the key to move freely. If the bushings
are too tight, the key will act sluggish
or just plain stick. On the other hand,
if the key bushings are worn or eaten
by moths, the key will feel very loose
or wiggle excessively from side to side.

A tool commonly called a “‘bush-
ing tightener” is often used when
keys wiggle excessively to the right

when tapped, sinks into the bushing
and wood, forcing the wood support-
ing the bushing to compress inward,

Picture 7: Shows use of paper glued to
existing bushing. Bushing is again too
loose (not recommended).

Picture 8: Bushing cloth too thick. Graphite
grease on the front rail pins was used to
help reduce friction (not recommended).

Picture 8: Poorly rebushed keys. Felt too
thick. Beads of glue and contact cement
ooze out above surface of button and
between keys where button was cracked.
These keys are practically impossible
to rebush.

Picture 10: Damaged key button shown
without bushing. Indiscriminant use of
bushing tightener can split the button,
causing key to wobble more than before.

Picture 11: Burrs on left side of center rail
pins. Burred pins can be replaced, pulled
out and put in upside down, or pulled out
and put in again so that the bushing has no
contact with the burred surface.

Picture 12: Center rail pin smoothed with
sandpaper. Adds undesired friction. Bush-
ing is likely to wear out quickly. Pin must
be replaced.

and left on their pins. This tool,

alem

giving the illusion that the “‘bushing”
has been tightened. This tool is often
used as a fast and easy way to “‘tighten
up’” bushings. Therein lies the prob-
lem: indiscriminant or overenthusiastic
use of this tool can ruin piano keys
and make them virtually impossible
for the next person to rebush — and
that next person might be you. So
be careful!

Perhaps the best course is to take
the time and properly rebush the set
of keys. Check the center rail pins
for burrs which will cause the bushing
cloth to wear out quickly. The front
rail pins should be straight and free
of sharp nicks. The edge of a turned

front rail pin acts like a cutting edge,
causing the bushing to wear out
faster. The large flat side of the
front rail pin provides more surface
for contact with the bushing3 cloth,
greatly decreasing eventual wea:r of the
bushing. Each technician must use her
or his own professional judgment of
what is best for the instrumenft, given
a certain situation. A job well done
restores the instrument to its near-
original condition and ensurés your
reputation. Nobody wants to :receive
callbacks for a temporary make-do
job. In the end, it is cheaper to do the
job right the first time, ;

The pictures illustrate some of the
points made in the discussion. &
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DENNIS KURK

CONVENTION 79

It is with a great deal of pride that
I introduce the members of the faculty
for the 1979 Technical Institute. The
depth of experience that is represented
here is truly impressive and the brief
biographical sketches presented just
barely begin to tell the story of the
enormous amount of talent that will
be available to you at the Minneapolis
Convention. PTG can be very proud to
have people of such high caliber as
representative of the educational en-
deavors of our organization.

Carl Wicksell — Carl served as
southeast regional vice president in
1974 and, in addition to teaching
classes on tuning at the last two
national conventions, was also instruc-
tor in private tuning tutoring for five
years. He has his own shop, teaches
piano tuning and repair privately, and
is also a dealer for the Charles R.
Walter piano. Helpmates are his son
Larry and wife Gladys.

Priscilla and Joel Rappaport — Both
Priscilla and Joel Rappaport have built
a piano from scratch as part of earning
their Master Diploma from the Hand-
werkskammer in Stuttgart, Germany.
They have worked in the Bosendorfer,
Bechstein, and Pfeiffer factories and
are graduates of the Meisterschule fur
Klavierbauer. Current activities include
extensive piano rebuilding work, con-
cert tunings, and teaching programs.
Priscilla and Joel operate Rappaport’s
Piano Workshop in Austin, Texas,
where they are also the staff techni-
cians for the University of Texas.

Stanley Palm — Stan served as a
tuner for the Army Band while on
duty in North Africa and Europe
during the war and has been a member
of PTG since 1958. Since 1971 he has
taught the piano technology course at
The MacPhail Center in Minneapolis.
He plays the string bass professionally,
and this will be his first year teaching
at the national level.

Bill Stegeman — Of anyone, cer-
tainly Bill Stegeman can be considered

a master of his art. A music director
for 12 years, he joined PTG in 1948
and has been in our profession for
43 vyears. Bill is the creator of the
educational recordings entitled The
Marvelous Building Blocks of Music,
which explain music intonation and
harmony. These recordings are used
by colleges nationally and interna-
tionally. To teach this subject he
originated the Johnson Intonation
Trainer and also has written articles
for a number of music magazines.
Bill has taught at national conventions
for about 20 years.

Charles “Bud” 8. Corey — Starting
as a piano stringer, Bud Corey has
worked for The Wurlitzer Company
for 33 years and is now works manager
of the Holly Springs Division, He has
been a Craftsman member of PTG
since its founding, as well as having
been a member of both NAPT and
ASPT. The stringing class Bud teaches
has been presented twice before, and
Bud has attended and taught a class
at every national convention except
one since PTG was formed.

Willis Snyder — Willis is another
stalwart of PTG, having been a mem-
ber for 21 years. He has been active
as an instructor on the local level
for 12 years and on the national
level for 8 years. For 25 years Willis
has owned a family piano service
business and remanufacturing com-
pany and has been a field service
consultant to manufacturers for b
years. His special class on bridge
building is one of the most popular
at the Institute, and he can even build
a soundhboard from raw lumber.

Dave Roberts — One of our most
scholarly instructors, Dave has both a
BS and MS in physics. For eight years
he worked in the solid-state acoustics
industry while doing piano tuning and
rebuilding part time. In 1975 he joined
PTG as a Craftsman member, but is
still an officer of an electro-optic-
crystal manufacturing firm which he

helped found in 1973. Dave’s teach-
ing experience includes four years at
Case Institute of Technology where
he taught undergraduate physics, and
he has taught for PTG on both the
national and regional levels. To round
off his many accomplishments, he
plays both piano and oboe.

Francis Mehaffey — One amongst
many of our staunch Craftsman mem-
bers, Francis has been with PTG for
14 years. He has been displaying and
explaining tools at our PTG conven-
tions for 12 years and has developed
several new ones never before shown,
We can see all of these, in addition
to some new electronic tools devel-
oped by his son, at our Institute
this year. Francis plays the violin as
a hobby.

Richard Elrod — Richard has a
wealth of experience from his 22
years with the Aeolian Piano Corpo-
ration where he worked at stringing,
back manufacturing, action regula-
ting, voicing hammers, and tuning.
Richard has spent 10 vyears in player
manufacturing and service and will
be able to answer all of your questions
on the Aeolian players. This will be

his third year with us at the Institute.
John Ford — Genial John Ford

joined PTG about 1963 and has taught
various classes on both the local and
national levels since 1965. He owns
and operates Ford Piano Supply, of
course, but has also manufactured
pianos (the Mathushek). He still sells,
rebuilds, and services pianos, as
well as continuing- to design and
invent new tools for our trade. John
is also a cello player.

Lew Herwig — Lew Herwig’s tech-
nological background is extensive and
covers associations with John Hens,
Charles Frederick Stein, Steinway &
Sons, Everett and Baldwin piano
companies, Pratt Read, and Pacific
Piano Supply. His piano-servicing areas
have included three major television
and radio networks and the best-
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known motion picture studios. Lew's
current association with The Wurlitzer
Company dates from 1973 and, along
with the engineering and mechanics of
new piano designs, he is responsible
for the development of the sustenuto
for the Wurlitzer upright. Lew is a
Charter- member of PTG and has
held many PTG positions. He has
taught in Institute classes for over 20
years and, as we all know, is also a
great guitar player.

Wendell Eaton — Another of our
Charter members, Wendell has taught
innumerable times at our conventions
on a variety of subjects attesting
to his great capabilities and expertise.
He has operated his own rebuilding
shop since 1951, and prior to that
was shop foreman for the Campbell
Music Company (Steinway dealers).
Wendell’s current association with
Dampp-Chaser, Inc., began in 1975,
and he continues to explore and
research the extremely important
subject of humidity control as re-
lated to pianos.

Ernie Juhn — It would seem that
one stint as Institute director would be
enough for most anyone, but Ernie
tackled the job twice (Denver 1970,
Cleveland 1971). He has also taught
at conventions since 1969. Ernie
has worked in our profession since
1939 and joined PTG in 1965, As well
as being in films (the new one on
dampers), Ernie has traveled exten-
sively for Yamaha working as a tech-
nical service consultant.

Owen Jorgensen — Own is most
famous for his book, Tuning the
Historical Temperament by Ear, which
gives instructions on setting 51 dif-
ferent temperaments. He has per-
formed at piano concerts around the
country since 1967, demonstrating
these systems. A Craftsman member
since 1957, Owen has been the tech-
nician for the Music Department of
Michigan State University since 1960
and is currently heading the study pro-
gram there which leads to a bachelor
of music degree in piano technology.
A critic has, very aptly | think, de-
scribed Owen as “‘a kind of piano
tuner raised to the rare level of scien-
tist, scholar, and tasteful musician.”

Cliff Andersen — Since 1935, CIiff
Andersen has held a number of posi-
tions with The Wurlitzer Company,
including chief engineer for the
DeKalb Division and manager of
corporate engineering. Currently he is
manager of product assurance. He has
been attending technicians’ meetings
since 1949 and has taught vertical
service and regulation on all levels
for many yeats.

Robert Hill — Bob has been with
The Wurlitzer Company for 20 years
and is chief engineer for the Holly
Springs plant. He has been attending
national and state meetings doing
classes on vertical regulation ever
since he started with the company.

Larry Talbot — Larry has been
with The Wurlitzer Company since
1962 and has attended many national
conventions, participating in the ver-
tical regulation classes. When you call
Wurlitzer at DeKalb, 1llinois, on a
piano service problem, Larry is the
person you are talking to.

Allen Foote — As an electronics
engineer Allen saw the need for,
invented, and developed his first
humidity control device — the Dampp-
Chaser — in 1947, the founding year
of his company. Many other innova-
tions for moisture control are firsts
for him, not only for pianos, but in
many other fields. His product is
known worldwide and is currently
listed by over 25 distributors. Allen
is an amateur radio operator, has
taught electronics, and supervised
installation of radar equipment during
the war. He has been instructing tech-
nicians on the use of his products at
national conventions for many years.

Lee Jedlicka — Oslund key recover-
ing equipment is very well known to
piano technicians. After Lee had
worked for Mr. Oslund for a short
period, he purchased the company
from him in March 1968. For 10 years
classes on key recovering were taught
by Lee and he continues to manufac-
ture and sell the Oslund products.

LaRoy Edwards — LaRoy is a
Charter member of PTG. He taught
at the first convention in 1955 (ASPT)
and is past president of the Los
Angeles and Pomona Valley chapters.
The Man-of-Note Award was pre-

sented to LaRoy in 1974. He has been
employed by Yamaha since 1960.

Jack Caskey — Another Charter
member of PTG, Jack is past presi-
dent of the Seattle Chaptér and
received the Man-of-Note Award in
1977. He has been employed by
Yamaha since 1973. f

Kenzo Utsunomiya — Kenzo has
been a member of our organization
since 1971 and is a member of the
International Committee of' PTG.
While in Japan he was dean :of the
Yamaha Institute of Piano: Tech-
nology and a member of the Concert
Technicians Corps. He has been em-
ployed by Yamaha since 1961. |

Steve Fairchild — Very well'known
for his “speed” tuning, Steve’s: record
time of 13 minutes 28 seconds for
pitch raising one-half tone and. tuning
is listed in the 1979 edition of the
Guinness Book of World Records. The
Fairchilds are four generations of
piano builders and technicians span-
ning more than 75 years in the busi-
ness. Steve is a 20-year Craftsman
member of PTG and is the inventor
of the Fairchild Grand Hammer In-
staller and the Hale Speed Tuning
Hammer. He also designed the Fair-
child Digital Tuning System, which
converts aural tuning into’ visual
terms, and has been a PTG Ipstitute
instructor for 13 years.

Fred Drasche — A real ‘veteran’
when we speak of piano tech:nicians,
Fred Drasche has worked for Steinway
& Sons for 56 years. He has been a
member of PTG for 12 years and has
taught in all of those years: at the
various national and regional conven-
tions. His experiences in the field of
piano work could easily fill a béok.

Ed Fesler — Ed has been a PTG
member for 15 vyears and is ctirrently
editor of the Twin Cities newsletter.
He has taken university and vo-tech
courses in computer softwafre and
hardware and is a charter member of
the Minnesota Computer Society.

Del Simcox — Del is the manager
of a local store for Radio Shack, the
largest manufacturer of microcom-
puters. He has an EE degree and
specializes in computers. '

John Bloch — John is a graduate
of Oklahoma State University. He
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assisted in the work at the national
convention in Denver (1970) and has
instructed on many subjects at all
levels of PTG gatherings. John owns

and operates Denver Piano Rebuilders

and is well known for his popular and
well-written column in the Journal,
’Chips Off the Old Bloch.”

Dick Flegle — As president of the
Twin Cities Chapter, Dick Flegle has
been an outstanding leader. He started
his tuning career in 1950 and is a
Charter member of this chapter, which
was founded in 1964. He has a college
degree with a major in trumpet and
taught for 10 years at the college level.
Dick instructed at our regional seminar
held in 1974,

Harold Rhodes — Harold Rhodes
built his first electric piano out of
old airplane parts during the war, but
it wasn’t until 1965 that he joined
CBS and began serious development
of his unique instrument. Many manu-
facturing difficulties have been over-
come in the process and Harold
continues to plan even newer concepts
for his product.

Ned Dodson — While working for
such. companies as Steinway and
Baldwin, Ned gained a great deal of
experience in his over 25 years in
our profession. Ned maintains the
pianos at the Kennedy Center Concert
Hall in Washington DC, is a percus-
sionist, and has taught at many tech-
nical seminars.

Raye McCall — Beginning in 1967
with a piano technology course at
Los Angeles Trade-Tech, Raye McCall
started his own business that year.
He carries new and used pianos for
sale and rent, and also does refinish-
ing and restoring of players and reed
organs. Raye is a distributor for a
line of glues and epoxies and has
taught classes from local to national
on a number of different subjects
over the years.

Walter Pearson — His formal train-
ing has been in the field of audio-
acoustical engineering, but Walter has
operated piano rebuilding shops for
29 years — 15 of those in Canada and
14 in Florida. He was an instructor
in the Canadian Army and has studied
factory and shop methods in England
and Germany.

Norman Heischober — Another
scholarly member of our group,
Norman holds both a BA and MA. He
has been in our profession for 18
years and works mostly in restoring
player pianos and nickelodeons. Nor-
man is past president of the Long
Island Nassau Chapter and has taught
at a number of PTG meetings in the
past. In addition to counseling work in
psychotherapy, he is very active in
civic and environmental affairs.

Jack Krefting — Jack is doing a
superb job as our new technical editor
of the Journal and we are proud to
say that his origin is right here in
Minneapolis. He started his career by
taking a correspondence course in
tuning and has been full time in our
profession since 1970. He taught
high school music in California for
five years after majoring in French
horn and voice at San Diego State
University. This will be his second
year teaching at the national level.

Albert Sanderson — Best known for
his invention, the Hale Sight-O-Tuner,
Al Sanderson has been working on
pianos for over 20 years. He has an
AB, AM, and PhD in the fields of
electronics and applied physics. Be-
sides lecturing and teaching elec-
tronics, Al is presently involved with
the contemplated changes in exami-
nations for entrance into PTG.

Martin Tittle — A past president of
the Detroit-Windsor Chapter, Martin
has served as chairman of the Public
Relations and Business Promotion
Committee for the last five vyears.
Besides lecturing at the University of
Michigan and the National Music
Camp in Interlochen, he writes piano
care articles for a national pianists’
magazine, The Piano Quarterly.

Harry Kapreilian — After serving
in the Navy during the war, Harry
joined the Charles Ramsey Corpora-
tion in 1946 and worked in all phases
of their operation. He became presi-
dent of the corporation in 1960 and
sole owner in 1969. Very active in
civic affairs, Harry has a long list of
affiliations with church, social, and
professional organizations.

George Defebaugh — Another Char-
ter member of our group, George has
held many official positions both

locally and nationally. He worked for
12 vyears in the Los Angeles school
system, taught at Los Angeles Trade-
Tech, and has been with the Kawai
America Corp. as national service
manager for 9 vyears. A very fine
drummer, George did recording work
for Capitol Records in Hollywood
during 1948 and 1949. He is the
author of many of our library tapes
and has taught innumerable times
at technical meetings of all kinds.

Cliff Geers — In terms of years
spent as an instructor, Cliff Geers
probably leads everyone in our group.
He began his career (which spanned
38 vyears) with Baldwin, eventually
achieving the position of plant super-
intendent. He started his own business
in 1972, but is still asked for and
graciously gives advice to a great num-
ber of technicians who call him.

Willard Sims — After managing
his own retail store in Cincinnati,
Willard joined the Baldwin Company
in 1952 and is now their piano service
manager. Part of his teaching program
has involved the two-way telephone
communication relay system, which
was inaugurated about eight years ago
and has proven very practical and
popular with technicians everywhere.

Roger Weisensteiner — Roger is
part of a third generation of piano
technicians in his family and has
worked in all phases of piano produc-
tion. Of his 21 vyears in the business,
10 were spent as quality control
manager and he is now the national
piano service manager for Kimball
& Bosendorfer.

Bob Erlandson — Starting in 1962,
Bob did dealer work for six vyears,
after which he developed the course
on piano technology at Western lowa
Technical College. In 1974 he became
self-employed and is now a consultant
for Baldwin and does a training pro-
gram for them at Conway, Arkansas.

Bill Long — Bill has a bachelor’s
degree in electronic engineering and
has been with Superscope for over
three vyears, He has been a design
engineer for seven vyears and has
instructed at the Pianocorder training
and educational seminars since their
beginning in February 1978.
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Jim Coleman — A technician since
1940 and a Craftsman member since
1958, Jim worked for the Baldwin
Company from 1970 to 1974. His
father tuned for Baldwin in the 1920's
and now there are four generations of
piano technicians in his family. Jim's
major interest is in piano scale design
and he has taught at every PTG con-
vention except three.

Newton Hunt — A graduate of the
Emil Fries Piano Hospital, Newton
started his professional work in El
Paso in 1964. From 1966 to 1971 he
was instructor of piano technology
at the New York Association for the
Blind. He joined PTG in 1965 and has
taught at many of our conventions.

Jim Campbell — Jim, who studied
music at the University of Southern
California, built his first harpsichord
in 1963. He joined PTG in 1976 and
divides his professional time between
harpsichords and piano repairing.

Clayton Harmon — With his father
as a tutor, Clayton began his pro-
fessional career in the late 1930’s.
He joined ASPT in 1946 and has held
the PTG post of southeast regional
vice president.

Marion Seller — A past president
of the Twin Cities Chapter, Marion
joined our group in 1964, which was
the same year he started in the pro-
fession. He has played church organ

for 35 years and is currently the
chairman of our local PTG Exami-
nation Committee.

Norman Neblett — Starting as an
apprentice without pay, Norman built
up a clientele through store tun-
ings. He did tuning work for Capitol
Records (30 years), Warner Bros. (21
years), and the Music Center (10
years). For 29 vyears Norman has
serviced the 110 pianos at the Uni-
versity of Southern California. He is
a Charter member of PTG and has
taught many classes on a variety of
subjects at technical meetings of
all kinds.

Marlyn Desens — Marlyn began
tuning on a part-time basis in 1950
and joined PTG in 1959. He was the
first president of the Twin Cities
Chapter and has instructed at a num-
ber of local and regional seminars on
different subjects.

Yat-Lam Hong — Yat-Lam is very
well known as past technical editor
of the Journal. He joined PTG in
1971. In addition to operating his
own piano service business, he is also
the full-time staff piano technician
at Western Michigan University in
Kalamazoo, Michican.

Virgil Smith — Concert tuning is
a specialty for Virgil, who began his
professional work in 1954. He has
tuned at Orchestra Hall in Chicago for

many years. A member of PTG for
15 years, he has also been on the
faculty of the Moody Bible Institute
for 27 years.

Ben McKlveen — Everyone will
know Ben from his role as Institute
director in 1978. He began his train-
ing in piano technology at the old
Conservatory of Music in Cincinnati
in 1948, and in 1952 began teaching
the course there himself. He has an
educational degree plus a music
degree on the oboe. He joined ASPT
in 1953 and is a Charter member
of PTG.

Carl Granberg — Posey Manufac-
turing Company, for whom Carl has
worked 43 vyears, is celebrating 70
years in business this year. Their com-
pany made the spars for Lindberg’s
plane, The Spirit of St. Louis. Carl
is a specialist in spruce woodworking
and has taught at several of our
national conventions.

This is your brief introduction to
the Technical Institute members who
will help you become a more well-
informed and better-educated member
of PTG. Everyone at the Institute is
eager to share this wealth of knowl-
edge with you and we are looking
forward to seeing you in Minneapolis,
the “City of Lakes,’ on July 23, 1979.
We know you'll be glad you came. &

SPECIAL TOOLS ...

COMPLETE line of
TOOLS and SUPPLIES

for PIANO REBUILDERS

Designed to Meet the Technician’s Requirements

COMPLETE
HOME STUDY
COURSE

IN Piano Tuning, Regulating, Repair

Supplemental personal instruction
available through our associate in-
structors in all states and Canada . ..

SPOON BENDERS o KEY BUSHING TIGHTENER
GRAM WEIGHTS o STRING HEIGHT GAUGE
REPINNING TOOL ¢ GRAND KEY LEVELING LEADS
SHIMMING KNIVES e STRING HOOKS (2 Types)

Write: BOX PTJ

PACIFIC PIANO SUPPLY CO.

P.O. Box 9412 « North Hollywood, Calif. 91609
Phones: (Area 213) 877-0674, 769-2490

or at our school.

APPROVED FOR GI TRAINING
ENDORSED BY PTG

AUBREY WILLIS SCHOOL OF
PIANO TUNING
P.O. Drawer 15190
Orlando, F.orida 32808
Telephone (305) 299-3690

-]
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STEVE MENCHER

ADUICE FOR NEW PIANO OWNERS

Congratulations! |If somehow Santa
managed to get a pinao down the
chimney and into your house this
Christmas, perhaps you're wondering
how best to take care of this new
addition. Here are some tips, courtesy
of the San Francisco Chapter.

The first problem you have is
where to put the piano. Keep in mind
that the piano’s wood and felt insides
will tend to change their shape when
exposed to extremes in temperature
and humidity; therefore, keep your
new piano out of direct sunlight and
away Tfrom heaters and air condi-
tioners. If moisture in your area varies
greatly from season to season, ask
your piano tuner about a humidity
control system. He can also recom-
mend a proper polish to enhance the
beauty of your piano’s fine finish.

Most new pianos will be tuned by
the dealer soon after they arrive in

your home. After that, most manu-
facturers suggest that the piano be
tuned three more times during the
first year and twice a vyear there-
after. Regular tuning is important to
keep the piano up to A-440 {(concert
pitch), the internationally standard-
ized musical frequency. If the piano
falls below A-440, then those who
play it (especially young children just
starting piano lessons) may become
used to a lower pitch and have trouble
in their further musical education.
Tuning also helps ensure that the
tremendous pressure of the strings
on the cast-iron frame of the piano is
kept in bhalance.

Members of the Piano Technicians
Guild are also trained in other crucial
operations, two of the most impor-
tant being regulation and voicing.
Simply put, regulation involves check-
ing and setting every measurement in

the piano from the key to the string
to keep it playing as well as when it
left the factory; voicing is treatment of
the hammer to ensure evenness of tone
throughout the instrument.

Don’t be intimidated by the big
new fixture in your home. Careful
placement, simple cleaning and polish-
ing, and a twice-yearly call to your
piano technician will keep your piano
in perfect shape to serenade Santa
next Christmas and for years to come.

BACKGROUND INFORMATION

The Piano Technicians Guild is a
nonprofit corporation which, accord-
ing to its bylaws, aims ““to provide
the best possible piano service to the
music world... in an ethical way,
keeping the piano user’s needs and
best interests uppermost.”’ m

ELOISE M. ROSS

YOUR SECURITY DLANKET

Taxes — You must pay Uncle Sam
(your silent partner) by April 15.

Stop! There is a way to have him
share a portion (up to $1500) of
your hard-earned money with you
this year on 1978 earnings!

Decide now to pay yourself too.
Set up an Individual Retirement
Account before April 15 — an IRS-
apprdved system of deducting 15 per-
cent of income {maximum of $1500)

~from your earnings. This might even
put you in a lower tax bracket!

The earnings on your account are
not reportable income until you retire,
when you definitely will be in a lower
income tax bracket.

There are four approved plans —
government bonds, savings accounts,
life insurance, and annuities. Each
has its own merits; however, for
flexibility plus guarantees, the annuity
has it all. You can't outlive it, for

there is a guaranteed monthly income
as long as you live!

If you really want to do some-
thing now for yourself, do it. Call
for details. All we need for a quote is
your birthdate and income.

Do you know about all the other
good voluntary insurance plans avail-
able to you as PTG members? There
are Medical, Dental, and Life; Acci-
dental Death and Dismemberment;
Tool and Bailees’ Customer; and
Supplemental Group Life coverages. m

PIANO TECHNICIANS JOURNAL — APRIL

31




SOMETHING
BETTER
for FREE?

YES!

MMR MAGAZINE HAS TWICE
THE CIRCULATION OF ANY
OTHER INDUSTRY TRADE
MAGAZINE.

MMR PUBLISHES THE ONLY
MUSIC INDUSTRY DIRECTORY
BROKEN DOWN INTO 8
CATEGORIES FROM “MASTER
RESOURCE" SECTION TO
“BRAND NAMES”. (It even
tells which suppliers give
catalogs.) It's included with
your free subscription!

MORE PIANO TECHNICIANS
READ MMR THAN ANY
OTHER DEALER TRADE
MAGAZINE

BEST OF ALL IT'S FREE

SHOULDN'T YOU BE GETTING
IT?

CIRCULATION OVER 10,000

Name

Company

Address

City & State Zip

COMING EVENTS

Musical Merchandise Review
370 Lexington Ave.
New York, N.Y. 10017

NOTE: All seminar dates must be approved by the Conference and Seminar Com-
mitte. Please submit all dates to the home office on the appropriate Request for

Seminar Approval form.

MARCH 3, 1979
BALTIMORE
CHAPTER SEMINAR
Baltimore, Maryland
Write: Morris Millman
8326 Scotts Level Road
Baltimore, MD 21208

MARCH 22-24, 1979

TENTH ANNUAL

PACIFIC NORTHWEST
CONFERENCE CONVENTION
Olympia, Washington

Write: Al Seitz

PNW Secretary-Treasurer

1617 Medfra
Anchorage, AK 99501

MARCH 24-25, 1979
CENTRAL WEST
REGIONAL SEMINAR
Lincoln, Nebraska
Write: Richard West

Westbrook Music Building

University of Nebraska
Lincoln, NE 68588

MARCH 30-APRIL 1, 1979
PENNSYLVANIA
STATE CONVENTION
Gettysburg, Pennsylvania
Write: Dick Bittinger

107 West Main Street

Brownstown, PA 17508

APRIL 27-28, 1979
CONNECTICUT/NEW
ENGLAND SEMINAR
Hartford, Connecticut
Write: W, Dean Howell
258 Airline Road
Clinton, CT 06413

APRIL 27-29, 1979
MICHIGAN

STATE CONFERENCE
Write: Dale R. Newhouse

3674 Wentworth Drive SW

Wyoming, Ml 49509

APRIL 27-29, 1979

MISSOURI

STATE CONVENTION

Sheraton Inn

Springfield, Missouri

Write: Rodney W. Murdaugh
2762 South Campbell
Springfield, MO 65807

MAY 5-6, 1979
WASHINGTON D.C.
REGIONAL SEMINAR
Washington D.C.
Write: Ruth Ann Jordan
4 East Granville Drive
Silver Springs, MD 20901

MAY 11-12, 1979
INTERMOUNTAIN CONVENTION
Write: Lynn H. Hansen, President
1120 EIm Avenue
Provo, UT 84601

JULY 23-27, 1979
PTG NATIONAL
CONVENTION
Minneapolis, Minnesota

OCTOBER 79,1979
SOUTHWEST FLORIDA
STATE CONVENTION
St. Petersburg Beach, Fiorida
Write: Walter Kerber
615 Lafayette Court
Sarasota, FL 33577

OCTOBER 13-14, 1979

OHIO STATE SEMINAR

Coiumbus, Ohio

Write: Benjamin F. Wiant
865 Bryden Road
Columbus, OH 43205

OCTOBER 19-21, 1979
TEXAS STATE
ASSOCIATION CONVENTION
Fort Worth, Texas
Write: Tom Blanton

P.O.Box 8

Sherman, TX 70509

APRIL 11-12, 1980
NEW ENGLAND SEMINAR
Sheraton Inn
West Lebanon, New Hampshire
Write: George Wheeler
11 Cherry Hill
Springfield, VT 05156

APRIL 18-20, 1980

PENNSYLVANIA

STATE CONVENTION

Altoona, Pennsylvania

Write: Fred Fornwalt
1333 Logan Blvd.
Altoona, PA 16602
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CENTRAL PENNSYLVANIA CHAPTER

A PUBLIC RELATIONS EFFORT

If your chapter assumes that every-
one in your area knows all about the
Piano Technicians Guild and piano
tuning, repair, and care, we suggest
you plan a public relations project
similar to one our chapter {the Central
Pennsylvania Chapter) completed. It
was a lot of fun, but we were surprised
at the public’s reaction to our abilities.
We were shocked to learn how little
they, and our own customers, knew
about us. We are already enjoying the
results of our efforts and feel that
everyone in the organization will reap
many benefits.

We chose the well-organized Key-
stone Country Arts Festival for our
demonstration. The annual event, held
on the edge of Altoona at Lakemont
Park, is sponsored jointly by the Blair
County Tourists Association and the
Altoona Chamber of Commerce.

The chapter president, Fred Forn-
walt, explained our needs and interests
to the festival committee and we were
offered a 9- x 9-foot booth inside one
of the park's permanent buildings for a
weekend fee of $40, including elec-
tricity. Our next move was to borrow
and suspend from the ceiling four
8-foot fluorescent lights. A long
narrow mirror was also attached at an
angle from the ceiling to permit people
to look over other viewers and see
directly into our working area.

Our booth was located in the center
of the park, along the lake. The build-
ing (called the Casino) is used for
church groups, dancing, and other
activities during the summer months.
The almost perfect weather brought
30,000 visitors to the park on Satur-
day, with an additional 65,000 arriving
on Sunday. Crowds of visitors began
arriving early in the morning, and from
noon until dark the park was crowded
with interested spectators.

The piano used for demonstration
(compliments of Will Snyder) was a
45-year-old Weaver grand, refinished

except for the final coats. A new
soundboard had been installed and the
new bridges were partially notched
and pinned prior to the show. All
our members present took turns
notching bridges and installing bridge
pins, new tuning pins, and strings.
Driving se