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Presenting a piano
16 years in thep making.
The Viennese Edition.

ince 1966, when Kimball International

purchased the Bosendorfer Piano

Company of Vienna, Kimball
techniclans have been studying the techniques of
Bésendorfer's master plano eraltsmen, leaming
their precise old world methods of piano bullding.
At the same time, Kimball continued to develop
its own modermn manufacturing techniques.

The geal: to bulld an American piano truly
worthy of any stage.

Progress came slowly, but now, after 16
years of effort, Kimball's commitment has been
rewarded. Introducing the Kimball Viennese
Edition Professlonal Grand Piano, A piano like no
other Kimball before it. A plano which not only
bears a striking resemblance to Bsendorfer's
appearance, but to its performance as well. A

. piano which must be tested to be believed.

We invite you to compare the Kimball
Viennese Edition Grand to any performing piano.
Compare the touch., Compare the tone quality.
Compare the meticulous preparation and
regulation Kimball Viennese Edition Grands
receive before they leave our factory.
You'll discover what we already kr ke

the 16 years were worth it.

TA-
-’:&?;; |
“kamaall'y
The IIILE}' to selling grﬂ
Kimball Piano & Organ Co,

er, Indiana 47546
I Intern :



NOW HAS AVAILABLE...

HAMMERS FROM JAPAN.

Due to the increase in popularity of Japanese- 1A full range of wood moulding sizes and felt

made hammers the last few years, Schaff has  ygights to accommodate almost any hammer
contracted with the Imadegawa Company in 4 njication requirement.

Japan to be a nationwide distributor. We will :

maintain a large stocking inveniory which to- 2. B_Oth upright and grand ’f'ype hammers.

gether with our years of replacement hammer 3. Either standard bore stock sets or custom

expertise, will enable us to provide the finest Made hammers. o .

hammer duplication service in the U.S.A. 4. A long standing history of providing reliable
Who else can offer service and selling quality products.

CHARACTERISTICS OF STANDARD BORE STOCK HAMMERS

UPRIGHT HARMMERS — A set consists of 30 bass and 64 treble hammers. All bass section hammers are drilled
at an 18° angle. Tenor section has 14 hammers at 12°, 10 hammers at 7° with the balance of tenor and
treble at 0°. A 752" diameter drill is used for the bore hole. On a special order basis a type “B” set can be
ordered with all tanor and treble hammers bored at 0° angle. On a stock basis upright hammers are available
in the following striking distances (as measured at the treble end) of 2%'', 27%¢'" and 2%'". Also 12 Lb,,
14 Lb., and 16 Lb. weights of felt available. All hammers are made of birch wood moulding, stapled throughout
and have the option of being reinforced and unbored.

GRAND HAMMERS —A sel consists of 30 bass and 65 treble hammers. All bass section hammers are drilled
at a 9° angle. Tenor section has 8 hammers at 9°, 8 hammers at 6°, 10 hammers at 2° and the balance
of tenor and treble at 0°. A 204" diameter drill is used for the bore hole. All hammer tails are shaped and
tapered at no additional cost. On a stock basis grand hammers are available in the following striking distances
(as measured at the treble end) of 1%', 2" and 2%''. Also 12 Lb., 14 Lb, and 16 Lb. weights of felt
available. Hammers come stapled throughout and can be provided unbored. Except for Steinway style,
all grand hammers are made of birch wood mouldings and have the option of being reinforced.

STEINWAY STYLE—A set consists of either 20 or 26 bass hammers, reinforced with walnut mouldings
and bored to Steinway specifications.

CUSTOM BORE HAMMERS

Both upright and grand hammers are duplicated from customer samples and bored to exact specifications.
With our extensive inventory, we should be able to match 90% of the samples received for duplication. The
samples we cannot match for Imadegawa hammers can be made from our high quality U.S. made hammers.
Try Schaff and avoid unnecessary replacement hammer costs and order processing delays that occur in
dealing with smaller suppliers.

WRITE OR CALL US FOR A COMPLETE PRICE LIST ON IMADEGAWA HAMMERS.

Prices Subject To Usual Discaunt
For Same Day Sewvice Try: Our 24 Hour Phone  ::

: . (312) 438-4556
cm PIANO SUPPLY COMPANY
) N ) ‘ 451 OAKWOOD ROAD,E LAKE ZURI(%H, 1. 60047

THE HOUSE DEDICATED TO SERVICE
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The February issue of the Journal
contained an ad submitted by the San
Francisco School of Piano Technology,
indicating that one could “learn piano
tuning in 3V5 weeks.”

Many members expressed their indig-
nation and wished o express their opin-
ions regarding this ad. A technician
spends years and years in learning his
trade, and it is obvious that the highly
skilled profession cannot be learned in
the time indicated.

The San Francisco school has agreed
that they will no longer insert this claim
in their ads. This statement represents
the school and the school alone, and the
validity of the statement is hereby of-

ficially rejected by the membership and
officers of the Guild.

STEVE FAIRCHILD
Factory Scale Designer
Complete Piano Rescaling Service
11 Norman Ave.

Amityville, N.Y. 11701
(516) 541-5915

AMERICAN INSTITUTE OF
PIANO TECHNOLOGY

An accredited school for Piano Tuning &
Technology

Our curriculum is designed for the
full-time professionals interested in
going into business for themselves.

Send inquirtes to:

American Instinme of Piano Techndogy
P.0. Box 1050
Chatsworth, CA 91311
(213) 348-1530
(213) 223-2019

A non-proffit, non-discriminatory organization

Unmatched for accuracy and stability.

Small enough to fit your pocket...
and easy on your pecketbook.

The Hale Electro Fork is the most accurate, stable

and compact pitch standard ever made. It's the perfect
swiEEl  alternative to pitch pipes and other outdated pitch deter-
mining instruments because it becomes your third hand.

It offers remarkable accuracy never achieved before. This pinpoint accuracy
is guaranteed because the Hale Electro Fork uses a high frequency crystal. The'
unit is checked for accuracy after 100 hours of “burn in” time, then its exact fre-
quency is measured and printed out on a ceriificate which is enclosed with
each Hale Electro Fork.

The Hale Electro Fork also insures maximum stability under a wide range of
operating conditions such as temperature, component aging and battery voltage.

lts pocket size allows you to take it anywhere. And it's designed to fit your
pocket in more ways than one. And it represents a significant savings of $100 or
more over many conventional pitch standards on the market today.

This easy -to-use unit is equipped with an on/off button, a three (3-4-5) octave
range setting from C to B, continuous/intermittent sound and a volume control.

Now that you've read our pitch . . . get the pitch right
with the Hale Electro Fork.

95

:‘\Aake it a Ryie —
Use a Hale Too! [

g vt G ) s
TUNERS SUPPLY COMPANY

Serving the Music Industry Since 1884

EASTERN BRANCH: 94 Wheatland Street, Somerville, MA 02145 (617) 666-4550
WESTERN BRANCH: 190 South Murphy Avenue, Sunnyvale, CA 94086 (408) 736-2355




seems to me that this is a good
ime to talk about money. There is
a notable lack of it and it seems to get
into an awful lot of conversations. I
am hearing reports from across the
country that things are kind of slow
for piano people but they seem to be
gradually picking up. When the finan-
cial squeeze is on it is perfectly
natural to look at money in a different
light. People have only three choices
when faced with a money problem.
They can increase their income. They
can decrease their expense. They can
also do a little bit of both. In any
event, it is an uncomfortable feeling
and their attitudes are bound to
change towards those with whom they
do business.

: School of
| STRINGED KEYBOARD
INSTRUMENT TECHNOLOGY

A Department of the
North Bennet Street School

TWO YEAR COURSE

Instructors: David C. Betts
William E. Garlick

FIRST YEAR: Tuning, regulation, repairs
@ and maintenance on grands, uprights, and
B spinets. General study of acoustics, history,
| business practice and promotion.

# SECOND ADVANCED ELECTIVE YEAR:
Comprehensive piano rebuilding to include

| case refinishing, soundboard repairs,

i@ bridge, wrestplank,action replacement and
scaling. Advanced tuning, regulating and
voicing. Harpsichord and clavichord tuning
and maintenance.

For further information write: David C. Beits,
39 North Bennet Street, Boston, Ma. 02113
E | orcall (617) 227-2357.
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1 came across an article written by
Charlie Huether back in July of 1974.
The title was “‘Dedicated to Piano.” It
had to do with people’s attitudes
toward the technician when times
were slow. I quote a paragraph or two
to illustrate what I'm getting at. “The
anxieties over a slowing of income can
only make one tense and worrisome,
and these attitudes sometimes carry
over into our business relations with
customers.”

“In addition, it always seems that
when times are slow and we grow anx-
ious, the customer seems to be more
unreasonable, more irritating and
more difficult to deal with and to
satisfy. These are the times when we
run into most of our trouble with our
customers.”

I'm sure this observation holds true
for not only Piano Technicians but for
most business people — particularly
those in the *‘service” field. This is a
time that requires patience and
reasonable discussion. While the ser-
vice may be exactly the same as
before, performed in the same manner
with the same degree of skill and
dedication, it suddenly is questioned
and becormes suspect. More often than
not, it's simply an “‘anxious state of
mind” and a more than average con-
cern for ‘‘getting the most for their
money.” This is a time when the
Technician must take the time and
trouble to point out the various facets
of his technology, why he is doing the
things he is, the necessity of it and the
degree of skill and understanding it
takes to get it done properly.

Most people have no idea what a
piano technician is up to when he
tunes their piano. They see a little bag
of tools, they hear the sounds, they
know he spends the time, they see him
making adjustments and repairs and
it looks perfectly simple to them.
Something one might pick up out of a
book or learn as a hobby. They have
no concept of the time, patience,
education/learning, years of practice
and skill it takes to become a fully
qualified, certified and properly
trained technician. On the surface, it
looks like so much “‘tightening of
wires” and listening to sounds. This is
what we call “bits and pieces” infor-
mation in our field, Association
Management. It occurs when a person
judges an entire profession based on
what he or she sees on the surface.

They have no training or background
in the field, have no idea what lies
beneath the surface in terms of educa-
tion, training and experience, know
little of the detail involved but still
tend to draw quick, simplistic and
often incorrect conclusions.

I might use as an example the last
time I had my piano tuned. The
young man was a fully qualified
technician, pleasant and skilled in
both his demeanor and his perform-
ance. He, of course, was a member of
the Guild. After looking over the in-
strument he announced that it would
need a ““‘double tuning.” It had been
long overdue and I (of all people) had
not gotten around to having it taken
care of. My first reaction was, do I
really need it or is he taking advan-
tage of me? Times were good, T was
not worried or concerned about
money, so I simply said, “‘sure, go
ahead and do whatever is necessary to
make it right.”” I was perfectly
satisfied that he was doing what had
to be done.

If money were in short supply, I
might not have had my piano tuned at
all unless I needed it for a specific
reason and/or we made use of it
regularly. One has a tendency to move
toward the vital necessities of life when
it comes to shortages of cash. If I did
have to have it tuned I would think
twice before I agreed to a double tuning
because of the additional cost. I might
need that extra money for food on the
table or a mortgage payment.

We have the same problem in our
business when it comes to providing ser-
vices to our client organizations. They
want to skip the frills and get only those
things done that are vital to the
organization’s continued existence.
When their income from their respective
businesses comes up short they take
longer to pay and take a harder look at
their dues payments (as well as their
other spending). This is not the time to
raise budgets, increase dues, spend
money on non-necessities or luxuries.
This is the time to negotiate for ser-
vices, cut out the fat, and reduce the
work load. This is why we are not in-
creasing the budget next year, not in-
creasing the dues next year, holding the
costs to absolute minimum, and will still
do our best io satisfy the membership
and maintain the work flow.

From the technician’s point of view,
he/she must take special care to explain



what he/she is doing and why he/she is
doing it. Convince the client — even
with their limited knowledge of the sub-
ject — that it is imperative that the
work be done for the proper perform-
ance of that piano, Convince them that
you are just as concerned with the cost
since you too must watch your spending
in these difficult times.

To quote Charlie further, “To get
back to the slow seasons, don't let the
crotchety cusiomers and the dilapidated
pianos get you down. Keep that smile
on your face and extend the same

friendly hand in greeting each customer.

Embrace each of those awful in-
struments as if they stood on the con-
cert stage and accept their challenge.”

Everybody faces the same problems
in business in bad times. Difficult
customers, suspicious attitudes, un-
reasonable demands for more services
for less money, questioning on com-
petitive prices, etc. An old saying is,
“There is hardly a product or a service
that somebody somewhere cannot pro-
vide cheaper by cheapening it.” This
holds true for the Piano Technician and
the artist, for the lawyer and the doctor,
for the Piano manufacturer and the
rebuilder. In his last paragraph Charlie
states that “‘aggravation is more
debilitating than physical labor. Keep it
to a minimum and sit down to a good
supper, refreshed.”

The International Scene

Fred Odenheimer, Chalrman
Internationsl Relations Comunitice

n interesting study would be to
compile figures of piano produc-
tion throughout the world. Is it grow-
ing, decreasing or just remaining sta-
tionary? It also naturally depends on
the number of years we consider in such
a survey. Looking back to the years
after World War I1, it seems that
American production of pianos has held
fairly steady in the & 200,000 column
until 1981. 1982 certainly was a difficalt
year for the industry. In Western
Europe (Austria, Finland, France,
Great Britain, Holland, Italy, Sweden,
Switzerland and West Germany), it
seems production fluctuated quite a bit.

While there was piano production in
Japan since the turn of the century,
manufacture really only took off after
WWII when the piano became a
generally accepted and desirable instru-
ment in the Japanese home. Production
peaked in 1980 at 392,545 units (source:
Das Musikinstrument) but has fallen
back since then to perhaps the 350,000
level.

Production of pianos in Korea is very
likely still on the rise. Other countries to
consider would be Canada, Mexico and
Brazil, with considerable capacity in the
Far East, Taiwan and China, and in
Eastern Europe, Russia, Czechoslovakia

and East Germany. There should be
other countries not mentioned but pro-
duction probably is insignificant. So
what would total world production be,
700,000 or 800,000 units a year?
Perhaps some of the readers have an
answer.

Our best wishes go to Louis Renner,
Stuttgart, Germany, on the 100th birth-
day of their founding. From small
beginnings, Renner actions and parts
today certainly have a world-wide
reputation for fine quality. I must men-
tion the fact that their main factory to-
day is in Odenheim, a small town near
Heidelberg. This fact caused me to stay
overnight there some years back in a lit-
tle guest room above the faciory.

Our best wishes also go to “Das
Musikinstrument” on their 30th an-
niversary.

If you still feel you. want to attend the
JIAPBT convention in Japan, April 10,
1983 is the absolute deadline for
registration. Your registration fee of
$350.00 has to be in Japan by April 15.
Latecomers immediately contact Fred
Odenheimer, 15358 Wyandotte St., Van
Nuys, Ca 91406 or phone (213)
785-8402. If you cannot go then become
a member of “Friends of IAPBT.”
Yearly dues are $15.00.

GRAND ACTION PARTS

Cloth Bushed — Featuring Steinway type and Renner type
Wippens, Shanks & Flanges. Fine Buckskin Knuckles and Back-
checks. Replacement parts for Mason and Hamlin, Knabe, Bald-
win, Chickering, etc.

HAMMERS
Grand and Upright

Imadegawa Royal George Felt. Medium and Bright Tone. 14 Ib.
Upright — 15, 17 and 19 Ib. Grand Hammers. All Custom Bor-
ing . . . Prompt, Personalized Service.

FALCONWOOD PINBLOCKS — TUNING PINS

S

B & G. Defebaugh

The Finest Imported Replacement

z;

(213) 735-4595

Parts for Top Quality Rebuilding

APORTS 11D,

2152 W. Washington Blvd., Los Angeles, CA 90018
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Ernie Prewitt
President

Change

ome years ago when I moved from
the country to the big city, 1
found myself having to make many
adjustments. Not having inside
plumbing out in the country, I found
myself referring to the “privy” on
many occasions. I also caught myself
going to the “cellar” instead of the
basement, My stove is in the cellar
(basement), it is very expensive to
operate, but at least I need not carry
out the ashes. Down home I walked
just about every place I went and
knew where I was going, while here in
the big town I was forced to use
public transportation and expose my
ignorance by asking the conductor
where I was to get off.

Until recently I thought I had seen
changes never dreamed of, but ecach
year now brings us unbelievable
changes. It used to be all time pieces
had a round face with two hands.
Now, sometimes we must lock a
second time to tell the time, due to
the many faces and numbers on the
tiniest of clocks. Wife can now cook a
complete meal in the microwave dur-
ing a TV commercial. Typewriters are
no longer typewriters, but word pro-
cessors. Even the adding machine that
Santa brought us a few years ago is
obsolete, due to the several hand held
calculators cluttering up the top of my
desk.

It has, not suddenly but slowly,
dawned on me that if one does not at
least try to accept these changes, one
will soon find that he is quite alone in
this busy and interesting time of life.

ALL

AY TURNIE

Eight {8) Hours with Jim Coleman

All you've ever wanted to know about tuning but were afraid to ask: Listening to partials,
Understanding inharmonicity, Setting the temperament, Tuning the low bass, Comparing
aural and electronic tuning, Preparing for the new Piano Technicians Guild tuning exam.

Sponsor: San Francisco East Bay Chapter, Piano Technicians Guiid.
Date: Saturday, May 7, 9:00 A.M. to 6:00 P.M.
Place: 16875 E. 14th S$t., San Leandro, California.
Cost: for Plano Technicians Guild members, $45 {the price of only one
tuningj; for non-Plano Technicians Guild members, $75 [the price of

only two tunings).

Limit: Space available for 50 registrants, so get your registration early.
Registrar: Mali check to Don Bourdon, 102 Belvedere St., Napa, CA,
94558. Make check payable to “San Francisco East Bay Chapter, Plano

Technicians Guild™
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I have recently been reading a book
published in 1907, written by J. Creel
Fischer, in which he states the best
way to tune a piano is by setting a two
octave temperament by the use of oc-
taves and fifths, If he were living, 1
wonder what Mr. Fischer would think
now if he were to hear many of the
tuning instructors explain how much
simpler it is to hear fast beating inter-
vals than the slow ones. I, too,
learned to tune by fourths and fifths
only, but my first encounter with a
Piano Technicians Guild seminar was
to find out how much better my work
would be if I accepted some change.

A few weeks ago I was discussing
with Ben McKlveen the classes for the
upcoming institute at the convention
in New Orleans, 1 suggested that we
stick to basics and leave the glamorous
stuff out. I had in mind particularly the
computer, but for all the mistakes laid
at its door and all the jokes made about
it, its expense, upkeep, and the special
training it takes to program and operate
it, we had better face the fact that the
computer is here to stay. All it really
does is store information, which we can
do by the use of our card index system,
or depend on our mental recall, but
just think of the time saved by the
simple touch of a button. I really
don’t think a computer ever made a
mistake. Haven’t heard a new com-
puier joke for quite some time. They
are becoming less expensive and a
person with average intelligence can
learn to set one up and operate it in a
surprisingly short time. So don’t be
surprised if you see a computer class
at the next convention in spite of my
conversation with Ben.

Change has always been a part of
modern life, and new ideas are not
new, but they do come faster and
faster. Let’s not be too quick to
discard something new, give it a
chance, try it yourself, then if it
doesn’t work for you continue as
usual, but keep an open mind and eye
for something new. Maybe we’ll never
reach perfection, but what’s wrotg
with striving for it? )

Old ways of doing certain things are
OK — so are old words and phrases,
but they certainly date a person. I
much prefer the new and modern
ways. This has been a rather cold and
exhausting day. Think I'll go eat sup-
per, sit by the phonograph and work a
jigsaw puzzle, and hit the feather bed
early!



Fortress Steinway.

So begins the Steinway Grand Piano.

The basic frame, shown here, is so solid, so strong, so well made that even at this
early stage of construction—before a note is played—the Steinway takes leave of lesser quality
instruments.

Examine the curved rim. While other pianomakers build it in sections, we build it
the hard way.

Inner and outer rims are rock maple, laminated in one operation into a rigid arch
strong enough to withstand 20 tons of pressure from the strings.

Now take a closer look. The inner rim mount of the Steinway grand is beveled at an
88.5° angle so that the soundboard, when glued in, is forced to arch just enough to increase
vibrancy and responsiveness.

Also observe that there are no metal connectors in a Steinway frame. We know they
distort the sound and loosen with time.

Instead, the cross braces are joined to the rim with blind Wooden dowels, cross-
locked for maximum strength.

This homogeneous construction makes the Steinway grand a veritable fortress.

It will take us one full year to complete this piano. But it will last for generations.

For literature about the Steinway, write to John H. Steinway, 109 West 57th Street,
New York, N.Y. 10019.

STEINWAY & SONS &



Jack Krefting,
Technical Editor

s we proceed with the discussion
of vertical piano rebuilding, it
occurs to me that I'm doing most of
the talking, which is fine for formal
events such as lectures, sermons or
pronouncements, but not so good in a
series which purports to represent the
state of the art, If it is to be such,
then more of you upright rebuilders
should be taking part by writing me
with your ideas and methods. As of
this issue, we are discussing bridges,
as we will next month also; but by the
time you read this, we will be plan-
ning the issues which deal with string-
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ing, chipping, keyboards and action
work, an area where almost everyone
is an expert. Please let me hear from
you so that I may include your ideas
when we reach that point in the
discussion,

Vertical Rebuilding

Many old uprights have bass bridge
problems, and since the bass bridge is
relatively easy to repair or replace,
most of the pianos are worth the ef-
fort. Treble bridges, though, are
another story. Replacement is most
often out of the question because of
the difficulty of the task; but just so
we can say we did, let’s discuss that
before getting to the more useful topic
of recapping.

Let’s assume that the plate is out
and the keybed has been removed, but
the case sides are in place, since that
is the most commuon situation. Before
removing the old bridge, it is im-
perative that an accurate means of
relocating it be found. One such
means was discussed in our December
1982 issue on pages 8 and 9, a system
that uses the plate as a reference point
for the bridge. This is fine so long as
the plate is accurately located, and as
a maiter of interest it would be better
to locate the bridge to the plate than
to the back, but remember that when
one reference is dependent on the ac-
curacy of another, which in turn refers
to a third, a stack-up of tolerances

could occur. It’s a little like making

LOCATING FIXTURE
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P
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duplicate photographs by taking a pic-
ture of a picture, and then a picture
of that picture, and so on. By the fifth
or sixth generation the results are
beginning to lack precision and clari-

Figure 1 illustrates another method
which uses the case sides as a point of
reference, since in this case the techni-
cian has chosen not to remove them.
A stick of clear wood, about 3/8”
thick by two inches wide by five feet
long, is cut to fit over the treble
bridge at each end, aund to butt
against the sides of the case. All the
bridge pins are pulied out — this will
have to be done anyway to make the
pin pattern, and it helps now too —
and a piece of masking tape is stuck
1o the inner face of both case sides.
Using a sharp peneil, mark a point of
reference on the end of the stick and
on the tape. Then drill a small hole
through the stick, bridge, and sound-
board so that a small tooling pin
(balance rail pin or similar) may be
used for relocating the new bridge.
One hole in each end will do the job,
although another in the middle isn’t a
bad idea for a treble bridge; more im-
portantly, be sure these tooling holes
cannot intersect bridge pin holes
because the eventual result would like-
Iy be a false beating string. Why?
Because if the pin is not seated firmly in
the bottom of its hole it will vibrate,
and the integrity of the termination is
lost.

Make a pattern of the bridge pin
holes now, before removing the bridge
from the board, so that if it should
warp or twist later you will still have
the scaling. Fasten a piece of Mylar or
paper to the bridge and rub it with
the side of a pencil point (if paper) or
malke little holes in it with an awl (if
Mpylar) to indicate the location of each
hole. Be sure to include the tooling
holes, otherwise an accurate reproduc-
tion cannot be made. Next, remove
the bridge.

It should come off easily once the
screws have been removed and moist
heat applied, but if it doesn’t you may
have to use a 25% solution of acetic
acid. The stuff leaves annoying, sinus-
clearing fumes not dissimilar to those of
ammonia, so it is better not to use it
unless conventional methods fail. Try to

CAPPED, VERTICAL
LAMINATED

Figure 2 Bridge Cross Sections

get the bridge off in one piece, because
we will use it as a pattern for its
replacement.

In Figure 2 we see some of the bridge
construction methods commonly seen in
pianos today. The solid bridge is easy to
make, but has serious drawbacks as
well. For one thing, it will be impossible
to find a piece of suitable maple that is
curved in the shape of a treble bridge,
so when the bridge is cut from a
straight-grained plank there will be
places where the end grain runs out the
side of the bridge. Ideally, as we
discussed last month, the grain should
be continuous from end to end for rapid
and efficient radiation of vibration.
Another drawback of the solid bridge is
that it is more prone to splitting than
other types, particulagly if there is a
pronounced curve at one end which
orients the grain across the bridge
rather than along it. Then, too, most
solid bridges are flatsawn for economy,
a feature which makes splitting even
more likely because wood tends to split
radially and that is the way the pins are
driven.

One aliernative would be the capped
bridge shown in B of the same drawing.
This is better, because the grain of the
capping can be made at a 25° or 30°
angle to that of the body, thereby mak-
ing the bridge stronger, easier to notch,
less likely to split, and the angle of the
grain makes the bridge warp into a

CAPPED, SOLID

UNCAPPED,
VERTICAL, LAMINATED

natural crown, saving a lot of planing
later. Of course, there is now another
glue joint and we are presumably still
dealing with flatsawn wood; but all in
all B should be considered superior to
A, C is an easy bridge to make, because
it is simply cut from pinblock stock. Its
many horizontal laminae make it proba-
bly the strongest, and certainly the most
tegistant to splitting, of all bridge types.
However, the corresponding penalty is

New England
nservalory

DEPARTMENT OF PIANC TECHNOLOGY
FRANK HANSON, Chairman

The nation’s oldest independent
conservatory of music offers an out-
standing program in the mainte-
nance, tuning, and reconstruction of
pianos. Program graduates are
qualified for independent profes-
sional practice upon completion of
course.

For application and/or brochure, write:
New England Conservatory
Department of Piano Technology
Frank Hanson, chairman
280 Huntington Avenue
Boston, Massachusetts 02115
Tel. (617) 262-1120, ext. 365
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that the number of horizontal glue
joints make this bridge the least
desirable from a tonal standpoint.
There is no direct continuity of grain,
either from end to end or from siring to
soundboard.

E is the best from the standpoint of
grain continuity, both end to end and
string to soundboard, and it is second
only to C in resistance to splitiing. Its
principal disadvantage is that it is
harder to notch, particularly in the high
treble where the notches run across the
grain. It also has quite a few glue
joints, and a special fixture must be
made to shape the bridge, much in the
same manner as laying up a continuous
bent rim for a grand piano. From the
standpoint of economy, there is far less
wasted material in E than any of the
others.

D is a compromise of sorts between B
and E, in the sense that it takes some
of the advantages of each, although it
was in use long before E was even con-
sidered practical. Both D and E are
relatively expensive to make on a pro-
duction basis, and so have been re-
served for fine grands; but in a custom
rebuilding shop, such a bridge could be
made for a vertical also.

Assuming the technician has selected
A, B or C, the old bridge should be laid
on the new bridge material as soon as
possible afier removing it from the
soundboard — before it can warp or

MOUNT THIS PART
SOLIDLY
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2 PIECES OF THICK
PLYWOOD GLUED TOGETHER

Figuxe 3

twist — and its outline traced on the
new material with a sharp pencil or a
scribe. The bridge is then cut out on a
bandsaw or with a saber saw and
planed and sanded to the shape of the
original. The bottom surface must be
identical to that of the old bridge if the
original scaling is to be reproduced.
This is especially important to em-
phasize in the case of vertical
rebuilding, because while a lot of not-
so-good grands are routinely rebuilt, on-
ly the very best uprights are worthy of
such effort; such instruments generally
were well-designed and should be
rebuilt the same way, not capriciously
redesigned.

If D or E has more appeal, the

CUT THROUGE WITH
SABER SAW TO CONTOUR
OF OLD BRIDGE

&

rebuilder will need to make a special
caul as shown in Figure 3. It is not
necessary to use expensive pinblock
stock for the caul. Ordinary plywood is
fine — in fact, if one half of the caul is
a little bit flexible it will mate better to
the other half, and that prevents voids
in the glue lines. Just be sure that the
caul is at least as thick as the bridge is
high, and make the new bridge taller so
it can be planed to the optimum height.
Since this has a direct effect on
downbearing, be sure there is enough
material.

Flatsawn maple is probably best for
this, because when turned on edge it
becomes quartersawn, which is ideal
both for tone and split resistance. The
material should be about 1/8” thick, or
possibly up to 3/16” — rimstock is fine
— thick enough to provide tangential
grain continuity from top to bottom
(string to soundboard), yet thin enough
to bend in the caul. Select eight to
twelve such pieces, depending on the
thickness of the material and the width
of the old bridge. All pieces must be
full length, as butt joints within the
bridge would be undesirable both ton-
ally and structurally.

Cover the portion of the workbench
that will receive the bridge with waxed
paper (see Fig. 4) to prevent gluing the
bridge to the table, and make a dry run
to be sure you have encugh clamps to
bend all laminae into position without
voids. The smaller the radius of the
curve, the more clamping power is
needed. When satisfied that the caul
will do the job, release everything and




do it again with glue (Fig. 5). Willis
Snyder recomruends resorcinol glue, a
very strong, water-resistant ghue that
provides plenty of working time. The
only disadvantage to resorcinol, so far
as I know, is that it is the color of dried
blood and the glue lines look thicker
than they are. If the rebuilder has
another glue with similar properties that
dries to a light color, that would be bet-
ter from a cosmetic standpoint. Don’t
use white or yellow glues for this,
though, because they have a tendency to
creep in this application. Epoxy should
not be used, either, because it forms a
film between laminae instead of a direct
bond. If we were repairing a cracked
bridge and needed gap-filling ability, on
the other hand, epoxy would be the best
thing to use. We will be discussing
bridge repairs in upcoming issues, so [
will not dwell on that here.

Tighten the clamps in the middle
first, or if there is a dogleg at the mid-
die/treble break start there, and work
outward toward the ends. This forces
the squeeze-out ahead of the clamp
pressure, avoiding glue pockets in the
middie. When the glue has cured,
remove the bridge from the caul and
plane off excess material, top and bot-
tom, taking no more material than
necessary for a clean surface. Use a
long jointing plane or a power
jointer/planer. It’s a good idea to place
the bridge into a cooker or dry storage
area to get rid of the excess moisture
before proceeding further. Then, if con-
figuration D was selected, add the cap-
ping material. This will also be covered

in more detail later.

Finally, whether D or E has been
selected, plane a concave configuration
into the underside of the bridge to
match the crown on the soundboard. By
far the best tool for this is a compass
plane, which has a flexible sole that
may be adjusted to plane curved sur-
faces. Compass planes are available
from specialty woodworking tool
retailers.

Next month in this space we will
discuss installation, drilling, pinning
and notching.

Soundboard Crown

The following letter from A. David
Stewart describes his method of measur-
ing crown, and raises some interesting
questions as well:

I would like to share with you a
technigue I use to obtain a clear picture
and a rough measurement of the sound-
board crown on grand pianos.

The following items are needed.

. a blanket (optional)

. thin white kitchen string

. masking or scotch tape

. a flashlight

. a wooden ruler {grade school type)
I then follow this procedure.

Oy B Lo N =~
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1. Spread out the blanket, under the
piano, unless there is a nice rug on
the floor.

. Crawl under the piano, dragging
with you the string, tape, flashlight
and ruler. Now, lie comfortably down
on your back, with your head resting
directly below the centre of the
soundboard.

. Using a piece of tape, fasten one end.
of the string to the soundboard, as
close as possible to the case rim, be-
tween the two longest ribs. Now
guide the string along the board be-
tween those two ribs. Stretch it
slightly, then fasten it down with
tape to the soundboard, near the
vim, at the opposite side of the
plano.

. Take the flashlight in your right
hand and turn it on. Hold it at ap-
proximately a 45 degree angle to the
string. You will know when you are
at 45 degrees when the shadow cast
by one of the two ribs on the sound-
board equals the thickress (top to
bottom) of the vib. That right arm
holding the flashlight is now proba-
bly fully extended, with the knuckles
comfortably touching the floor. By
moving your wrist, play the flashlight
along the string. VOILA — you see
a complete picture of the crown. The
shadow of the string on the sound-
board looks exactly like an archer’s
black bow.

. To measure the crown, simply hold
the ruler up to the string with your
left hand and measure the distance
between the string and its shadow.
You may easily do this at any point
along the string that you wish. I
usually take my reading at the centre
of the board, where the crown is the
highest.

I believe (please corvect me if I am
wrong) that crown is necessary to stiffen
the soundboard so that it will withstand
the 2,000 pounds or so of downbearing
pressure produced by the strings (much
like a domed roof easily supports a
heavy snow load). I also believe that,
like a radio speaker, with its dome-
shaped cardboard speaker cone, the
added stiffitess. prevents flutter and rat-
tle on low frequency notes.

Being a novice, the importance of the
measured amount of crown is not clear
to me. For example; on a 5 foot 3 inch
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‘board. On the other hand, a board that'

relative humidity at the time of the

Knabe baby grand (S/N 107579.1929) 1
measured a crown of 3/16 of an inch at

the centre of the soundboard. My kitch

en string was 3% feet long. I wonder if

someone could advise me as to whether

this amount of crown is reasonable.

In addition, answers to the folowing 2
questions would sincerely be ap-
preciated.

1. How does the tone of the piano
change with various amounts of
crown?

2. How much crown should I expect to
measure? . . .

A.D. Stewart
Willowdale, Ontario, Canada

As our correspondent has noted,
crown is necessary to withstand the
force of downbearing, which probably
ranges from 200 to 2000 pounds. All
else being equal, the higher the crown,
the greater the resistance because a
curved surface is stiffer than a flat one.
The most notable example of this prin-
ciple is the egg, whose shell would not
be strong enough if it were square, to
say nothing of the problems that would
create for the hen, The next most
notable example would probably be the
Jaguar XK-E, which was designed on
this “monocoque’ principle for stiffness
and light weight.

A piano with a lot of crown has a
buili-in safety factor for plenty of
downbearing, but because of its stiffness
will be less responsive than a flatter i

is insufficiently dried before bellying will
be too flat. Such a board will crack in a
dry environment, and possibly even
develop a negative crown if the bearing
is heavy enough.,

Having established, I hope, that too
much crown is as bad as too little,  will
say that the amount of crown one
should expect to measure will vary from
virtually none to a quarter inch or i
mote, depending on the age of the
board, how it was made, the amount of
compression it has absorbed, and the

measurement. Some makers use a flat
press with flat ribs, relying wholly on ai-
mospheric moisiure for crown, while
others shape their ribs; also, some are

.take from one to tern hours. Then put

because there is considerable disagree- -
ment as to the ideal amount. In any
event, though, I am surprised to hear of
3/16” in a 54-year-old piano, especially
if that represents its average crown.
Half that amount would be more like
what T would expect to find. I have
rebuilt many pianos that had even less
crown and, without replacing the board,
have had excellent tone and long sustain
times. Some of the old, flat boards will
sing better than new ones provided the
technician is careful not to add too
much downbearing.

Because the maker knows that he
must make the piano so it will be
playable all year, not just when the
crown happens to be just right for the
best tone, the amount of crown de-
signed into the board represents the
middle of the range which would be
tolerable, considering the possibility that
the instrument might be moved from
Las Vegas to Miami or vice versa, and
must be playable both places. The tone
has a tendency to brighten in dry
weather, but that could be as much
from the change in the hammerfelt as
from the change in the crown,

New Block, Old Look

One of our Affiliates has contributed
the following example of Old World
craftsmanship:

Dear Jack,

...0On some old instruments with open
blocks it is of interest to keep the “old
look" when replacing the pinblock. Top
veneer up to 10 mm. can be removed
and put on again. Just soak it with
alcohol and use an iron to heat it up,
both 1o destroy the old glue. It may

the veneer in alcohol again for some

hours, and put it in press (like press

flowers) for several weeks on a warm
dry place. Then it's only to glue it on
again,

Picture 1 - 4 is taken from repair of a.
Pleyel piano no. 50236 (ca. 18707).
Someone had ckanged tuning pins some
years ago, but the piano was impossible
to tune in the left part. The main
reason was a visible crack in the

trying for more crown than others

i pinblock following the upper vow of the



tuning pins from left to the middle.
Someone had also put veneer, copper,
and ivory into the tuning pin holes to
make friction. But the result was that
the top of the piano was raised instead
with 1.5 cm. (half an inch) still visible
in picture I, closest to the camera.

This piano has been in the owner's
Jfamily since it was new, and I was
asked io make it good again. On some
Pleyel pignos I have seen the pinblock
drawn down because of too little sup-
port, and on this one it was obviously
too little support upwards too. So I
decided to strengthen the instrument
with an extra iron plate.

Piciure 1 shows my acryl pastern and
the top layer remmoved,

Picture 2: New pinblock, and space
made for 4 mm. ironplate.

Picture 3: The pattern used for drill-
ing holes in the ironplate and this
placed on the piano.

Picture 4: The old wood glued on
again,

Picture 5 is taken from restoring of a
Square-Piano about year 1810. 1 had o
put new wood into the pinblock, and
the old veneer on top again. The “loop
pinblock” (front left in piciure) was too
much damaged, and I had to make a
new top also after making a pattern and
correcting some of the holes . . .

Odd Aanstad
Lazvik, Norway

Pictnre 1
Here’s an interesting letter on a topic
that hasn’t come up for a long time;

. . . For the last several years I've
been dissatisfied with the various colors
of string felt, cloth, hitchpin punchings
and stringing braid. It seems that the
understring felt is bright red while the
cloth used in the tenor is usually a pink
| color. The string braid is also uneven

and sometimes too light, I have solved

this by dveing all of the red feli/cloth

Jor a stringing job the same shade of

red. Rit makes several shades of red

that are nice, but their Scarlet is the

| easiest to blend with our reds. I just hate

| to see a nice stringing job leave the shop

with ugly cheap-looking cloth on my

nice, clean, freshly vefinished plate.

o Simply follow the directions on the
| bowrle of dye and throw it all into the

| sure it's all the same color dye it all at

you can air dry it on a table. The
understring felt gets a little fuzzy in the
process but it can be ironed with a
steamn iron to smooth it again. To make

.once. Standard instruments get a
medium dark red and antique pianos
get a darker maroon — this darkening
occurs If the stuff is left in for longer
periods. Rinse well with hot, then cold,
water and then dry.

Small items such as hitchpin punch-
ings can be put into a nylon stocking to
keep them together . . .

Sally Jameson, RTT
Spencer, Noxth Cavolina

Gadget of the Month

Russell Gordon came up with a great
idea for modifying a drill guide for drill-
ing bridge pins, as illustrated in Figure
6. Here's his description:
|

. . . I replaced the guide bars from a |
Portalign drill stand with 12" steel rod
Jrom the hardware store. These rods
were first bent to the proper angle for
bridge pins. Sets can be made at dif-
ferent angles, and by a slight rotation of |
the whole tool the small inward angle
can be drilled when desired. This tool
should enable the beginning bridge
repairer to have uniform, craftsmanilike
results.

. Russell H. Gordon
| Goldens Bridge, New Yeork

Here’s another gadget from Roy
Haines, whose coil-winding jig was
featured several months ago. This time
Roy is making brass tools for seating

. dryer when through, or if not in a hurry
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strings on bridges and around hitch-
pins. The tool on the left in Figure 7 is
for seating strings on the bridge, and
the one on the right is for tapping the
string down against the plate around
the hitchpin. The one in the center was
designed to increase downbearing on
Baldwin grands.

Roy is making these available to
Piano Technicians Guild technicians in
limited numbers for $4.50 each or two
for $8. These punches are machined
from solid brass and are quite heavy,
but aside from that they make a useful
addition to the toolcase. For further in-
formation please contact Roy at 7726
Jamieson Avenue, Reseda, California
01335.

Newsletter Tech Reprint

Considering the expertise in the
membership of the Indianapolis
Chapter, it is not surprising that we
often find good technical articles and
tips in their newsletter. The December
1982 issue of the Indy 440, edited by
Fred Rice, contained the following tip
by Guy McKay:

Removing the Acrosonic Action

As we service the Baldwin Acrosonic
we are sometimes required to remove
the action. On the older models we find
that the abstracts (or pick up fingers)
pass through a wood rail over the
capstans. This rail has holes which have

Figure 7

ke

been bushed to position the upper end
of the abstracts.

As we remove the action this rail
must stay in position with the abstracts
still protruding through it. To achieve
this we usually secure two abstracts in
the all-the-way-up position next to the
rail.

One method often used is to slip a
damper bloclk over the top of the
abstract pin and tighten the set screw
with it in the up position.

' Another method, which I prefer, in-
volves using two heavy rubber bands.
Since the rubber bands are already in
my case to secure the temperament
strips and glie bottle, it means no extra
tools in the small case I carry.

As the drawing shows (see Fig. 8. . .
ed.), the fubber band is hooked over
the top of the abstract pin. Then it is
passed down and around the portion of
the abstract that contacts the capstan.
Then it passes back up over the rail and
is hooked on the top of the abstract pin
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again. This process is repeated with an
abstract on the other end of the action,

This will permit quick and easy
removal and replacement of this
popular little action.

Dear Jack,

An update on the cracked plate
repair of a Bauer Grand is in order.
The repair was made in December 1980
and reported in the April 1981 issue of
PTJ.

Tunings in March, May and
December 1981 and in Apvil 1982 in-
dicated that the repair was stable.
However, in November 1952 the plate
broke in another area, namely — at the

Photo 6

|

2 H-uf-lulﬁlﬂlﬁ‘!.'.m.uu.;_

upper end of the pressure bar. (See
photos 6 & 7 . . . ed.) The pianoc of
course is now useless and ready for a
decent burial.

— Ed Refuneck

Thanks, Ed. The interesting thing to
me is that, although the plate unfor-
tunately did break again, it didn’t break
where it had been previously repaired.
Possibly there was crystallization in the
iron, because normally cast iron
strengthens with age.




In Conclusion

We are pleased to announce the addi-
tion of four new regular contributors,

Joseph Anthony Meehan of the
Maine Chapter, who has made
something of a specialty of appraising
pianos, has a lot of valuable advice to
offer on this subject. This very in-
teresting series begins next month.

Also beginning next month will be a
column entitled “One Man’s
Newspaper” by Christopher Robinson of|
the Connecticut Chapter, Chris happens
to be extremely talented, both as a
technician and as a writer, so this series
promises to be one of the best yet.

- This month marks the beginning of a
series called “The Full-Time Techni-
cian” by Clair Davies of the Bluegrass
Chapter. This series will deal with some
of the not-so-technical aspects of our
work, including business aids and ad-
vice, Clair’s straight-from-the-shoulder
style will, I'm sure, be widely ap-
preciated.

Gerald Foye of the San Diego
Chapter, who has written for us on an
occasional basis in the past, joined us
last month as a regular columnist with
his “It's The Little Things That
Count.” Gerald brings his wit and his
shop expetience to bear on typical

piano-related problems in this series of
short, useful tips on a variety of
technical subjects.

Please send all technical material for
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$18.50
publication to me at this address: +$2 mail or $3 UPS
s THE VESTAL PRESS
Jack Kreftmg Box 97 e Vestal 62, NY 13850
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Gerald F. Foye, RTT
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hegarding your business card; the object is for the customer to be able to

- locate it again for future use. Nailing it to the side of the piano case is
good since your customer will deﬁmtely remember you for a long time. Having
business cards made in larger sizes, like 4 foot by 5 foot, makes them difficult to
misplace.

However, a nifty solution is to stick a paper tack to the back of the business
card. An Avery self-adhesive paper tack is a specially made sticker with double-
back glue just for this purpdse. Place one on the back of each of a stack of
business cards. Then all the customer has to do is remove the protective covering
and stick it inside the piano bench or any other favorite location. Be sure to put
the date on your business card before handing it to the customer so they will
know when the piano was tuned last. This product should be available in office
supply outlets.

NATIONALLY KNOWN, EXPERT REBUILDING BY A MASTER
PIANG BUILDER AND SPECIALLY TRAINED TECHMICIANS.

COMPLETE OR PARTIAL
PIANO REBUILDING —

Revive the appearance and sound of old or damaged
pianos. The expert rebuilders of C.A. Geers can com-
pletely rebuild (replacing old or worn parts as needed), or
. . . C.A. Geers can accomplish any portion of the rebuilding
operation. Our experts can replace the old pinblock, refit the
sounding board, restring, rebuiid the action, refinish or . . .
complete whatever portion a dealer/technician specifies.

Area Code 513 - 941-7666

PIANO COMPANY, INC.

891 N. MIAMI AVE.
CLEVES (CINCINNATI) OH 45002

Nationally known C.4.Geers, master planc builder

NOW AVAILABLE, Step-by-step pin-
block installation booklet, an inval-
uable tool at only $5.00

ﬁ( Write or call for additional info. and prices.
: finest PINBLOCK available . . .

1 3
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Secial Changes Influence

y the end of the sixteenth century
the character of musical style had
begun to change. In contrast to the
restraint of the Renaissance era, music
became bolder and more expressive by
greater use of modulation, dissonance,
dynamic contrast and other characteris-
tics. The term Barogue, originally a
French word for “bizarre,” is applied to
the dominant musical style of the period
1600-1750.

Some of the social changes then
underway had a direct effect on musical
activities. While the Catholic church
continued to support and influence
religious musie, the new Protestant
churches began to develop their own
musical styles. Secular music advanced
in importance under the patronage of
royal courts and rulers of smaller states.
In addition, “academies” were organ-
ized by private persons to promote
many musical activities.

New Musical Forms

Composers, now less restrained by
traditional principles, sought to expand
the range and intensity of expression by
new ideas in harmony, tone color, and
musical form. The seventeenth century
saw the establishment of opera,
oratorio, cantata, symphony, overture,
concerto, sonata, toccata, prelude and
fugue. The Baroque desive for expres-
sion and contrast also had a strong
influence on the development of musical
instruments and orchestral music.
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Range was widened by expansion of
keyboards of harpsichords and organs
and the introduction of larger, lower
pitched wind instruments. The clarinet,
oboe, and French horn replaced their
less flexible predecessors and bowed
string instruments ook the place of in-
expressive plucked string instruments.
The Baroque violin with its qualities of
strength, range, and articulation rose to
a level of primary importance. The or-
chestra as it exists today, based to a
large extent on violin and other bowed
string tone in combination with wood-
wind, brass, and percussion, emerged
during this era.

Harmeony, Modulation and Key
Change More Important

The Baroque style originated in Italy.
In spite of the divisions and local con-
flicts between areas under the control of
Spain, Austria, the Papal states and in-
dependent rule, Italian musical ideas
were a dominant influence on the musijc
of other European countries from the
mid-sixteenth to the mid-eighteenth cen-
turies. One of the major developrments
was started shortly before 1600 by a
group of musical intellectuals including
Vincenzo Galilei. This association,
known as the Camerata, introduced a
“speech-song” musical style based on
their conception of Ancient Greek
drama. Such performances led toward
the development of opera. The new
music dramas were composed with a
different type of musical structure in
which a single solo melody was sung or

played against a background of a solid
harmonic block of sound. In polyphonic
music, a number of different melodies
of equal importance move together. As
the new style progressed, harmonic
structure and chordal progressions
become more prominent. Most of the
ecclesiastical modes disappeared, leav-
ing only the forms which became the
major and minor modes; composers
more frequently used modulations and
key changes to provide variations in
tonality.

No Standard Intonation in 1600

Because of the necessity of having
suitable fixed scales for keyboard in-
struments, tuning became a major
subject of debate. In the year 1600,
there were at least a half dozen tuning
and temperament systems considered
important in theory and in practical
music. Many theorists believed only
that some type of just inionation was
correct from the standpoint of ideal
principles, but they disagreed among
themselves on the merits of pure
Pythagorean, just variations, and an-
cient Greek tunings. Moreover, it was
widely recognized that just intonation
sounded harsh and unpleasant in the
compositions with shifting tonality
played on keyboard instruments.
These were generally tuned in a
regular meantone or irregular
temperament. There also may have
been some keyboard tuning in equal
temperament, which was widely used
for lutes at that time.




Early Baroque Performance
Pitch

Although intonation was hotly
debated, Renaissance and Baroque
theorists and musicians appeared to
be less concerned over performing
pitch levels. Aron’s 1523 tuning in-
structions for the harpsichord
specified that the initial C could “be
placed at any pitch one might wish.”

The first theorist who made a
thorough study of pitch was Michael
Praetorius (or Schulz before Latiniza-
tion). Praetorius’ three volume
Syntagma Musicum or “Musical
Treatise” published between
1613-1619 is one of our main sources
of historical technical information on
pitch, musical instruments and style
of his period. Praetorious was active
in a wide range of musical activities.
In addition to studies on theory,
history and orchestration, he wrote
many ecclesiastical and other composi-
tions and conducted vocal and in-
strumental groups in religious and
secular performances after his 1604
appointment as Kapellmeister for the
Duke of Brunswick. He also had the
responsibility for compiling the first
codes standardizing Lutheran church
music practice. Being aware of the
tuning problems in combining a varie-
ty of musical instruments, and the ad-
ded complication of regional dif-
ferences in performing pitch, he wrote
about pitch in great detail,

There are several earlier references.
In 1511, Schiick had written about the
pitch of church organs. Shlick gave
dimensions for a standard organ pipe
to be used either as F2 for a low pitch
instrument or as C3 for a higher
range. Calculations based on Schlick’s
data give A4=380 Hz or 510 Hz
depending on whether the standard
pipe is F2 or C3. Schlick began the
custom of naming octaves and sets of
organ pipes with the open pipe length
of the bottom C. The length of an
open organ pipe giving the C2 pitch is
about 8 feet; the C2-C3 octave is the
eight foot octave. The set of pipes
ranging upward from this pitch is the
8 foot set or stop. Noies played on the
8 foot stop pipes sound in the same
octave as on the piano.

Schlick’s pitch levels were used to
some extent elsewhere, but levels
somewhere in between his high and
low were more customary. Many
seventeenth century woodwinds now in
collections are pitched around
A4=470 Hz, sometimes referred to as
“Renaissance pitch,”

Practorius did report that the 1361
Halberstadi church organ (the oldest
in existence) was tuned at approx-
imately the same level as Schlick’s
high organ pitch; but most other pitch
levels he gave were considerably lower.

Beginning with the work of Ellis in
1880, a number of different modern
scholars have estimated frequency
figures based on their interpretation of
Praetorius’ writings. Ellis’ data are
fairly well aceepted. Although a more
recent study by Mendel presents a
substantially different interpretation,
placing Praetorius’ pitches about 400¢
higher than Ellis’ corresponding defer-
minations, figures given by Thomas
and Rhodes in the 1980 Grove Dic-
tionary of Music are fairly close to
those of Ellis.

Praetorius’ books contain diagrams
with dimensions for a complete octave
of wooden pipes and a corresponding
octave of metal pipes. Also included ave
woodcut illustrations of typical musical
instruments accurately drawn to scale.
From these drawings and other infor-
mation, Thomas and Rhodes believe the
pipes were probably tuned in ¥ comma
meantone temperament; they estimate
that Praetorius’ ideal pitch was about
A4-425 Hz, approximately 60¢ below
modern standard pitch. Ellis’ figure was
424.2¢.

Praetorius indicated this was the
pitch used in his musical circles, re-
ferred to as either “choir pitch” or
“chamber pitch,” but in some other

regions the pitch levels for church and
secular music were not the same. he
listed only a few church organs, in-
cluding the one in the Halberstadt
cathedral, with higher piich, but
reported lower pitch levels to be more
common. He approved of lowering pitch
1o make vocal music easier for church
choirs. His examples included Prague
— a whole tone lower; and Italy, the
Netherlands, and England — three
semitones lower. The Prague church
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pitch of A4=380 Hz was the same as
Schlick’s lower church pitch. Later
scholars reported most Baroque organs
in France and Rome were tuned to this
pitch. In other Italian cities either
higher or lower pitch was more com-
mon. In England after church organs
had been removed by the Puritans dur-
ing rule by the Commonwealth govern-
ment from 1649 to 1660, many of the
new replacements after 1660 were built
at a higher pitch (around A4=480 Hz),
about a whole tone higher than
Practorius’ ideal pitch.

Praetorius believed his piich was most
desirable for secular chamber or or-
chestral music. Higher pitch would
cause broken E strings, lower pitch
would sound dull. However there is
evidence of use of a chamber pitch
about 62¢ lower (approximately A=410
Hz) elsewhere — particularly in France,
This is the pitch determined for many
of the French Baroque woodwinds in in-
struiment collections. There are also
reports of harpsichords tuned at this
pitch. Christian Huygens, the great
Dutch physicist and mathematician of |
the second half of the seventeenth cen- |
tury, who also played several musical in-|
strtuments, made frequency determina-
tions placing his harpsichord tuned in
% comraa meantone temperament at a
pitch of about A=409 Hz. Scon after-
ward the scientist Joseph Saveur, noted
for his work in the physics of sound,
reported Parisian harpsichords were
generally tuned at a piich corresponding
to about A4=408 Hz. In present day
performance of compositions of the
early Baroque era, if pitch is lowered
for authenticity, A4d=415 Hz, a
semitone below standard pitch is a con-
venient compromise between the
chamber pitch of Praetorius and the
lower chamber pitch of France and
elsewhere.
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nybody can pick up a few tunings
b.these days. Anybody can set up
shop and act like a piano tuner; hun-
dreds of nervy novices do it every year.
But not many survive to become respon-
sible full-time technicians.

To have a future in this business, you
must get training. Without it, you will
spend a lifetime repeating your
mistakes, and you won’t be successful;
you will become a liar just to get by. If
you are just starting out, I urge you:
don’t become a liar — become someone
real. Stop and get training now.

And don't fool around; get real train-
ing, on-the-job training — learn by
doing. Realize that in the classroom,
and from courses and books, you don’t
learn piano work, you learn words
about piano work. Words are fine, but
words in lieu of experience will hold you
back, particularly in the beginning. You
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won't learn the job until you do the job
and are shown your mistakes and how
to correct them — over and over and
over,

How do you get this kind of training?
Who on earth would give you that kind
of attention?

Go to the best piano technician you
can find and try to attach yourself in
any way you can. Often a truly out-
standing technician has an unfilled need
for the keen appreciation that can be
given him by an eager student, because
the fine detail of his own work is not
perceived by the people around him.
Don’t be deterred if he seems unwilling
to teach: many fools and dreamers
knock at his door for quick lessons in
making quick money. You have to
prove yourself constant and reliable,
hence worthy of his interest, so be per-
sistent. Despite all blows to your pride
and dignity, keep trying. If he accepis
you, he will show you everything he
knows gladly, and it will change your

life. .

I won't tell you precisely where to
look for such a person, but be assured
he is there — seek him out. To do my
seeking, I left a small town in Illinois
and went to New York. Let me tell you
one way of finding a teacher.

hadn’t done much with myself that
L.year, at age twenty-three, except play
the guitar and do odd jobs. Although I
had military service and two years of
college behind me, I had yet to be a
winner. I had no trade, no profession,
and saw none in that little town that I
cared to take up. My dream was to live
alone somewhere with my guitar, prac--
ticing fourteen hours a day. That wasn't
done in Vandalia. '

To Dad, the notion of my leaving had
less the look of necessity than of ir-
responsible flight. He wanted me to stay
and help run the hatchery. But in 1960,
small hatcheries were on the way out,
because small farmers had stopped rais-
ing chickens. I had no heart for the
work anyway — grading eggs, shipping
chicks, selling feed — besides, Dad and
I fought, as strong-minded fathers and
sons will do.

Mom thought I could stay in
Vandalia if T did piano tuning. She
knew it was more in my line — working
alone, working with my hands. She
ordered books on tuning from the State
Library in Springfield, then sent me to
Orville Force.

Orville sold Acrosonics two blocks
down the street in an old frame house,
whose asphalt siding told buyers how
small his mark-up was. (He sold a lot of
Acrosonics.) He said sure I could work
on his pianos — as long as I didn’t
want any money — and sold me a six-
dollar hammer. My first piano took
seven hours, and Orville said it sounded
just fine. A dealer sure is easy to please
when the price is right.

While tuning my first few pianos, 1
got a letter that changed everything. In
the Coast Guard I'd had a shipmate
who abetted me in profitless pursuits
like the guitar. He wrote me about
small towns, “It’s not so much that
they're against you, but that they're
never really with you.” It wasn’t true, of
course, but it’s what I wanted to hear.
His enlistment was ending, so he said,
“Let’s meet in New York — like Mec-
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ca.
That was it. I packed the guitar and
the cheap hammer (to my fathet’s
disgust and my mother’s dismay) and
caught the next bus going east.

Today I'd be afraid to jump in like
that, but youth doesn’t fear living on
salami sandwiches and tramping all
around town in the cold. The city was
covered with snow and I had a hundred
and fifty dollars — or about two weeks
— to track down a job somewhere.

The guitar was a loss, naturally enough,
so I looked for piano work. I was
following my natural bent, though I
didn’t see it at the time. But my natural
bent, after just five tunings or so,
wasn't seen by anyone else either; at the
first factory I went to, the provincial ur-
banite behind the desk only scoffed,
“Cur tuners do thirty a day! You
wouldn’t be able to eat!” I begged for a
chance, but he just laughed. Piece
work. He was right. At twe pianos a
day, it wouldn’t even be salami sand-
wiches.

Even so, his disdain made me angry,
and determination set in. Keep in mind
I had no history of fixing my eye on dis-
tant stars, but now I began feeling a
stability that surprised me, a sureness
that set my lips firmly together. [ knew
I could do the work in that factory, or
some other factory or store, with just a
little bit of help.

The first answer you get is always no,
but I didn’t catch on for a while; I ac-
cepted that answer as final, like a good
boy, in the next dozen interviews all up
and down Manhattan.

There were a couple of smaller fac-
tories that “weren’t hiring.” The
buildings had a gloomy, decadent look,
and from what I could see of the
hunched and slow-moving workmen, in
the dust and the dim light, the last hir-
ing must hve been at least forty years
past. I was received ouly briefly by
sullen old men in such places.

Neither were the fancy pianoc stores
hospitable to a confessed novice. The
people I encountered were primarily
salespeople, condescending, haughty —
typically without sympathy for technical
people whether skilled or unskilled. But
I found one exception.

It was the day I had tackled every
store on Fifty-seventh Street and wound

up standing at dusk in front of Stein-
way Hall. I could see the lights of the
chandelier through the many-paned
front window: refinement fairly radiated
from within. It was very intimidating to
a good boy from Vandalia, and I
hesitated a long moment, thinking, “It's
a waste of time, they'll squash me like a
bug.” But I went in anyway.

What I met there was revelation; for
while I was not by any means received
with open arms, I was treated for the
first time with respect. That impressed
me profoundly and accounted largely
for all that came afterward. And the
place itself glowed with gentility, tradi-
tion shone forth from every surface; and
to see those pianos — so rich and fine
and perfect, room after elegant room
full of them — T fell precipitously in
love.

Of course, the answer was no. But
the refusal was perhaps too kindly,
because I read in the tone of it an in-
vitation, rightly or wrongly, and I went
back again the next day, then again the
next, still being politely turned away.
You see, at that point in my career [
had absoluiely nothing to lose, nothing
to defend, especially not pride.

Six times 1 went back uniil, at last,
with a twinkle in his eye and an in-
dulgent smile on his lips, the manager
agreed to have me tesied.

For three hours, I meticulously ap-
plied myself to a fresh-smelling Everett
console, with my fresh-smelling copy of
William Braid White lying open beside
me on the bench. Then a snowy-haired
gentleman, middle-aged, but with a
soft, youtihful face, came and quickly
played over my work. I felt I had done
a pretty slick job.

“Well,” he said, brusquely, looking
past me as if talking to someone else,
“it’s a rough tuning at best.” My
stomach sank.

I suppose I must have hoped he
would break into a grin, shake his head
in admiration, and ask deferentially
whether I would consider joining the
concert staff. Instead, he stood quietly,
listening for what I had to say. He
seemed unfriendly but he wasn’t; he just
couldn’t see me.

“I’ve only tuned about five pianos,” I
said. ‘““Ves?” he said. It was an oddly
laconic, though vety direct, exchange.

“Who showed you how?” “Nobody,” I
said.

He played some octaves again — then
in the middle, some fifths and thirds.
“You need to be shown what to do,” he
said.

As strange as it may seem, up to that
very moment I had only been looking
for a job; I hadn't been looking for a
teacher. I'm sure I didn’t think I need-
ed a teacher. Suddenly, the meaning of
my impulsive journey across the country
and my travels all around that irritating
city became clear. I saw a dim vision of
- myself in this man, so unlike me in ap-
pearance; but I also saw in him
something I didn't have — ability, com-
petence, real worth — and I wanted it.
Impetuously, I grasped for it.

“Teach me,” I said, “Show me the
right way to do it. Get them to hire me.
Tll do anything you say.”

1 think he heard himself in my voice
and remembered how hard it had been
for him to get a break starting out. I
could see he was on my side. Yet, he
was not entirely a pushover; I had to
court him, I had to persist, I had to
come back yet another time. And I ad-
mit buttering him a bit about the honor

Continued on page 38
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The Soundboard

L orking on soundboards requires
@ & skill as a woodworker and as an
artxst because there are two types of
problems we encounter in boards. There
are structural problems which affect the
function; delamination from the ribs
and loss of crown are the most com-
mon. There are also cosmetic problems
such as dirt and deterioration of the
finish which affect the market value of
the instrument. Cracks may be classed
in either category. By themselves, they
are a cosmetic problem but need atten-
tion: usually, customers know only that
there is something large in a piano
which shouldn’t be cracked. Therefore,
they become slightly hysterical over
soundboard cracks, will not purchase a
piano which has them, and generally
need re-education that it is not the kiss
of death. At times, cracks can be
beneficial: in the case of loss of crown,
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they provide a means of at least partial-
ly correcting the problem. Cracks can
also indicate rib delamination or struc-
tural weakness, which are more serious
problems. In evaluating a board for
repair, then, we first determine just
what it is that needs to be solved, as
well as whether the board is still sound
enough to warrant any work.

The first indicator is the voice of the
piano; the hammers may be in bad
shape and the tone poor, but a certain
amount of volume and sustain suggests
that there is life in the board. There are
five physical indicators of board condi-
tion: bearing, crown, ribs, edges, and
overall wood quality. Bearing can be
checked quickly with a rocker gauge. In
this preliminary stage, this is to be sure
there is some bearing everywhere,
meaning that the bridge is displacing
the sirings from a straight line between
termination points. If not, more careful
readings are taken to determine how ex-

tensively there is zero or negative bear-
ing. After the bearing, look at the
crown of the board. ‘“Crown” refers to a
different factor than bearing: while
bearing denotes the relationship of the
bridge to the string, crown refers to the
actual arched shape of the board itself.
The board is so constructed in order to
improve its resonating ability and to
withstand the down-pressure of the
strings. Of course, since the bridge sits
on the board, changes in one affect the
other, but it is necesary to evaluate
them separately. A piano could have
negative bearing but adequate sound-
board crown (if, for instance, a replace-
ment pinblock is too high) or have
bearing but no crown (if the board has
flattened but the plate has been lowered
so the strings still contact the bridge).
To check crown, stretch a string beside
the longest rib, with the ends contacting
the board where the rib joins the case
(use thumbtacks to hold it in place). If -
there is a gap between the string and
the board at the middle of the rib, then
the board has crown (the board curves
above the line described by the straight
string). If there is little or no gap, then
the board has flattened. It may or may
not be salvable, depending on the
degree of loss, the overall condition of
the board and, to some extent, under
what conditions the piano will be used.
If the board has “oil-canned” it will
displace the string and is a hopeless
case and must be replaced (there are
pianos around with deliberate negative
crown: these will have adequate bearing
and very tall bridges). Although some
crown can be restored by careful drying
and shimming of the board, be cautious
about undertaking extreme cases, con-
sidering that a new board or total
replacement of the piano might serve
the customer better.

Check the ribs for delamination by
visual inspection, using a thin blade to
probe along the glue line where there
are cracks or buzzes. Feel across the top
of the cracks for unevenness in the
soundboard where it has pulled away
from the tib. Then check around the
rim to be sure the board is still glued
tightly to the rast.

Finally, attempt to determine the
healthiness of the wood. Spruce which is |
gray (not just from surface dirt but in




the cells of the wood) or crumbly has
aged to near collapse and should be
replaced or left alone to die gracefully.
“Repairing” such a board and lowering
the plate to get bearing only increases
the stress and hastens the demise of the
instrument.

Another possible problem related to
the board and bearing is bridge roll.
This is a condition in which the bridge
has tilted forward so the string is con-
tacting the back of the bridge rather
than the front. This can be due to poor
construction of the bridge, or to the
soundboard collapsing in front of the
bridge, or to the bridge delaminating.
In any of these situations tone is weak
since the speaking length is not positive-
Iy terminated. 1t may be possible to see
that the strings are creeping up the
front bridge pins. There will usually be
pronounced false beats. If the condition
is slight it can be difficult to detect
while the piano is still strung; it is
possible to read back bearing as front
bearing and assume that all is correct.
The easiest way I know to check for this
is with a piece of fishing line used as a
string, stretched under the capo and
lowered slowly so it just contacts the
bridge. You can see if the string con-
tacts the front of the bridge first. If not,
you have another problem to correct but
it is a bridge problem and this is a
soundboard article so for purposes of

brevity we shall assume that the bridge
is in good condition. It is a soundboard
problem if the board has collapsed,
causing the bridge to roll. A slight
amount of waver is common in older
pianos and is not cause for concern as
long as the front bearing remains
greater than the back, but if the board
has weakened it needs to be replaced.
When the work is undertaken, make
a sketch of the piano and record
measurements before disassembly.
Measure the bearing on both sides of all
breaks and in the middle of the long
bridge: at least every ten unisons and
more frequently if there are problems to
correct. I measure bearing with a rocker
gauge and a set of feeler blades which
run from .0015 {o .015 in thickness;
there are also dial gauges which are
easy to read accurately. Don't settle for
“about a nickel, about a dime”
thickness readings unless you are sure
the plate will go back in exactly the
same place and no adjustment of bear-
ing is necessary. After destringing the
piano, check the bearing again, using
fishing line as a string. This supplies in-
formation about how the board behaves
under stress. Since any plate adjustment
must be made while the piano is
unstrung, failure to take both sets of
measurements may lead to either an
unpleasant surprise or unnecessary
worry over readjusting bearing and/or
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crown. Adjusting bearing based only on
measurements faken on the unstrung
piano is inaccurate, as the load of
strings at pitch will cause the board to
change and bearing may actually im-
prove in some areas. Too much bearing
is undesirable, since it restricts the mo-
tion of the board and acelerates its
flattening. Therefore, do not lower the
plate for more bearing unless it is
necessary according to strung-piano
measurements. Similarly, if crown is to
be improved, you should check with the
string along the rib and measure the
gap before and after destringing.

Use hardwood wedges to register the
plate position; two at each front corner
and several at the back of the plate.
Align the wedges with screw holes or
other reference points to be sure of put-
ting them in the same place when the
plate is reinstalled; draw a line on each
wedge as close to the plate as possible.
Number the wedges and mark their
location on the chart. (Take wedge
readings with the plate screws in.) If
you are replacing the block, make
whatever additional references you want
to be sure of a record of the original

‘plate position. Then remove the plate to

expose the board for work. Even if
there is no board work I usually remove
the plate before restringing — it is the
only reasonable opportunity to inspect
the pinblock and other hidden areas.

Iadegaa
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I also remove the nose bolis before I
do the board — fewer obstacles to
scrape my knuckles or dull tools. Mark
them or measure their height above the
board so they can be quickly reinstalled
nearly correct (final adjustment is made
when the plate is in). They should be
numbered by scoring them with a file
and noting their sequence on the chart.
Tape off the bolt holes and the plate
screw holes. Although it will be scraped
later, the board should be clean before
work is begun. It is easier to detect
cracks on a clean board and the work is
more pleasant. Dirt left standing on the
board works into the wood, making for
a less than satisfactory final result. I
wash the board with soap (Murphy's Oil
Soap) and warm water, exercising a lit-
tle finesse to keep water off the keybed
and out of the screw holes. Then the
board is rinsed and dried with rags.

If there are no cracks, the board
could be scraped and refinished im-
mediately, but I dry it for at least a few
days to be sure nothing is going to open
up or delaminate. If there are cracks,
and particularly if crown is to be im-
proved, the board and the shims must
be very dry before repair. It must be
brought to a lower moisture content
than it might ever achieve naturally, or
the cracks may open up again. My shop
is dehumidified; when drying a board I
turn up the heat (which enables the
dehumidifier to pull more moisture out
of the air) and hang Dampp-chasers (3)
under the soundboard. I've used a
space heater under the board but the
fire hazard worried me. Heat lamps can
be used so long as the heat is not too
concentrated and is not scorching
beams or ribs. Drape the piano with
wool or cotton blankets so the heat is
retained under the board. Don’t use
plastic or synthetic drop-cloths — they
will hold moisture on the surface of the
wood.

How long to cook a board? This
depends on how damp the wood is to
begin with, as well as how great a
humidity variation the piano must
withstand later. You should know the
“{range of humidity in your area and con-
sider that, but keep in mind that the
customer may take it into his head to
move to the desert. Try to repair the
piano so it will stay repaired even under
extreme conditions. There is a device

with prongs which can be plunged into
wood to read moisture content but it is
an expensive gadget, and mainly used
when replacing boards. As a rule of
thumb, dry the board until the widih of
any cracks has doubled, or you hear
ribs popping loose, or until a week has
gone by and nothing has happened.
Begin work but leave the Dampp-
chasers running until shimming is com-
pleted.

If there is rib delamination or the
board has separated from the inner rim,
it should be repaired before other work
is done. The potential difficulty in mak-
ing these repairs is finding a clamping
method to pull the board together with
the ribs or rast. There are many
methods and devices to clamp ribs:
there was an excellent discussion, with
illustrations of the various fechniques,
in the Technical Forum of the
Novermber 1980 Journal. Sheet metal
screws can be used around the rim but
bar clamps will usually work for this
repair and are definitely a worthwhile
investment for a rebuilder.

I get best results with a shimming
tool with a very narrow triangular
blade, since I can cut the groove deeply
enough with relative ease and then
widen it if necessary. It's been suggested
that in enlarging a crack for shimmming
we should compress rather than remove
wood. I do not agree with this. First of
all, compressed wood, if it expands
later, may separate where the cells have
been crushed. Voila! a new crack.
Secondly, compressing wood requires so
much strength that the accuracy of the
cut suffers. Therefore, shimming tools
are kept sharp enough to remove wood.
Many technicians equip shimming tools
with a guide to limit the depth of the
cut; for some reason I've never done
this but it seems an excellent idea.

Evaluate the cracks before charging
in with the knife. If a crack “jumps” a
grain line you must decide whether to
run the shim across the grain or to end
that shim and begin another. If there is
more than 1/16” of grain to cross, it
may be better to repair the cracks
separately, It is difficult to cut across
the grain where there are these parallel
cracks without freeing large splinters of
wood. Splinters in turn leave gaps,

making a uniformly tight-fitting shim
impossible unless a great deal more
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wood is removed. Even then the groove
may be s-shaped and the shim will not
fit well. On the other hand, placing two
or more shims very close together is dif-
ficult because there is very little wall of
original sruce left to hold the shims. in
these instances it may be betier to shim
one crack and let that dry before cut-
ting for nearby shitns, or to shim the
worst cracks with wood and fill the

-others with epoxy, or to carefully rout

ot saw out the whole area and place in
a new piece of spruce. To do this one
must avoid damaging the ribs by plac-
ing a depth guide on the saw; the cut
must be very straight so a guide is
clamped to the board. The piece is
chalk-fit (as a block to a flange but us-
ing white chalk) and glued in place with
go-bars or a t-nut beam for clamping
pressure. This is a rather difficult repair
and perhaps should not be undertaken
without further assistance than just this
article.

At the mention of epoxy in sound-
boards there will be grumbling among
the traditionalists. I should know — I
grumbled against it myself for years.
However, bear in mind what has been
determined about soundboard cracks —
they don’t seem to affect the sound but
are principally a cosmetic problem. It
may be the best solution fo use epoxy to
fill the lesser cracks in a multiple-crack
situation than to put in a lot of sloppy
shims (pulverizing the board in the pro-
cess) or a poorly fit large piece, or to
leave the whole thing alone and iry to
disguise it with the new finish. I also
find epoxy useful for the fine lines of
dirt or old glue or whatever it is that
looks like a crack but doesn't run
through the board and doesn’t open up,
but doesn’t look good and can't be
snaded out. These can be carefully
cleaned out on the surface and a bead
of tinted epoxy put in which will make
them praciically invisible,

Wedge between the soundboard and
the beams before shimming. This forces
slightly more crown into the board (as
well as supporting and keeping it quiet
while work is done). If the shims are
well-fit and the drying properly done,
the board will tend to retain this addi-
tional crown when the wedges are
removed. Push these wedges in between
the ribs and beams but don’t hammer
them home too tightly or something




may break.

Of all the passes made with a shim-
ming kuife, the first is the most impor-
tant. Do this with the sharp point,
using very light pressure and going very
slowly so you can watch the grain of the
board. Once the path is set the knife
will tend to follow it, so get it accurately
placed. As the cut deepens, more and
more pressure can be applied. The tool
should be kept perpendicular to the
crack; leaning it to the side will produce
a waver in the groove and the shim will
fit poorly. The depth of the shim should
match the depth of the crack. If the
crack goes all the way thrugh, so should
the shim.

“Avoid piling up sawdust and slivers at
the ends of the cracks — pull loose
material out of the crack entirely. I
shape the ends to a gradual curve (like
the prow of a boat) and shape the
shims to match: This makes a smoother
{ransition than a squared-off end. Work
from crack to crack, progressively
deepening each, or take breaks, or do
whatever you have to do to maintain
control and patience. Spruce is so soft it
will not tolerate any errors, Often places
develop where the wood begins to tear
or splinter or the grain pinches the
knife. Smooth these as soon as they ap-
pear; usually changing the direction in
which you pull the knife and exerting
less pressure until the tight spot is
worked out helps. Unless the board is
very old or thin or you are very large, it
is helpful to climb onto the board or sit
on the rim for better control and super-
vision.

Purchase shims by the bundle and
pick out those which match your knife,
or else cut your own on 2 table saw,
They should dry on the board as it is
drying. As you look at a shim from the
side, check that the narrow edge (the
bottom) is reasonably straight and has a
continuous grain line. Discard any with
gaps, large splinters, or an uneven
thickness. Look at the ends, checking
for a straight vertical grain, which in-
dicates desirable quarter-sawn wood.
Sand the shim lightly and mark arrows
on the top to indicate planing direction.
Once the shims are in the board there
will be obstacles such as bridges to work
around, so orient the shim for easiest
possible planing. Find the planing
direction by shaving a sliver off the top

— if it shaves off smoothly, that’s the
right direction. If it gouges or splinters,
that’s wrong.

As the grooves get deeper, fit each
with an individual shim and finish the
cutiing to match that particular shim. A
shim, when pushed down with the
fingers, should fit snugly and not rock
from side to side. There shouldn’t be
gaps along the edges or at the ends.
Push the shim down along its entire
length, feeling for spongy places where
it isn’t solid o the board. Mark these
areas on the board with a pencil so the
groove can be enlarged where needed.
When it is properly fit, the shim should
be snug enough $o it can be pushed
down and will stay and can just be
eased up out of the crack without losing
spliniers. This is a stop-just-before-it-
breaks situation: experience will yield
judgement. .

1 used Titebond to glue shims for
years but since I took the plunge to fix
some cracks with epoxy I now use it to
bond in the wood shims as well. Even
the most carefully fit shim is bound not
to contact the board at absolutely every
point. Since epoxy bonds in a different
manner than glue, it fills these gaps
with more integrity than does glue. The
argument against epoxy is that it may
not move with the board as the wood
changes, allowing the crack to open up.
However, the technique has been in use
for some time now and it seems safe to
trust it. Since sound travels principally
with the grain rather than across, I
don’t worry that the epoxy is interfering
with vibrations. Of course it is true that
a material which behaves for 20 years
may not last for 60 so I may be redoing
some of these boards in -my old age; it’s
also true that we are great traditionalists
in this profession and resist change; on
that score you must decide for yourself.

1 use a liguid epoxy and tint it with
powders. When shirs are being glued
the board still has its original finish.
This makes clean-up easiér, as the old
finish helps repel the glue where it isn’t
wanted. It does make it helpful to
scrape a sample section so the epoxy
can be tinied to match the color of the
refinished board; if you use a finish
which imparts color you may wish to
apply that to the sample. Tint fo the
lighter grain of the board, using quite a
lot of powder so the epoxy becomes

opaque. Untinted epoxy dries to a dark
but transhucent line and is obvious as
“not wood.” Mask off the eracks
underneath, then use the epoxy as a
glue to put in the shims. The shims
should be pushed down firmly without
sideways pressure or they may snap off. |
They usually will stay in place if well-fit
but if they ride up out of the board you
should use go-bars, a t-nut beam, or
weight to apply clamping pressure.

To fill those dark lines, carefully
clean out any dirt or darkened wood
with the knife point. Apply the epoxy. 1
use a heat gun to warm the material
slightly so it becomes even more liquid.
Then I poke it with a thin wire to
release any air bubbles which will leave
tiny pits in the surface. Once the
material is on the board it is difficult to
see just where the level of the spruce
lies, so slightly overfill an scrape to level
later.

Garret Wade (the woodworkers’ sup-
ply company) has come out with a gap-
filling glue which may the answer to the
no-epoxy-in-wood problem while still
offering complete filling of the crack. I
haven’t tried it yet but can report its ex-
istence. Other technicians are having
success with it so far.

When the glue is dry, the shims are
levelled to the board. Small planes are
good for this, and a chisel and/or small
drawshave will be needed for tight
spots. Peel rather than hack, being
careful of planing direction. The shims
chip or break off below the board sur-
face quite easily, especially if wood is
removed too vigorously.

When the shims are flush, or nearly
s0, the board is ready for scraping and
preparation for refinishing, but I'm out
of space and time so we'll get to that
later.
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Continuing Education

A curious new phrase has crept into
our vocabulary in recent years. It
is “continuing education.” What does it
mean? Where did it come from? What
is its significance?

Forty years ago, when the country
was coming out of the depression, there
were some rather rigid notions about
education. It was thought that most
people could get along in life with a
high school diploma. College was for a
specific career such as medicine, law,
engineering, or business. Of course, a
few hardy souls ventured into liberal
arts, but it was thought that they would
“specialize” in something later.

At this time there was a sort of infor-
mal continuing education. It took place
on the job while you worked. It lasted
just long enough to give you the essen-
tials of what you needed to do your job.
This might be as little as five or ten
minuies to explain a procedure, or as
long as a few weeks, if some special
skills were to be learned.

With the close of World War II,
there began an explosion of knowledge
that is still going on. Research, infor-
mation, skills, and techniques spawned
by the war effort proliferated and
created new industries and new pro-
ducts, and changed old industries. This,
in turn, brought forth even more
change. Some way had to be found to
keep up with this information glut.
More people began to go to college.
Soon a college diploma was not enough;
advanced degrees became necessary.
Still, changes and new data raced ahead
of our ability to keep up. An incident
from my own family serves as a prac-
tical example.

In the early 1950’s, my sister, who
was a nurse, left her profession. She
married and exchanged her nurse’s cap
for a mother’s apron. When her
youngest child eantered school, she
returned to her profession. It had been
several years since she last worked. In
that time, there had been so many ad-
vances in the field of nursing, so many
new drugs and procedures had been
developed, that she was obliged o go
back to school for a number of weeks to
get caught up. This was called a
“refresher course.” Actually, it was
“continuing education.”

'various manufacturers, meet with in-

TH
HIELD

Ben McKlveen, RTT
Cincionati Chapter

Each new drug, new machine, or new
technique in the medical profession
sends thousands of people scurrying into
classes, seminars, or formal schooling
just to learn how to use these innova-
tions. Where once there were doctors
and nurses, there are now, in addition,
an army of specialized technicians to
absorb and utilize all that is new in the
medical field. Continuning education has
become formalized.

Besides medicine, the sciences have
utilized the classroom, the seminar, and
the irade journal to spread the word
about new developments.. In those fields
that require licenses (medicine, law,
education, etc.) continuing education is
a requirement for license renewal or for
advancement in the field.

Non-regulated industries and
businesses have seen the advantages of
continuing education. Sales forces for
all manner of companies, as well as
engineers and production staffs for

creasing frequency to help each other
solve problems.

The piano business is no exception.
Basic training in the service of pianos is
really only a beginning. If you are
lucky, you learn the fundamentals. But
fundamentals don’t make a skilled and
polished technician. Experience helps.
Supervised experience is even mote
valuable. Not all of us have been well
grounded in fundamentals or privileged

tuners’ organizations tried to help by
sponsoring seminars and conventions
that stressed the basic skills. The efforts
by techmicians of iwenty-five or thirty
years ago gradually yielded to better
trained teacher-technicians and a
corresponding sophistication of
material. Organization and discipline of
classes improved. The Guild fostered
better relations betwen the manufac-
turers and the technicians, which led to
some of the best “continuing education”
we have seen, such as the Yamaha “Lit-
tle Red Schoolhouse,” the Baldwin Ser-
vice School and, recently, a service
school by Kimbali.

To be sure, these schools are not
open to everyone. However, the Piano
Technicians Guild Institutes are open to
all. Granted, it takes time and money
to aitend these evenis, but the costs are
very reasonable when compared to the
costs for similar training in other oc-
cupations.

The benefits vastly outweigh the
costs. To be able to learn new tech-
niques, to see new products, to keep
abreast of change is to stay alive in your
business, to make it more profitable
and enjoyable — in short, to be suc-
cesstul! We work in a non-regulated
profession. No one forces us to “take
classes” for “credit.” No “mickey-
mouse’’ garbage courses bedevil us.
May it ever be so! Call it whatever you
will, good continuing education adds to
our skill, enjoyment, independence and
profit. It is available to us. As I said, it
does take time and money, but the
results are worth it and we are fortunaie
to have continuing education as a
choice.

During the coming months, there will
be state and local seminars within easy
reach of almost everyone who reads -
these pages. In July, “the big one,” the
national convention with its four and
one-half day institute takes place. The
best minds in the piano business from
field and factory will be there to instruct
you. Why don’t you plan to put some
“zing” back into your career? Attend
one of these events. Make some new
friends, meet some experts, learn some
new skills and garner some inspiration.
You will return to your work richer for
having done so. As Justin Wilson, the
Louisiana Cajun humorist, says, “Try

to have had good supervision. The early

it; yo' like it, I ga-ron-tee!”
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Tech. Ed. note: The notion that a
board with open joints is necessarily
tore stable and/or less likely to develop
cracks or ridges is one that is open to
question; this article is presented
anyway, subject to that proviso, because
of its intevest. — J.K.)

t has been said on reliable authority
Z.that one would be hard pressed to
find conventional soundboards in pianos
which are not cracked to some degree.
To this fact we must add that crushed
wood fibers in soundboards also exist to
the same, or perhaps even greater, ex-
tent. This is true because the same laws
of physics, disregarded in soundboard
design, account for both types of
damage.

In recent years the Piano Technicians
Journal has carried numerous reports
dealing with the repair of soundboards.
These articles have made it un-
mistakably clear that crushed fibers are
far more damaging to the soundboard
than are normal cracks. Many piano
technicians and piano owners express
dismay at the sight of soundboard
cracks, but seldom notice the signs of
the much more detrimental crushed
fibers. This attitude is an unforiunate
display of innocence. Owners are o be
excused on this point, but with all that
has been said about crushed fibers it is
difficult to find an excuse for tech-
nicians. Lying beneath all compression
ridges are crushed fibers. Compression
ridges, for the most part, are easier seen
than the cracks.

At the present state of the art we are
faced with the existence of cracks. As
for me, I find no fault with soundboard
cracks provided they are clean, have no
buzzing fibers and the sounboard is
solidly glued to ribs, bridges and rim.
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Later in this paper, I will discuss the
laws of physics which have been
neglected in soundboard design, and
which are the direct causes of the prob-
lems we are discussing. Also I will pro-
pose what to do to correct these prob-
lems.

This paper deals only with conven-
tional soundboards as we know them. I
make no comment about, nor reference
to, the development of laminated
soundboard design. My interest in the
study of cracks in soundboards started
several years ago when I lived in
southern Connecticut and was involved
in especially demanding piano service.
During the year the humidity would
vary up to the 80-95 percent range. In
the winter, with temperatures mostly
below freezing, the water vapor would
freeze out of the atmosphere leaving the
air dry. This dryness combined with in-
door heating resulted in low relative
humidity.

Eight of my customers belonged to a
skilled duo-piano group. Each had a
pair of excellent quality grand pianos in
his home and it was my privilege to
match-tune these pianos frequently.
When the atmosphere was humid I
would find these pianos four, five or six
beats per second sharp. In the dry at-
mosphere I would find these same
pianos four, five or six beats per second
flat. These pianos had fairly tight
soundboards with only a limited
number of small cracks. I reasoned that
when moist air called for the expansion
of the wood, the only direction in which
the soundboard could move was up,
and so the bridge was lifted causing the
pitch to rise. Conversely, when the
board dried out in a lower level of
humidity, the board contracted causing
the pitch to fall.

Soundboard Craciks, Compression Ridges
and Natural Laws of Physics

Meanwhile, I was comparing the
physical status and performance of my
grand piano with that of my customers,
which is of similar quality. It is 6’ 14"
in length and has seven cracks, varying
from 16” to 58”. While my customers’
pianos with their tight soundboards
were going sharp or flat, my piano re-
mained at A-440, month after month,
moving occasionally only a beat or two
one way or the other. Under the same
atmospheric conditions as those of my
customers, cracks in my piano’s board
were wide enough to take up the expan-
sion. With each crack to crack segment
moving within its own area, there was
no contact with adjacent board
segments, hence there was no buildup
of dimension; the soundboard remained
level and the pitch of the piano re-
mained stable.

A crucial test came when I moved
from wet Connecticut to dry Arizona.
Sun City, Arizona, in the Valley of the
Sun, has about the driest atmosphere in
the nation; average yearly rainfall is
7.05 inches, relative humidity is often
below 5 percent, and seldom does the
relative humidity go higher than 30 per-
cent.

When my piano was loaded aboard
the truck for moving, the humidity in
Connecticut was in the 90 percent
bracket. After ten days and 2,800 miles
of travel, the piano was put into my
Sun City home where the humidity that
day was 9 per cent. My piano checked
out at one beat per second flat.

In Sun City 1 have kept close watch
on six customer pianos, including my
own. All are good name grands, all
have well cracked soundboards and
range in age from 57 to 90 years. The
performance of these instruments is
amazing. They hold their pitch with not .




more than one or two beats per second
variation from year to year. In one of
these pianos the middle string of A-440
has held without adjustment for two
years. In another it has held without
adjustment for four years. In tuning
these pianos from time to time there are
many pins throughout the scale that do
not need to be adjusted at ail.

Over the long life of these in-
struments this piich stability has
resulted in less turning of tuning pins.
They all have original size number 2
pins, and all have excellent holding
power.

Now let me endeavor to explain the
laws of natural physics which act on
piano soundboards. Imagine, if you
will, a volume of air, a bucket full, or a
room full, or a cubic mile full. For sake
of discussion, let us say a cubic foot of
air at 50 percent relative humidity and
72 degrees Fahrenheit temperature. Let
us also assume that our volume of air
contains a piece of soundboard wood.

When we heat this unit volume of air
it expands to a larger volume. (This is
the law of expanding gases.) However,
the vapor which moves with the ex-
panding air does not expand at the
same rate as the air, and so the percen-
tage of vapor to the larger volume of air
is less, creating a lower relative humidi-
1y. That part of the vapor which moved
from our original volume to the larger
volume also moved out of our piece of
wood, creating a partial vacuum. Now
the next natural law comes into play:
nature abhors a vacuurm, so our piece of
wood contracts to fill the space vacated
by the moving vapor. Our piece of wood
has become smaller. This is the process
of shrinkage, the condition which we
describe improperly as drying out.

Next let us look at the opposite end
of this vapor condition. Starting again
with our first unit of air at 50 percent
relative humidity and 72 degrees
Fahrenheit, let us cool the air to a lower
temperature. This time the air becomes
compressed to a smaller volume but the
vapor content is about the same. Hence,
our unit has a higher relative humidity
and the vapor moves into our piece of
wood. Now we have the law of physics
that only one object can occupy the
same space at the same time, so the
wood fibers expand to receive the vapor.
This is the expansion about which we

talk.

In the foregoing I have tried to
demonstrate that we are dealing with
the forces of nature which are irresisti-
ble; we must live with them and
everything we do must adjust to them.
For example: To allow for expansion
and contraction of steel due to
temperature change, the mid-span of
the deck of the George Washington
Bridge which spans the Hudson River
between New York and New Jersey
moves up and down through seven and
one half feet during each twenty-four
hour cycle of temperature exiremes.

Examine a small steel bridge and you
will find one end is anchored to its pier.
The other end is resting on a roller to
allow the structure to move back and
forth, adjusting to temperature.

Another illustration to show the
forces of nature: if a wood floor is laid,
such as in a gymnasium, expansion
joints are constructed approximately
every twelve inches across the grain of
the wood. This permits each twelve-inch
section of tloor to expand and contract
with changes of humidity, without

touching the neighboring section. The
floor moves back and forth in the same
plane. Therefore there are no compres-
sion ridges, no crushed fibers and no
buildup of dimension which could cause
the floor to self-destruct.

Even our human bodies are created
to adjust to outside pressure changes.
Consider the fact that shoes feel tighter
on the feet as you ascend in an
airplane. The explanation is inside
pressure of the body adjusting to lighter
air pressure. You also feel this pressure
at your eardrums. And these changes
are felt in reverse as a plane descends.

This brings me to the main point of
this discussion: namely, that we should
design the proper means for controlling
the expansion and contraction of piano
soundboards.

All people in the piano industry, from
manufacturers to the purchasing public,
and all those in between, will need to be
educated to this change of attitude and
to accept rather than be dismayed at
the necessity of seeing lines of daylight
through piano soundboards. When
nature provides this daylight, we call it

)"i&—'
;/— Install on work
bench or in vise,

A MILBURN QUALITY TOOL

AT LAST... EASY TO USE... REALLY WORKS!

LOOP FORMING TOOL

~\

An Essential Tool . . . for making required loops for
single tied piano strings. (Many older pianos have
complete sections of single ties). This is a well ma-
chined tool with a professional finish.

Each tool comes boxed with complete instructions
for making “English™ (bass string) type loops or the
“German” coil loops, Contains helpful chart to con-
trol number of coils produced at end of loop.

Order No. 208 M ea. $32.50 net.
Plus Shipping Charges.
Calif. Residents add 6% Sales Tax.

@ Finest Quality “Roslau”
@ Tmned plated or unplated

| Cold Drawn Wire

'COMPLETE LINE OF TOOLS and
_ SUPPLIES for PIANO REBUILDERS
. SPECIAL TOOLS ...

Designed to Meet the Technician’s Requirements

PACIFIC PIANO SUPPLY CO.

P.O. Box 9412 « Morth Hollywood, Calif. 21609
Phones: (Area 213) 877-0674, 769-2490

1 and 5 pound coils
Sizes 12 thru 22 {half sizes 12 thru 20%}

1/4 pound coils

Smaller sizes 80 thru 11 (even sizes only)

Write: BOX PTJ

APRIL 1983 PIANO TECHNICIANS JOURNAL/ 29




a crack. Man should create these “lines
of daylight” which we may call “Expan-
sion Control Joints.”

Up to now nature has been providing
those cracks as if trying to correct
man’s mistakes and the industry has
been fighting nature by designing all
sorts of ways to fill those cracks. We fill
the crack and it breaks open again,
either in the same place or another
place adjacent to it. The process is
pever-ending — useless.

By the same process it is useless to
replace soundboards to overcome com-
pression ridges and crushed fibers. A
new soundboard as we build them now
will break out again at the first ex-
posure to humidity changes.

Some years ago the Steinway & Sons
Piano Company printed and circulated
a very useful article which was written
by Dr. William Braid White, Principal
of the School of Pianoforte Technology,
Chicago, Illinois, titled, ‘“The Sound-
board of the Piano.” The article was
reprinted by Steinway with permission
from the Piano Trade Magazine of
Chicago, Illinois. 1 include that article
with this paper.

The Sowndboard of the Piano

From an article by Dr. William Braid
White, Principal of the School of
Pianoforte Technology, Chicago, Ill.,
reprinted with permission from the
Piano Trade Magazine, Chicago, Ill.

the piano the function of the
..soundboard is to take up and
repeat the vibratory motions of the
strings, and thus to set up in the air
sound waves of vasily greater size and
power than could be generated by the
strings alone. The more faithfully the
soundboard performs this function, the
better soundboard it is.

“The layman will better understand
this amplifying function of the sound-
board if he will think of the relatively
enormous area of the board when com-
pared with the very small area of all the
strings taken together. Hence, when the
piano is played, the soundboard,
repeating the vibratory motions of the
strings, sets in vibration vastly more air

than could the strings themselves.

The more than two hundred strings
that constitute the tone-generating ele-
ment of the piano are stretched, at high
tensions, over wooden bridges, or sup-
ports, which are rigidly fastened to the
surface of the soundboard. Thus, within
a small fraction of a second any mo-
tions of the strings are transmitted
through the bridges to the soundboard,
which as it were, accepts them, and
faithfully reproduces them over its entire
surface. These tiny but intensely com-
plex motions, originating at the strings,
are transmitted to the large body of air
surrounding the front and back surfaces
of the soundboard, thereby setting up
powerful sound waves which immediate-
ly register on the ear-drums of all within
hearing.

“So faithfully does the soundboard
perform this difficult function, that no
matter how many strings may be sound-
ing at one time, their almost incredibly
complex motions will always and unfail-
ingly be taken up and reproduced.
Thus, the soundboard of the piano acts
just as does the parchment head of a
drum or the thin steel diaphragm of the
receiver element in a telephone. It
should be remembered, however, that it
is the strings, and not the soundboard,
that originate, by their vibratory mo-
tions after they have been struck, the
sound which the soundboard amplifies.

Construction of the Soundboard
“In order to obtain these very

remarlable effects of amplification, the
soundboard of the piano must be con-
structed with exquisite skill. Its length
and breadth depend of course, upon the
size of the instrument, while its
thickness, with some variations between
one end and the other, averages one-
quarter inch. The pieces of sprucewood
from which it is made are matched in
such a way that the grain runs roughly
parallel to the line of the great bridges
upon which the strings rest.

Facts Little Understood
“It is strange but true that these sim-
ple facis about the effect of the strings
upon the soundboard’s responses to the
strings, are still very little understood.
Thus there persists a common notion
that a crack in the wood must in some
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way cause a deterioration of the tonal
output. Actually, no such effect is to be
expected.

*“The erroneous idea that a crack in a
soundboard reduces the tonal output is
undoubtedly due to the equally er-
roneous theory that sound “vibrations”
in some way travel transversely across
the soundboard. But, as has been
shown here, the movement of the board
is that of the movement of the strings,
up and down in the case of a grand,
backward and forward in the case of a
piano of vertical construction. The
glued-up strips of thin spruce, rein-
forced by bridges and ribs, which con-
stitute the soundboard, become in fact a
single unit, so that the whole board
vibrates with the playing of even one
single note anywhere in the scale.

Effect of Cracks and Checks

“For this very reason a crack or
check in a soundboard reduces the
soundboard’s ability to amplify the
vibrations of the strings only to the ex-
tent io which the crack reduces the
vibrating area of the board.

“Soundboard areas vary with the size
of various pianos, but consider for ex-
ample a board with an area of 4,000
square inches, counting both surfaces.
Now assume that there is a crack in this
board 35 inches long and one-eighth
inch wide, which would be an enormous
crack. That crack would have an area
(counting both surfaces) of 8% inches,
and so would reduce the air disturbing
area of the board by less than ¥ of one
per cent, an amount utterly negligible.

“Here we have considered the effect
of an enormously big crack. A dozen
ordinary cracks, even if they extended
from end to end of the soundboard,
might have about as much effect, cer-
tainly no more. So long, in fact, as the
structure of the soundboard remains
solid, with ribs and bridges adhering
correctly to the surface of the sound-
board, and with the entire periphery
rigidly fastened into the frame of the
piano, the question of cracks is utterly
unimportant.

Effect of Atmospheric Changes Greater
“As 2 matter of fact, the tonal ouiput

of any piano, with no cracks in the

soundboard at all, is subject to vastly




greater change with every change in
temperature and humidity. The alter-
nate absorption and evaporation of
moisture affects the soundboard, and
therefore the tone of the piano, to a far
greater degree than any crack or ac-
cumulation of cracks, yet few persons
complain of this or even appear to
notice it.

“I have gone into this matter at some
length because the public, and some
piano men, are misinformed on the
subject. To correct the difficuliies that
arise out of public misunderstanding of
this matter has been the object of this
article.”

Jack Krefting, in his “Tuner Techni-
cian Forum” of July 1979, quotes some
views from Walt Thatcher which are
quoted here in part. All of the Thatcher
views, plus Jack’s observations on our
subject, are worth reading again.
Thatcher says:

“Taking another splinter from the
board is the abysmal ignorance of so
many people in our profession concern-
ing cracks. Have you counted the
number of customers who told you that
a previous tuner stated that the sound-
board was cracked and therefore
ruined? Naturally you (all of you)
learned people examined the board, and
in nine out of ten cases replied, ‘Tut,
tut, the board is fine.’ I recollect 143 in-
stances. Multiply that by 10,000 and
Braid White must be plum tuckered out
turning over in his grave.”

Jack Krefting in his “Forum’” has
given us a great wealth of opinion and
direction and I quote from that column
in the Journal of March, 1979, page #9.

“Cracks in a soundboard are the
most visible candidates for repair work,
but in importance they rank a distant
fifth — well behind loose ribs, bridges,
edges and compression ridges.”

In this discussion, I have tried fo
establish and explain several points.
They are:

1. Space for expansion and contrac-
tion is demanded by naiure.

2. Nature will create that space via
uncontirolled cracks and crushed wood
fiber unless man provides a conirol

mechanism,

3. The faithful amplification of sound
by the soundboard is not noticeably im-
paired by the existence of a relatively
small open space in the soundboard.

It is my sincere belief that it would be
advantageous if our entire industry
could unify its thinking to realistically
accept the existence of expansion con-
trol joints, and that expansion control
joinis be designed and built into all
piancs. Actually we are not facing wide
open unsightly lines of daylight through
the soundboards.

This paper makes no attempt to
designate the design control joints by
means of a general statement. Each
piano should be specifically designed. It
is, however, fair to say as a starter that
with a soundboard width across the
grain, at right angle of approximately
four feet, we face a total accumulated
opening width of approximately 3/16ths
of an inch at 5 percent relative humidi-
ty. One half this amount at 50 percent
relative humidity and near zero at 95
percent relative humidity. This would be
with soundboard fabricated with eight
boards about six inches in width.

Here are some of the plus factors:

1) Greater stability of pitch. Less man-
euvering of tuning pins, thus greater re-
tention of holding power, 2) Less stress
at glue joints between soundboard ribs
and between soundboard and the rim,
thus insuring longer life with less need-
ed repair work. 3) No soundboard
cracks to fill and no soundboard buzz-
ing to correct. 4) With absence of
crushed wood fibers the board remains
stronger, more resonant and more likely
to retain its share of support to the
soundboard crown.

In architectural and industrial design
there is a prime rule that FORM
FOLLOWS FUNCTION. The function
of a soundboard is to amplify sound
and it should maintain its stability
under normal atmospheric conditions,

- including places of human habitation

and fransportaiton. It should do this for

| many years without failure of its parts

and without excessive maintenance
costs. Expansion joints will achieve this.
As for form, we will need to become
accustormed to seeing the neat rows of
well organized open spaces. I would
suggest that these joint lines be ot-

namented by fine lines of color stain to
match the case. This among other
things will tell the observer that the
open joints are there by design and in-
tent.

1 urge all who are associated with the
piano industry to realize the need for
change in soundboard design, and to
consider design as demanded by the
physical laws of nature.
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Step #46 Check string
level/damper seating

ost technicians know that piano
wire, even after being strung
and pulled up to tension, still retains a
natural curve as a result of being reeled
upon a spool during manufacturing.
Because of this natural curve, the three
strings (or two) which make a unison
may or may not be perfectly level at the
point where the hammers strike and
where the dampers seat. Irregularities in.
string level may also be caused by the
holes in the agraffes not being peifect.
Whatever the cause, they must be cor-
rected. If one string in a unison is
higher or lower than the others, prob-
lems in voicing and damper seating are
sure to result.

Since the string level affects both
voicing and correct dampening, I find it
easiest to match the string level to the
dampers, then alter the tops of the
hammers to finish matching the ham-
mers to the strings. Theoretically, all
strings should be perfectly level, with all
of the tops of the hammers also perfect-
ly level, and correct dampening on every
note. However, being one who is more
practical than theoretical, I have a
tendency to leave the dampers alone if
they are working fine! Play each note
staccato, listening for the familiar “after
ring” which tells that the dampers are
not seating correctly. Don’t forget also
to try the dampers using a lighter,
legato touch, as well as using the sus-
tain pedal. If any dampers are heard to
“ring through,” feel the string directly
in front of the damper head and check
for a problem in the level-of the strings.

Not all problems with dampening are
caused by string level. Sometimes the
damper head is bent side to side or
front to rear. Maybe the damper-to-
string alignment is off. On trichords, if
the middle string is dampened but one
of the outer strings is not, try cutting
the middle of the trichord a little
deeper. There are numerous other
reasons for incorrect dampening besides
these. But if the strings are felt and one
of the unisons seems to be too low or
too high, try leveling the strings. When
one string is low and the others are
high, the obvious solution is to raise the
low one. However, some technicians

David Pitsch, RTT
Utah Valley Chapter

50 Point Guide To Grand
Regulation, Part XXX

would rather not raise two low ones to
match one high string when one is high.
It is possible to lower one string.
Whatever your preference, the end
result should be to get all three unisons
level.

To raise a low string, take a string
hook, as used in restringing, and place
it under the offending string between
the agraffe and the damper. Slide it
back and forth with a slight upwards
motion a couple of times. This process
is much like voicing in that you ean
always do a little more if needed, but it
becomes a problem when you've gone
too far. Don’t run the string hook too
close to the agraffe as you want to put a
slight bend in the wire rather than a
crink. It is possible to break a weak
agraffe, so put only a slight upwards
pressure on the string. Retune the siring
and check for correct dampening.

As mentioned above, if one unison is
high to the other two, you have a
choice. The high siring can be lowered,
or the two lower ones can be raised with
the method just shown. If you prefer to
lower a high string, take something
softer than the wire, a piece of brass or
hard wood (not a screwdriver) and gent-
Iy run it up and down the string using a
slight downwards motion. This is a little,

trickier, and perhaps not as permanent
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) as raising low wires.

Step #47 Check sostenuto tabs for
eveniess, adjust knife angle

The evenness of the sostenuto tabs
should already have been checked while
performing steps #43 & 44, the damper
lift form the key and lifter rail. If these
previous steps were done correctly, all
tabs will be in a straight line. If they
are not, go back to step #43 and redo,
as any change in the height of the

4 damper lever to get good tab alignment
will cause problems with ‘the damper lift

from the key and lifter rail.

Adjusting the sostenuto knife angle is
rather simple. Adjustment is made by
varying the length of the sostenuto
pedal rod. Looking from the treble side
of the piano at the rod, it should be at
5 o’clock in its rest position, 3 o’clock
in the raised position.

Step #48 Adjust sostemute knife
in/out and up/down

Now that the tabs are perfectly even
and the knife angle is adjusted, all that
is left is the in/out and up/down ad-
justment of the sostenuto rod itself.
Taken in this order, working on
sostenuto systems becomes considerably
less painful. If you can’t remember
anything else about the sostenuto rod,
remember the distance 1/8”. The rod
cannot interfere with the normal playing
of the piano. All tabs must clear the
rod when not using the sostenuto pedal.
On the other hand, when the pedal is
played, it must catch and hold firmly
any tabs in the raised position. Adjust
the rod in/out to give 1/8” clearance
between the rod itself (not the knife
part of the rod) and the ends of the
tabs.

With the sostenuto pedal in the down
position, we want to raise any tabs cor-
responding to the keys being depressed,
but we want them raised higher than
the distance the key will raise them.
The damper levers when raised by the
sostenuto rod should be pushed well in-
to the felt of the damper stop rail. This




will eliminate any unwanted noise from
other tabs coming up and hitiing the
knife from underneath while the
sostenuto pedal is in use. This adjust-
ment is far more critical on pianos
where the tabs are not hinged with a
return spring. These stationary tabs will
really cause a noise if the rod is not so
adjusted. Make this adjustment by leav-
ing 1/8” between the tops of the tabs in
the down position and the bottom of the
sostenuto rod. This adjusts the rod
up/down position.

Virtually all grands are made with
the sostenuto rod connected to the belly
of the piano. By removing the action,
access can be gained to work freely on
all the parts. The exception is the
American made Steinway. The
sostenuto rod is connected to the action
frame. On these pianos, any ad-
justments on the placement of the
keyframe on the keybed will change
how the sostenuto works. To regulate
the in/out and up/down on these
pianos, place the action in the piano
and secure its position with the
cheekblocks. By playing notes and
catching them with the knife, I can see
with the aid of a light how the rod is
working. Remove the action, adjust,
reinstall and check for correct position-
ing.

Step #49 Adjust shift pedal rod
length and stop screw

Depress the shift pedal slightly and
place a piece of paper in between the
left side of the action and the keyframe
stop block. Release the shift pedal and
pull on the paper. The paper should be
held firmly in place. If it comes out, the
shift pedal rod length is too long and is
holding the action out of place. Adjust
the rod length until there is no lost mo-
tion but make sure that the action is
secure against the stop block.

Now depress the shift pedal fully.
Look at the string grooves in the ham-
mers on the three string unisons. The
shift pedal stop screw on the treble side
of the piano should stop the action such
that the string groove for the left unison
is now directly under the center unison.
-Some technicians prefer to adjust this

screw out a bit further so that the
groove for the left unison is not quite
under the center string. Whatever you
prefer is fine. Just make sure that the
action shifts at least half a string groove
but not more than one groove. Actions
which shift too far run the risk of hav-
ing the hammer hit the left string on
the upper note, causing a bit of discord!
Check to make sure the action returns
freely and no noises are heard while
shifting.

Step #50 Adjust strile point,
tune, voice

The final regulatory step on the 50
point checklist is to adjust the strike
point, This is done by playing note 88
and listening to the quality of sound.
The action is freed at the treble by
removing the keyblock. Pulling the ac-
tion out or pushing it in while playing
the last note will tell just where the
ideal strike point is. Assuming that the
strike point was correctly adjusted in
the past and has now changed because
the hammer has worn, the action needs
to be a little further in, By sight, the
hammer should just clear the capo
d’astro bar. By sound, it is correctly

positioned where the tone is the clearest

and loudest.
If the action will not go back as far
as you want it to, take a screwdriver

and lift up the front of the keyframe us-

ing the guide pin as leverage. This will
show if the action should be further in.
After the correct position for the
keyframe has been found, loosen the
screws holding the guide on the
keyblock and reposition the guide to

match the new keyframe position. Some

pianos have an adjusting screw at the
back of the keybed, so look to make
sure this is not forgotten. The normal
amount that a technician should be
repositioning the action is around
1/32”. If you find that it needs a great
deal more, either the action was wrong
before you got to it, or someone did a
lousy job of hammer replacement!
This ends the 50 point checklist as
far as grand regulation goes. Following
will be two “appendages,” one dealing
with tuning, the other with voicing. 1
apologize for stepping on anyone's feet,

or for not having covered some aspects
of this checklist in as much detail as
others. To elaborate on the former
apology: everyone has a favorite way of
doing something, If anyone disagrees
with what I have written, please write in
and share your opinion with the reader-
ship. In that way, we will all benefit. As
to the latter apology, I tried not to
repeat what had recently been published
in the Journal by other technicians, Un-
fortunately, this meant skimming over
some important subjects. In closing, I
sincerely hope that no technician has
had an action in his shop, performing
each step as he read about it in the
After Touch series. Surely, there would

be one very unhappy customer!
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A TWO-OCTAVE
TEMPERAMENT

1 A.E. Sanderson, RTT
Boston Chapter

Vhis temperament works from the

- outside in, That is, it first
establishes the widest intervals by tuning
two single octaves and a double octave.
This span is subdivided into six parts by
tuning six contiguous major thirds.
Then finally, the three untuned notes
within each major third are filled in by
tuning fourths and rising thirds. Work-
ing this way from the outside in
guarantees the compatibility of all inter-
vals, and gives the tuner direct control
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over the width of his octaves and double
octaves right at the beginning. Scale
problems with the piano will show up at
this stage when they are easy to correct
by making minor compromises. Also,
the skeleton framework of six thirds can
always be tuned to rise smoothly all the
way. This virtually guarantees rising
thirds in the completed temperament
unless there are very serious scale prob-
lems with the piano.

1. Tune A4 to 440.

2. Tune A3 from A4, 4-2 octave V2
beat wide. (Tenth ¥4 beat faster than
third.)

3. Tune A2 from A3, 6-3 octave Y2
beat wide. (Minor third 2 beat
slower than sixth.)

4. Check A2-A4 double octave, no more
than 1 beat in 4-1 partials. (Seven-
teenth no more than one beat faster
or slower than third.) If out, change
A2 to make double octave tolerable.
(Note: the above octave choices are
optional — you may tune any type of
octave you prefer. The important
thing is to set these three notes to
your satisfaction before proceeding.)

5. Tune a set of six contiguous rising
major thirds from A2 to A4. This
can always be done on any piano,
but the beat rates will depend on the
inharmonicity of the piano. It is
helpful to know that the beat rate of
a major third is supposed to be just
midway between the beat rates of its
two contiguous neighbors on either
side. Also, the beat rates of two con-
tiguous major thirds are in the ratio
of four to five with each other. It
should never be necessary to move
any of the As to get these rising
thirds.

6. Tune an ideal temperament from F3
through C'4 using only thirds and
fourths. Again this can be done on
any piano no matter how poorly
scaled. You are entitled to five
perfectly rising major thirds, and
four exactly equally tempered fourths
over this mini-temperament of nine
notes, so keep at it until you get it.
Remember not to touch the previous-

ly tuned F3, A3, and C*4. One
logical way to do it is as follows:

a. Tune A"3 up a fourth from F3.
Tune F*3 down a third from A#3,
rising with respect to F3-A3. Tune
B3 up a fourth from F"3 to match
previously tuned fourth.

b. Tune G*3 down a fourth from
C*4. Tune C4 up a third from
G"3, falling with respect to
A3-C*4, Tune G3 down a fourth
from C4 to match other fourths.

¢. Test: G3-B3 third should be
halfway in beat speed between its
two adjacent neighbors, F*3-A%3
and G"3-C4, If it’s not, your
fourths are wrong. Proceed as
follows.

d. Expand (or contract) both the
F#3-B3 and G3-C4 fourths keep-
ing them matched to each other
until the G3-B3J third is correct,
retuning only G3 and B3.

e. Retune F*3 and A*3 in such a
way as to maich the two affected
fourths, and to place the F73-A%3
third halfway in beat speed be-
tween its two adjacent neighbors.

f. Retune G"3 and C4 so as to
match the two affected fourths,
and place the G#3-C4 third
halfway between its two adjacent
neighbors.

g. Test: Five perfectly rising thirds
and four virtually identical
fourths.

. Tune in both directions away from

the mini-temperament, checking
both thirds and fourths., The beat
rate of each new third can be ob-
tained directly from that of its
previously tuned contiguous third,
above or below. Remember the four
to five ratio of beats. Fit each note in
using both intervals (and others as
they become available) until the en-
tire two octave span has been tuned.

. Final test: Rising thirds all the way,

all fourths acceptable, fifths nearly
pure.




More Than The Old-Timers Ever Taught Us About
Tuning Stability
Part 1

George Krippenstapel, RTT
Connecticut Chapter

(Tech. Ed. Note: Mr. Krippenstapel
wishes to acknowledge the invaluable
assistance of William Trousdale in the
preparation of this article. Dy.
Trousdale is a member of the Physics
Department faculty at Wesleyan Univer-
sity, Middletown, Connecticut. — J.K.}
S ome years ago when I was first

apprenticing as a piano tuner, I fre-
quently had the experience of tuning a
piano, as I believed, more or less cor-
rectly. Returning to it minutes, hours,
or days later I would find it badly out
of tune from where I had left it. No
doubt, other tuners have had similar
experiences. The man that I was ap-
prenticing with, a man of some forty
years’ experience who was respected
among his clientele, told e that I
needed to learn to “set the pins,” then
the strings would not slip. He explined
that I had to move the pin in litile
jerks, bring the string slighily sharp and
ease the string into the correct pitch
from sharp. I diligently did this, and
the results were worse than ever. I
became doubly puzzled when I noticed
that he himself rarely followed his own
advice. He tuned both well and rapidly,
and complaints about tunings slipping,
even in critical concert or television
situations, wete not a problem. I con-
cluded that he had intuitively developed
and used procedures which gave good
results, but that he did not understand
from an analytic point of view what he
was doing, neither did he analytically
understand what was happening with
the piano.

I thought about the problem rather
considerably over the years. I aban-
doned strictly following his literal advice
and experimented with different ways of

tuning. During the time when I was
gaining more experience and my tun-
ings were improving, I reasoned that
there was more to the matter than could
be reduced to any one single set of
rules. Sometimes I moved the pin
smoothly, other times in a series of
small impacting jerks. Sometimes 1
brought the string in tune from the
sharp side, other times from the flat
side. Sometimes I pounded the key very
forcefully many times; but at other
times, in spite of all my effoits, the
string would blithely creep out of tune,
to my great puzzlement and dismay.
After many thousands of hours of
tuning and criticism and self-ctiticism
and correction and guesswork, I even-
tually got to the point where the stabili-
ty of my tunings was, in practice, a
small if not completely negligible prob-
lem. However, I still did not completely
understand what I was doing and could

-never be absolutely sure that my tunings

would not waver,

The three problems that the tuner
must solve as he is developing his skill
are: speed, accuracy, and stability. They
are the ways of looking at a task and,
like the legs of a three-legged stool, ab-
solutely depend on each other, The
problem of accuracy is yielding rapidly
thanks to the use of convenient and ac-
curate electronic pitch analyzers, and
due to a better theoretic understanding
of the nature of inharmonicity. As ques-
tions of accuracy are resolved the results

contribute to speed. It is now time to

begin to focus on the third leg of the

-problem. This task, as we shall see,
‘may prove to be knottier than the other

two, for a good reason. It is impossible,
given the current state of the art, to

divectly measure the factors involved,

when we are actually tuning a piano in
practice. The most we can do is to
estimate them and develop a feel for the
proportions.

I believe that it is possible to state
with confidence that, if a piano is cor-
rectly tuned, and if all the forces are
correctly balanced, and if the piano
does not undergo any changes in
temperature and humidity, then it can
be used for a virtually indefinite amount
of normal playing however forceful
without varying in its tuning. This is an
ideal of tuning stability which I am con-
,vinced by my own personal experience
 can be approached very closely in prac-
tice. A description of how to approach
this ideal will be given in four steps.
| First, we will describe a tuning pin and
string and how it reacts to in-
discriminate movement. Then we will
need to take a digression to discuss
some terminology and to introduce
some concepts of general physics that
we will need for our analysis. Then we
will apply these concepts to our ideal
string and tuning pin to see how they
interact. Fourthly and finally, we will
consider the combinations of conditions
that might be found in actual pianos.

We will consider the case of a single
string in an imaginary grand piano
which is below pitch and stabilized. We
will describe pulling the string up to
pitch, doing everything possible wrong
and one by one consider how to correct
or minimize the incorrect techniques.

In visualizing the following discussion
it will prove helpful to distinguish four
physically separate and different sec-
tions of the string-tuning pin system
that we are working with, First, there is
the tuning pin itself. Next, the string,
which can be thought of as consisting of
Ithree segments. First, the segment
which starts the hitch pin and goes over
the bridge, which we will call the Aitch
pin segment. Then we have the speak-
ing length. Finally, we have the segment
that starts at the capo d’astro bar, or
agraffe or pin, passes over the belly felt
and coils around the tuning pin, which
we will call the tuning pin segment.

1. We turn the tuning pin to the
right. At the same time we bend the top
of the tuning pin away from the string.
This induces molecular stresses into the
steel tuning pin (which is somewhat
springy).
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2. The tension in the portion of the
string between the tuning pin and the
agraffe increases. At the point where
the tension of this segment equals that
tension of the speaking length plus the
friction of the felt and agraffe, the ten-
sion of the speaking length rises to that
which will give the desired pitch.

3. The increase in tension of the
speaking length is not, however, enough
to overcome the friction of the bridge
and duplex plate. It remains at a lower
tension, and the bridge is thus under
pressure to roll toward the speaking
length of the string. This roll of the
bridge causes several problems if not
compensated for. First, the free vibra-
tion of the soundboard is impeded. In
extreme cases the string rides up on the
bridge pin, and a buzz originates. If the
whole piano is repeatedly maintained in
this condition, the soundboard may
develop premature splits and loose
unglued ribs near and parallel to the
bridge. Immediately upon reaching cor-
rect pitch, we remove the tuning ham-
mer. We have the following situation:
(1) The tuning pin has stresses in it
causing it to turn to the left and also

lof the string is at a tension higher than
ithe speaking length; (3) The hitch pin
isegment is at a lower tension.
The string and tuning pin system are
in an unstable condition at this point.
We have three points of instability:
1(1) The tuning pin, which, in settling,

back down; (2) The tuning pin segment '

will tend to lower the pitch; (2) The dif-
ference in tension between the speaking
length of the string and the tuning pin
segment, which will tend, in settling, to
raise the pitch; (3) The difference in
tension between the speaking length and
the hitch pin segment which will tend to
lower the pitch.

(For purposes of this discussion we
are disregarding the effects of pitch
raising. We are concerned only with the
stability of the individual note as the
piano is used normally.)

Therefore, we have two factors which
are tending to lower the pitch, and one
factor which is tending to cause the
Ipitch to go sharp. The ultimate settled
pitch of the string will depend on the
relative magnitude of the factors.

Friction and Elasticity

n order to understand what happens
. when we move a tuning pin, we will
now discuss some notions which will
prove useful. Since the string and the
tuning pin are in contact with other
materials, our attempts to manipulate
them during tuning are affected by fric- |
tion. There are several different kinds of'
friction.

When two surfaces are rubbed
together under pressure, the resistance
to their motion is called “friction.” For

most matetials the resistance, or fiic-

The Piano Wori%eso

3166 West 33 St., Cleveland, Ohio 44109
Phone (216) 831-1777 or 631-1991

PIANO KEYS RECOVERED
Sets of 52 extra thick key tops replaced, .075” or .085”

Molded key tops, .075". $49.00
Molded key tops, .095". $54.00
Above with fronts, add . $20.00

Plastic sharps, gloss. .. $38.00
Plastic sharps, dull . ... $54.00
Genuine Ebony sharps.. $69.00

Three working day turn-around time. Return shipping and
insutance included. Remittance with order, please.
We replace pin blocks and instail soundboards.

Service and installation center for Noriheast Ohio
for Marantz pianos and pianocorder units.
Complete library of tapes availabie.

Let our computer work up your plain wire siring scale for you.
Write for details.

Y 't afford

h

he job do.
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tion, increases with the increase of ap-
plied force until some critical value is
reached (called the braking friction or
“static friction”); the resistance drops,
the object slides on the surface and,
while sliding, the frictional force, “the
sliding friction” or *“dynamic friction,”
is constant and lower than the static
friction. The difference between braking
and sliding friction varies with the
nature of the materials in question.

With some materials the difference is
close or negligible. With cothers the dif-
ference is great. In practice the
measurement of the difference is com-
plicated by “creep.” If the applied force
is near the limit for braking friction, it
is sometimes possible to observe slow
movement which is different from the
sliding effect of exceeding the braking
fiiction limit. This is due to §
micromolecular differences in the
pressure being applied to keep the sur-
faces together, something like very tiny
vibrations.

In addition to braking and sliding
friction, there is also a third type called
slipping or hydrostatic friction. This is
the friction which occurs between two
surfaces lubricated by oil. When this
situation is present, there is no
minimum force which locks the two sur-
faces, and any distorting force will even-
tually cause movement, even if over a
very long period of time. Under normal
circumstances this type of friction does
not play a part in our discussion. It
does, however, explain why oil or grease
is so disastrous to a tuning pin or to the
pin blocks. A pin can never be made
tight enough to overcome the inevitable
slippage. Even a little oil will cause a
long-term creep which never locks.

Metal has a particular type of elastic
property; under moderate tension it will
stretch and then return to its original
length. As tension increases a point is
reached called the “elastic limit” at
which further increases in tension do
not cause the material to stretch fur-
ther. More important, as this point is
neared or passed, changes take place in
the metal itself. It loses its ability to
return to its original length and
becomes stiffer. If steel wire is brought
too near its elastic limit and quickly
released, the composition is changed
less than if it is held at tension for
years, as for example in a piano string.




The gradual loss of elasticity is impor-
tant in any consideration of tuning
techniques in relation to older pianos.
We will now turn to a point-by-point
analysis first of the tuning pin and then
the string to see how the various types
of elasticity and friction influence our
efforts to achieve a stable tuning.

The Tuning Hammeyr

here are basically two different

ways of moving the tuning pin.
One is impact motion, the other is
smooth or dragging motion. Impact
motion imparts a great deal of rota-
tional force to the tuning pin in a short
space of time. In effect, a shock wave is
sent through the steel, and this shock
wave utilizes the inertia of the steel to
cause the pin to move more neatly as a
unit, with reduced twisting. By selecting
a suitable combination of speed and
force, there is in theory no limit to the
smallness of increment of movement
possible. In practice, however, there is a
lower limit which depends on the skill
of the tuner and the kinds of tools he
uses. There are several impact tuning
hammers available which exploit this
principle. There is another type of tun-
ing hammer exemplified by the one sold
by Hale, developed by Steve Fairchild,
which has an exira mass ai the end of
the shaft. This can be used as a sort of
impact hammer when used in conjune-
tion with a loose-fitting tip. Both of
these require some experience to use
properly. By selecting the amount and
speed of the applied force, the tuner
can move the pin in one motion directly
to the desired point without stopping at
intermediate points. This technique of
pin movement is fast because it
eliminates consideration of intermediate
points. It also enhances stability, since
it does not induce unnecessary torsion
into tight pins. However, it is desirable
to employ impact motion only under
certain conditions and not under others.
The times when it is to be preferred are
as follows.

If there is a large amount of turning

to be done, for example in piich raising,

impact motion can be fast and accurate
as well as an enhancement to stability,
depending on the skill of the tuner.
When the pins are tight and the strings
are fresh and move over the friciton
points relatively freely, impact motion
can be very useful because it enhances
both speed and stability. It gives better
results faster. And impact motion seems
to be about equally effective regardless
of the placement of the hammer relative
to the string; 12:00 o’clock tuning or
3:00 o’clock tuning give results which
do not seem to be significantly different.

However, in dealing with pianos
which have normal or loose pins, im-
pact motion gives negligible advantages.
In fact, if the strings are subject to any
significant degree of binding friction,
especially in the tuning-pin segrent,
impact motion may be misleading as a
means of keeping track of that friction.

Alternatively, when dealing with pins
which are exiremely tight, especially if
they are “draggy” tight, the smallest
practical amount that the pin can be
moved by impacting may not be small
enough to achieve a fine tuning. In this
event, the tuner must use a smooth,
steady motion. We will now discuss
observations which will make effective
use of smooth motion easier and surer.

Tuning pins vary in sizes from 1/0 to
7/0. The degree of taper and the
swaged head are not standardized. For
solidity and speed, as well as comfort
and convenience, the tuner should carry
a variety of tip sizes. Ideally, the tip
should fit far down onto the pin, going
as near to the coil as possible; however,
if the tip fits so loosely that it actually
touches the coil, it may be awkward for
fine control in smooth motion. The tip
should contact the tuning pin at the
point nearest the coil. The top of the tip
will then rock, but the bottom will re-
main in contact with the pin. If the tip
touches at the top of the tuning pin, the
taper of the tip is too steep for the pin.
Such a situation is not impossible to
work with, but is not preferred.

The tip should allow as little play as
possible in rotation; a tip which allows
rotational play is either too large or very
worn. It is impossible to eliminate all
play from the contact between the tip
and the pin. For this reason, it is un-
wise and uncomfortable to use an
extension-type tuning hammer with the

extension any longer than necessary to
obtain convenient leverage. (Wasted
motion is the enemy of speed and ac-
curacy.) It is best to eliminate play at
the tip, and also at the end of the han-
dle.

When you have selected a well-fitting
tip, observe the amount of rock that it
has, i.e., up-and-down motion on
grands or in-and-out motion on ver-
ticals. Hook your thumb under the tun-
ing hammer handle, and select one of
the extreme positions. When turning the
tuning pins, keep the handle in that
plane; control the motion up and down
as well as rotationally. This gives the
maximum area of contact between the
tip and the pin without bending the
pin. Simply pushing or pulling the ham-
mer allows the tip to “ride up” on the
pin, causing wasted motion and possibly
coniributing to bending pins.

It is impossible to eliminate a certain
bending component of the force applied |
to the pin. Usually that force can be
made so small that it can be ignored for
practical purposes, especially if the pins
are not tight.

However, even if we discount
deliberate bending, the shape of the
hammer itself always causes a bending
exactly tangent to the hammer, exactly
in the direction that it is pulled or
pushed. If the hammer is parallel to the
string, either directly over the string or
away from it, the bending of the pin
that takes place goes from side to side
relative to the string. This bending com-
ponent of the pin affects the tension of
the tuning pin segment end the least,
when the hammer is in such a position.
Thus, one might think that 12:00
o’clock or 6:00 o’clock would be the
preferred positions, and they are, for
the most part; however, in certain in-
stances it is better to use the 3:00
o’'clock position. For smooth motion,
the tuning hammer tip must fit the tun-
ing pin as snugly as possible. The force
applied must be strictly rotational. Any
bending force or force at right angles to
the length of the pin (“normal” force)
will result in an induced stress, causing
a deformation (bending) of the pin
which will eventually relax, if it is not
removed, causing change of tension on
the string.

To be continued.
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The Full Time Technician
(continued from page 19)

it would be for me — working for
Steinway — something to live up to. He
liked hearing that. In the end he spoke
for me and I was hired.

Though I would have felt better call-
ing him Mr. Riou, he insisted I call him
Marcy, as everyone else did. For six
months, at seventy dollars a week, I was
his apprentice.

During that time, I tuned about 400

UPCOMING CONVENTION
THE PIANG

TECHNMICIANS GUILD

1983 July 4-8
New Orleans

pianos, every one of which Marcy
checked from top to bottom. He was
severe, never hesitating to make me do
it over, but always making sure I knew
how. We sat together on the bench tak-
ing turns, he with his expensive ham-
mer and I with my cheap one.

Marcy would never discuss theory —
no coincident partials, no beat rates, no
numbers. I wanted to talk about
White's book, but he would say,
“Forget all that! Do it this way!” Then
he would show me and I would try to
imitate what he had done. The most in-
struction he ever gave was to say,
“Make this one a bit slower,” or “This

is too rough, smooth it out.” If you

have learned primarily from a book or
in classes, you may have difficulty ac-
cepting or even understanding this.
Marcy taught me by rote, purely by ear.
We didn’t think, we didn’t talk — we
tuned.

I know a lot of theory now, and it
pleases me a great deal to comprehend
some of the mysteries of inharmonicity,
vet I've never done cleaner, smoother
tuning than I did in relative ignorance
that first year with Marcy Riou.

Learning, as I did, to do the job
quickly and well, under the strict
guidance of a genuine professional,
assured my success. I've had no trouble
at all staying busy ever since.

Agpril 10, 1983
ALL-DAY SEMINAR
Hilton Inn South
Denver, CO
Contact: John Bloch
1584 S. Broadway
Denver, CO 80210
(313) 7224221

757-0004

New Orleans Hilton &

Tower

LOCAL CONVENTIORS
AND SEMINARS

April 7,8,9, 1983
PACIFIC NORTHWEST CONFERENCE
Vance Tyee Motor Inn
Olympia, WA
Contact: Michael D. Reiter
902 - 185th Court East
Spanaway, WA 98387
{206) 847-6009

April 9, 1983

STEINWAY ONE DAY MINI SEMINAR
Steinway Hall
New York City

Contact: Nancy Hazzard
6 Joan Place
Staten Island, NY 10314

April 22-23, 1983
MIDWEST CONFERENCE
Marriott Inn
Ann Arbor, Ml

Contact: Mike MecGuire
4151 McAlpine
Milford, Mi 48042
(313) 3638488

April 29-30, 1983
NEW ENGLAND REGIONAL SEMINAR
Ramada inn
Mystic, CT

Contact: Scoit Welton
P.O. Box 404
Bethel, CT 06801
(203} 743-7342

May 12-14, 1983
PIANO TUNERS ASSOCIATION
CONVENTION
Claredon Hotel
Leamington Spa, England

Contact: Ralph Long
8 Baldock Street
\Ware, Hertfordshire
ENGLAND, SG12 9DZ
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September 16-18, 1983
ANNUAL WISCONSIN DAYS
University of Wisconsin at Madison

Contact: Bob Hopf
431 N. Main St.
Lodi, W1 53555
[608) 592-3731

October 2-4, 1983
FLORIDA STATE CONVENTION
Sheraton, Jacksonville Beach Resort Inn
Jacksonville Beach, FL

Contact: Barney J. Johns
3546 Oleander St.
Jacksonville, FL 32205
(904) 786-0868

October 14-16, 1983
OHIQ STATE
Columbus, Ohio

Contact: Nancy Burkhalter
1053 West Broad St.
Columbus, Ohio 43222
(614) 268-9770

October 20-23, 1983
NEW YORK STATE CONFERENCE
Executive Hotel
Buffalo, New York

Contact: Charles Erbsmehl
4165 Ransom Road
Clarence, NY 14031

{716} 759-6126




Changes at Boston School

‘ith the commencement of the
new term in September, the

School of Stringed Keyboard Instrument

Technology at North Bennet Street
School will have a new director. Bill
Garlick, who has directed this well
known school since 1968, is pleased to
announce that he is succeeded by David
C. Betts, who assumes the directorship
in September. David has played a valu-
able role in the development of this pro-
gram over the past several years, and
became co-director of the school in
September 1981. Bill Garlick will con-
tinue working at the school in an ad-
visory capacity until June 1983.

At the beginning of 1982 Christine
Lovgren joined the staff teaching part
time for the remainder of the semester.
We are very pleased to announce thai
Christine will assume a full time
teaching position this September. Both

ol

Sminway & Sons Appoints
New Director of Technical and
Customer Services

ew York — Steinway & Sons has

. | appointed O. Vincent Orlando to
the new position of Director of Tech-
nical and Customer Services. In his new
post, Mr. Orlando will head up a newly
formed service department of the piano
manufacturing Company.

In making the announcement, Lloyd
W. Meyer, president of Steinway &
Sons, said that by centralizing ad-
ministration of all service activities in a
single department, “We will be able to
respond even more quickly and com-
prehensively to customers’ needs, as well
as develop meaningful, new piano ser-
vice programs.”

This new department will have super-
vision over all customer and technical
services, including the repair and parts

David and Christine are graduates of
the school.

What happens to Bill Gaslick after
June 1983 is a question no doubt many
would like to ask. The answer to that is
in preparation, but for the moment he
says “wait and see.” An announcement
will be circulated in due time.

William E. Gavlick

department, the warranty program and’
processing of customer-owned Steinway
pianos. Mr. Orlando will also supervise
the training of dealer and Steinway
technicians as well as liaison with all in-
dependent piano technicians.

An industrial engineer, Mr., Orlando
has held various supervisory positions in
manufacturing since joining Steinway in
1955. Most recently he was manager of
manufacturing, planning and ad-
ministration.

Mr. Orlando attended the Newark
College of Engineering and received a
bachelor’s degree in industrial relations
from the New York University School of
Accounts and Finance, where he also
did graduate studies in business ad-
ministration. Born in New York City,
he resides in West Hempstead, L.1.,
with his wife, Marianne. They have four
children: a daughter, Kate, and three
sons, Stephen, William and Donald.

SCHIMMEL Model 205 Plexiglas
Grands for French TV

his past November SCHIMMEL
. shipped two 2.05-metre grands in a
plexiglas version to a French radio/TV
network, pait of a large order. In view
of the special use to which they were to
be put, but also on the basis of the ex-
perience gathered in manufactucing the
first plexiglas grand ever to be put on
the market over thirty years ago,
SCHIMMEL created a completely new
cabinet design. :

The heavy, bronze-tinted plexiglas
gives the instrument a very special look.
The legs, pedal-lyre, fall and other

| cabinetry elements were designed

especially for this material. With an air
of elegance the 20-cm-thick plexiglas
outer rim encircles the heavy sound-
producing portion of the instrument,
The inner rim and key-bottom, visible
through the plexiglas, are veneered in
jacaranda, in a colour which nicely
complements that of the plexiglas. The
practically invisible seams in the rim
and the other parts display the mastery
of the plexiglas craftsman with which
SCHIMMEL worked in close coopera-
tion. Also striking in appearance and
lending a charm all their own to the in-
strument are the metal parts, all gold
plated.

SCHIMMEL has produced a few ad-
ditional plexiglas grands in excess of the
order, which will be made available for
special displays, SCHIMMEL Days and
other marketing measures, both in Ger-
many and abroad.

PERKINS SCHOOL OF
PIAND TUNING & TECHNOLOGY

j/n continuous operation under same
.instruction and management since 1962,
;Course.s offered: TUNING e
IREGULATING e GRAND & PLAYER
'REBUILDING

Enroliment dates are January, April, July
and Qctober on the first Monday. Six
month course.

Phone (216) 323-1440 for free catalog
and tuition rates.
225 Gourt Strast

Elyria, Ohio 44035
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CHAPTE
CONTEST —
BE A WINNERZ

Promote Attendance at the
1983 Convention
New Orleans, LA
July 4 — 8, 1983

You wiill want to enter this contest
not only to create interest, excitement
and ATTENDANCE at your 1983 con-

vention but to win one of the ex-

citing prizes named below.

RULES

FIRST PRIZE — FILAM ""Music of
Sound’’

Awarded to the Chapter
with the largest percentage
of PAID member registra-
tions to the convention.

SECOND PRIZE — SET OF
TECHNICAL INSTITUTE TAPES

Awarded to the Chapter
with the second largest
percentage of PAID member
registrations to the
convention.

THIRD PRIZE — FOUR COPIES OF
THE CLASSIFIED INDEX

Awarded to the Chapter
with the third largest
percentage of PAID member
registrations to the
convention.

The winning chapters will have
special recognition at the convention.

GET ON YOUR MARE
GET SET
GO

Wi
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Ben McKlveen
Institute Divector

ow do you put an institute to-
gether? What are you trying to
achieve? What are your goals? These
are questions I have been asked from
time to time. There is no simple for-
mula but there are common ingredients
that are shared by all institutes.

In building a program we try to bring
together the best people to be the facul-
ty. It will include factory personnel as
well as field technicians. They will teach
classes that relate to every aspect of our
work. The Guild is fortunate to have so
many excellent teachers. We can vary
the programs from year to year. Learn-
ing opportunities are expanded by this
variety. Some topics are repeated every
year — tuning, for example. We have
aural tuning, electronic tuning and
various combinations of aural and elec-
tronic techniques. There are new people
coming to conventions each year, so
there is always a need for a variety of
tuning instruction.

This year we have managed to lure
Bill Stegeman out of retirement to do
his celebrated class on aural tuning.
This is one of the most comprehensive
classes on the “why” as well as the
“how” of tuning. If you have never at-
tended, you owe yourself the experience.
If you have seen this class, go again. It
is always worthwhile.

Al Samderson, the inventor of the
“Sight-O-Tuner,” will be teaching tun-
ing skills with an electronic emphasis. If
you use a little of both aural and elec-
tronic techniques to tune, the very
talented team of ¥im Coleman and
George Defebaugh will combine to
teach a class comparing aural and elec-
tronic skills. Laszy Bowen, from the
Washington, D.C. area, will repeat his
fine class to help you refine and
upgrade your tuning techniques with
aural and visual electronic tuning aids.

Classes in piano regulation need to be
repeated every year. This year, the
Wulitzer team tackles vertical regula-
tion and the Kimball team will take you
through the intricacies of grand regula-
tion — hands on — with model actions.
If you don’t do much regulation, or you
are new to the field of piano technology,
these classes will give you a good basic

understanding of the process.

If you think you know something
about grand regulation, I suggest that
you look in on the advanced grand
regulation class taught by Chris
Robinson from Connecticut. This
talented man and gifted, dynamic
teacher will give 'you much to think
about. Chris takes grand regulating to
new levels of understanding by asking
you to think beyond textbook specifica-
tions and routine screw tuning.

The father-son team of Willis and
Dave Smyder will teach two classes.
Shop and Business Operation will deal
with a discussion on different kinds of
shops, basic equipment and the opera-
tion of a shop as a business. Inventory,
time studies and cost accounting will be
covered also. An imaginative class in-
volving grand hammer installation also
will be taught by this talenied duo.

Bill Brandon is back to teach about
the installation of upright hammers,
shanks and butts. Bill was a field
technician who now works for Everett.
His class is designed to show how to
utilize factory techniques to get quality
results in action rebuilding.

The superb class on Grand Dampers
by La Roy Edwards and the Yamaha
team will be repeated this year. It
covers complete damper regulation,
troubleshooting, damper installation,
and includes the theory of damper
engineering.

Jim Harvey, Kawai National
Technical Services Director, will teach a
class about tools. The material is
directed at the beginner, who wonders
what to buy, and to the experienced
technician who wants to rethink about
what he is carrying on every job.

The voicing class will be taught by a
new team featuring Newton Humnt and
Sally Jameson. These talented techni-
cians will deal with piano tone regula-
tion in three parts: the pragmatic ap-
proach to daily voicing problems, the
aesthetics of piano tone, and the histori-
cal perspective of piano tone since the
18th century.

Special features include a number of
new and very different classes. Wally
Brooks and Frank Stepa have agreed to
teach keyboard building. Most techni-
cians are helpless in the face of a
disaster involving heavy keyboard
damage or loss. This class will help you
learn to survive such catastrophes.

We have been exceedingly fortunate
to obtain the nationally acclaimed
audiologist, Dr. Charles Berlinn, who will
teach two classes on how and what we
hear, hearing disorders, and hearing as
it relates to musicians and tuners. Dr.



REPEAT

Auro-Flectronic Tuning Techniques

Shop Business and Operation

Installation of Upright Hammers, Shanks, and
Butts

Grand Dampers

Steinway Servicing

Historical Survey of American Piano Industry
Grand Regulation

Vertical Piano Trouble-Shooting

From the Bottom Up

Progressive Grand Regulation

Grand Hammer Installation

Advanced Player Repairs

Advanced Player Forum

Private Tuning Tutoring

NEW CLASSES

Basic Tuning Class

Electronic Tuning

Basic Vertical Regulation

Hammer Construction and Voicing

Vertical Dampers

Voicing

Wood Joints

Home Computers in Your Business
Pinblocks

Woven Felt Manufacturing Use and Problems
Keyboard Building

Comparison of Aural and Electronic Tuning
Rescaling Problems

Pinblock Plugging

Audiologists and How we Hear

Business Class

Tools

1983 Institute Classes

INSTRUCTOR

Bowen
D. Snyder, W. Snyder
Brandom (Everett)

Edwards, Caskey
Dennis, Utsonomija, Nishio (Yamaha)

Heuther :

Johnson, Reuter, Weisensteiner (Kimball)
Juhn

Neblett

Robinson

W. Sayder, D. Snyder

Heischober

Heischober

Selected Technicians

INSTRUCTOR

Stegeman

Sanderson

Wurlitzer Team

Krefting

Krefting - Sims (Baldwin)
Hunt - Jameson

Geers

S. Nicholson

R. Kingsbury - §. Kingsbury
P. VanStratum

W. Brooks

J. Coleman - G. Defebaugh
S. Fairchild

B. Russell

Dr. C. Berlin

J. Harvey (Kawai)

Berlin is a professor at the Louisiana
State University Medical Center. He
also plays jazz piano with his own group
at the Marriott in New Orleans. You
can’t afford to miss him!

Computers are here! To teach you
about the utilization of home computers
to help you run your business we have
Steve Nichelson from the Minneapolis
area. Steve is a technician and rebuilder

who has opened his own computer set-
vice. He will be in New Orleans to teach
you the basics, advise you, and show
you the advantages of the computer
world.

In this article I have outlined for you
barely half of the features of the 1983
Technical Institute. Next month in this
space, I will continue with a listing of
other classes, specials, and surprises

that we are preparing for you. It is time

for you to do your part. Begin making

your plans to be there. The facilities

and staff that will be in New Orleans

are the best that can be obtained. Your

presence is needed to make it all work.
More next month.
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Tuning Exams
fered At
New Orleans

Convention

uning exams will be offered at the

£ New Orleans Convention. Due to
the necessarily limited number of times
available for testing, scheduling will be
done in advance on a first come/first
served basis.

Applicants for membership or
reclassification must be cleared by their
local chapter tirst. They must have
passed the written and bench exams
before taking the tuning test. All
chapters have copies of the *‘Application
for tuning test.” This must be filled out
in order to set a time for the test.

Send this Application along with $40
examination fee (checks payable to the
Piano Technicians Guild) and the cou-
pon below to Christopher S. Robinson,
190 Long Hill Road, S. Windsor, CT

AUXILIARY HIGHLIGHTS

The Piano Technicians Guild
Auxiliary invites wives, husbands
and friends of technicians to sign
up for our convention program.

The registration fee for Auxiliary
activities admits one to
the following:

* An Entertaining Reception
on Tuesday

* A Scrumptious Luncheon

06074 for scheduling. You will be sent a O 1 hursday

time for your tuning exam. Those craft-
sman mémbers desiring to take the ex-
am as the first step towards Examiner
certification may sign up also. There is
no fee and no chapter approval in this
case. However, all RTT's applying for
Examiner status are required to sign the
consent-to-serve form before they are
given the fest.

Those who have passed the exam
with 90s and wish to learn how to give
exams as the second step toward cer-
tification should contact Chris Robinson
at the above address so you can be
assigned to work with an experienced
Certified Tuning Examiner.

The $40 exam fee holds your sched-
uled time. It can be refunded only if
notification of cancellation is given to
Chris Robinson at least 48 hours ahead
of the scheduled time. If demand ex-
ceeds the time available, names will be
kept on a waiting list in the order
received. Those on the waiting list who
do not receive an examination time will
have their exam fee refunded.

Requests for tuning exams must be
sent before June 15, 1983 for scheduling
at the New Orleans Convention.

plue

* An Introduction To New Orleans
so you'll know what to see and
how to get there

* Lots of musical entertainment
* The Auxiliary Council

* A meeting with the Piano
Technicians’ Sketch Artist

* Admission to one institute class

* Auxiliary classes on Piano
related topics

* Auxiliary classes on general
interest topics

AND MORE

ALSO . .. you can buy a ticket for
a SUPER 2 PLANTATION and
LUNCH TOUR which departs from
the hotel Wednesday morning. The
bus will take you to Nottoway and

Name Houmas House Plantations with
Address and biing us back fo the hotel for
Phone just $30.00 apiece. The tour is open
PRESENT CLASSIFICATION to anyone at the convention.
Nonmember Student

Apprentice RTT

Other

TAKING EXAM TO BECOME

Apprentice Craftsman

Examiner

Applicants for membership or reclassification send $40 exam fee (checks payable
to Piano Technicians Guild) and “Application for Tuning Exam” along with this

coupon to:
Christopher S. Robinson
190 Long Hill Road
South Windsor, CT 06074
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PIANGO KEYS RECOVERED
050 IVORINE » 24-HOUR SERVICE
Factory Method * Return Postage Paid
COMPLETE PIANO KEY RECOVERING
JOHN W. MYERS PIANO COMPANY
1314 E. Court Street ¢ Dyershurg, Tenn. 38024




PIANO TECHNICIANS GUILD CONVENTION
AND TECHNICAL INSTITUTE
JULY 4-8, 1983
THE NEW ORLEANS HILTON HOTEL

Registration Form

Name
Home Address
City State/Province Zip
CHAPTER NAME Nickname for Badge
(If not the same as above)
O Member O  Non-Member
O Visually Handicapped 0 Will be Staying at the Guild Headquarters Hotel
Spouse’s Name Nickname for Badge
(If Attending) (If not the same as above)

REGISTRATION CUTOFF DATES
[Cutoff Dates are Firm and Absolute}
Check Boxes and Total

GUILD MEMBERS

Staying at the
Headqguarters Hotel

PostmarkedbyMay2 ............... O $ 90.00 O s 85.00
Postmarked afterMay 2.............. [J$110.00 ] $105.00
NON-GUILD MEMBERS
PostmarkedbyMay2 ............... [0 $175.00 0 $170.00
Postmarked afterMay 2.............. 0 $195.00 L1 §190.00 L rrioNAL TOUR MIGHLIGHTS
SPOPSES . When you register for the 1983 Convention don't
AuxiliaryMember .................. s 35.00 O $ 30.00  miss the boat or bus by hot signing up for the two
Non-Auxiliary Member .............. 0 s 45.00 [1$ 4000  ©pvional tours offered.
SPECIAL CLASS LOCAL HOST CHAPTER SPONSORED
PRIVATE TUNING Tutoring ........... § 35.00 1§ 35.00  MissIssIPRI RIVER STEAMER CRUISE - Enjoy dinner,
Banquet {Optonal) « - « .« v veuernenn.s 0§ 30.00 [0 $ 3000  New Orleans jazz and a cruise down the Mississippi
) oo River. The cruise will be offered Tuesday evening, July
Closing Luncheon (optional) .......... 0§ 1500 L1 $ 15.00 5, andis being planned by the Local Host Chapter.
TOURS The paddiewheels will start churning and members
' . will be loaded aboard right next door to the hotel.
MISSISSIPPI RIVER STEAMBOAT ........ 1§ 25.00 0 § 25.00  Step aboard and relax to the sights and sounds of
CRUISE Tues day Evening July 5 New Orleans. Only $25.00 per person.
{includes Dinner and Entertainment) AUXILIARY SPONSORED
SUPER 2 PLANTATIONAND .......... 1§ 30.00 [ S 30.00  SUPER 2 PLANTATION AND LUNCH which departs
LUNCH TOUR “Wednesday. Julv 6 from the hotel Wednesday morning. The bus will
Y, Y take you to Nottoway and Houmas House Plantations

{(Sponsored by Auxiliary) with lunch at Jean Lafitte’s Restaurant and bring you

X back to the hotel for just $30.00 per person. The tour
TOTAL ENCLOSED $ $

is open to anyone at the convention.

Tickets for optional functions must be bought no latér than 48 hours before the event.
NOTE: Spouses of Guild members andlor children age 16 or over may register for Institute Classes at Piano Technicians
Guild member rate. Guides for visually handicapped technicians may attend classes at no charge.

DO NOT WRITE HERE

Cash Check Money Order
Date Rec. Priority Number Chapter No. Member No.
Amt. Pd. Classification




1982-1983 MEMBERSHIP/BOOSTER CLUB

Booster Club Pts. Mbrs. LEARY,Jamet.................... 1., 1 3

ALLEN, JOn....ovviiieniin e, 1....... 1 LITTLE, MaryDavis.............. | 1 1982 198:3' .
ANDERSON, Vernon A............ S 1 LOEFFLER, W.J....evueennonn... PR 1 Reclassifications
ATHERTON, OlanM............. 200in.. 2 LOVE,David..........ccovvnnn.. Z: N 1
BAIRD,JohnH..........covvuenn. 1....... 1 LUY,George.....oovvevmeeeeeeans 1....... 1 Los Angeles Chapter
BALIGIAN, AgnooniC............ I...o.... 1 MACKINNON, R, Taylor.......... ..., 1 GOYA. Emily K
BANTA,Norman.........eeveunns Seennnn. 1 MARTIN, EdwardE............... 1o...... 1 ’ Y B
BEATON, Richard................ 4....... 1 MASTAGNI, Angelo.............. Il 1 Sacramento Valley Chapter
BECK, Jacqueline. ................ 3....... 3 MAYR,Vitus)............cvnn... [ A 2 SPURLOCK. Bill A
BERRONG, Jack......ccovvvuen... 2oiinn 2 MEISSNER, Walter. .............. | P 1 ’ *
BITTINGER, Richard............. 6....... 2 MILLS,Fred.......oovvvvevennnn. 1....... 1 Twin Cities Chapter
BLANTON, TomR.............. Soloi 1 MIZELL, Wade............cc.... 1....... 1 GENCK. Bruce R
BLOCH,John........cocovevenn.n. 4....... 1 MOBERG, Jonathan.............. 4ooiaen. 1 ’ *
BOURDON, DonaldW............ 1....... 1 MONROE,Paul.................. 1....... 1

BOYNTON, RichardB............. ) 1 MOORE, Robert................. lo...... 1

BRADY, StephenH............... 1» ....... 1 MOTSKOQO, WilliamR.............. 1....... 1

BRIDGES, Nate......ocoveiennns 1....... 1 MURRAY, Samuel................ 1....... 1 2
BRILEY,JamesE................. 3....... 1 NICHOLSON, Dennis............. 1....... 1 Appmmlce

BROOKS, Walter................. 6....un. 2 NICHOLSON, Steve............... | 1 Sacramento Valley Chapter
BROWN, Glenni.......c.ooennn.. | P 1 ORR,Ronald.................... Zoiin.. 2 SIMMONS, Ronald E.
BRYANT,Ken.........covvvenn.. 1....... 1 PENNINGTON, DavidL........... 1....... 1
BUYCE,HaroldR................. 2.0, 2 PERKINS, RobertK............... 2ot 2

CALLAHAN, James............... 4....... 1 PERRY,MarklI,.................. 1....... i

CASWELL, AlanR................ S5....... 1 PHILLIPS, Webb................. [ . 2

COATES, Timothy C.............. S....... 1 PREUITT,Ernest.....covvveenenns 4o, 1

CONNER, I. Stuart. .............. 1....... 1 ROSENFELD,Jim................ 1....... 1

CRABB, Larry............couees 15....... S QUINT, RichardB................ 1....... 1

DAVIES, Clair........covvunnnn.. 4....... 1 SANDERS, Charles............... 1o...... 1

DEROCHER, JamesE............. 4., 1 SANKEY,LeeM.......convvvennn. Sevenenn 1

DETAR, BrianS........cc..oun... Looon... 1 SCIORTINO, Joseph.............. Borrinns 2 New Members
DELLINGER,Ray......ccvvvvunn. 8....... 4 SILVA,E.Michael................ 4., 1

DENNIS, RobertR........covvnens 4....... 1 SMITH, SheldonP................ K F 1 o s e
EATON, WendellE............... 4oone.. 2 SNYDER, WilliS. .. v nvveenennnn.. Seennn. 1 Registered Technician
ERLANDSON, Robert............. o...... 1 SPURLOCK,Bill................. ..., 1 Austin Chapter

EVANS, Daniel A............ ..., - S 1 STALCUP,Rocky............c.uv.. SR 1 COWICK, Kenneth M.
FLEGLE, Richard A., St........... i SN 3 STONE, SidneyO................. oot 3 1518 Parkway #1
FLOYD,R.Errol................. 2o, 2 THOMAS,Dean..........ceouunn. 2eiiinn. 2 Austin, TX 78703
FREIDIN, Irving. .........oovus S...o..e 1 THOMAS, H.Vince.......ocovunn. 4....... 2

GARRETT, Joseph A,............. 1o...... 1 THOMPSON, Treacey............. 1o...... 1 Northwest Arkansas Chapter
GEIGER, JamesB................. 1....... 1 TRUAX, Richard................. 4....... 1 PITTS, Floyd D.
GRIFFIN, Rudolph............... 5....... 1 TUBLITZ,Evan.................. ) 1 709 Sang

GRIFFITH, M. Laverne........... 1....... 1 UPHAM, Russell................. ..., 1 Fayetteville, AR 72701
GROSSMAN, Matthew............ 1....... 1 VERHNJAK,Karl................ 6.0 2

GUERRA, EdwardF.............. S....... 1 WALKER, ElizabethK............ 1....... 1 Palmetto Chapter
GUSTAFSON, David.............. 1....... 1 WALSHE, RobertC............... S.ooooai, i PRIVETTE, Richard V.
HAINES,F.L.........coivvven... 1.......1 WELTON,T.Scott........ooen... 4., 1 1003 Mimosa Drive
HAINES, Roy.....covvvnvivnnnnn, kR 1 WEST,Ivan.........ovvvvninnn.e. Z: RN 1 Florence, SC 29501
HALE,David.................... 1.0, 1 WHALEY,Denzil................. T....... 1

HALE,Robert.......cocovvvvnnn. 10....... 2 WIGHT,Blais........covveevunn.. 1....... 1 Sacramento Chapter
HARMON, Clayton............... ) DU 1 WILEY,John.................... Sooa.... 5 BARNHARDT, Nathaniel Jr.
HAWKINS, MarshallB............ S....e. 1 WOLF,Bob...............cunt. 8....... 2 2133 15th Ave. #A
HESS,JamesN................... 4....... 1 WONDRA,Lola........ccovvvunn 4., 1 Sacramento, CA 95822
HESS, Marty Ao ...ovvvnveinenne. 1....... 1 WOOD,Edwin................... 2oivinen 2
HITT,HenryL............ooonne.. ic...... 1

HOSTETLER, Robert............. | P | o

HOUSTON, JAmes. .. ....vvvn..... 4o, 1 Allied Tradesman
HOWENSTINE, Richard.......... ) R 1

HUFFORD, Robin........vvvene. K J 1 Fort Worth Chapter
JORDAR, Wayne.....cooovvuennnn Berrvnins 3 Restorer’s Club REBER, Albert A.
KEAST, LawrenceJ..........c000u, 1....... 1 CASWELL, Alan R. 2329 Mistletoe Ave.
KEYES, OttoR.....covvvvenennns. 7 SN 1 COATES, Timothy C. Ft. Worth, TX 76116
KINSER,Bill.............. PR NS | DELLINGER, Ray. )

KLINE, Albert. ....oovvvnevnnnens S.iiiie 1 GRIFFIN, Rudolph Reading-Lancaster Chapter
LAGOY, MarthaM........o.v0ver 4eeann..1 HALE, Robert LANDIS, Marcia S.
LANDIS, Glenn A.....coovvvvennns K JA 1 HAWKINS, Marshall B. Rd. 3, Box 483
LARAVELA, Larty.....oovvvenn.s SO 1 SANKEY, Lee M. Boyertown, PA 19512
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Apprentice

Denver Chapter
NERESON, David G.
896 So. Krameria
Denver, CO 80224

Northern Virginia Chapter
TOLBERT, Bernard
P.O. Box 827
Adelphi, MD 20783

TALLANT, James E. Jr.
25 Willow Lane
La Plata, MD 20646

Reading-Lancaster Chapter
CROWTHER, Frederick L.
762 E. Main St. #B3
Lansdale, PA 19446

Reno Chapter
ROBERTS, Dennis R.
P.O. Box 1722
Susanville, CA 96130

TREVILLIAN, Kevin W.
1050 Nevada St. Apt. 111
Reno, NV 89503

Sacramento Chapter
BINGHAM, Thomas A.
2710 Old Oregon Trail
Redding, CA 96003

Sacramento Valley Chapter
CRAIG, Phillip E.
130 Coomsville Rd.
Napa, CA 94559

Twin Cities Chapter
GAGNON, Noel Jr.
6215 11th Ave. So.
Minneapolis, MN 55423

Wilmington Chapter
HARRIS, Denald W.
3825 Elizabeth Drive
Boothwyn, PA 19061

JONES, Hemry L.
517 American Ave.
Dover, DE 19901

Associate

Baltimore Chapter
MARGARITAS, Nicholas
5631 Balto Nat. Pike
Catonsville, MD 21228

Palmetto Chapter
HODGES, Robert S.
P.0. Box 5355
Florence, SC 29502

Washington D.C. Chapter
DAVIS, Terry L.
3424 Gunston Rd.
Alexandria, VA 22302

Student

Central Illinois Chapter
FOGARTY, Michael F.
994 N. Fairview Ave.
Decatur, IL 62522

Cleveland Chapter
MILLER, Rolland S.
446 Edgewood Circle
Berea, OH 44017

Colorado West Chapter
WENZEL, Sharon
66107 Otter Rd.
Montrose, CO 81401

Connecticut Chapter

CAMPBELL, Carmalyrn C.

553 Durham Road
Madison, CT 06443

Dallas Chapter
DARDEN, Ronald R.
2929 San Diego
Dallas, TX 75228

Hampton Roads Chapter
BLAKE, Russel “Yohn”
Rt. 33, Box 38
Topping, VA 23169

Los Angeles Chapter
BARBER, Paul T.
1126 No. Chester Ave.
Pasadena, CA 91104

Nebraska Chapter
WILKEN, Candace L.
Rt. 2, Box 279-A
Kearney, NE 68847

Palmetto Chapter
HANNA, William C,
Highway 52, Box 342
Seranton, SC 29591

PAULUS, James R.
P.0O. Box 5355
Florence, SC 29501

Rhode Island Chapter
BUTLER, Karin A,
17 Cononchet Trail
E. Greenwich, RI 02818

Sacramento Valley Chapter
JANSEN, Jerome C.
P.O. Box 678
162 W. Main St.
Quincy, CA 95971

San Diego Chapter
PURVES, Keith F.
P.O. Box 553
Solana Beach, CA 92075

Seattle Chapter
OTA, Mark L.
776 No. 73vd
Seattle, WA 98103

Washington D.C. Chapter
TOTH, Carole J.
11420 Sherrie Lane
Silver Spring, MD 20902

WALTHER, Frances J.
1809 20th St. NW
Washington, D.C. 20009

Wilmington Chapter
KNIGHT, Bruce D.
18 East 44 St.
Wilmington, DE 19802

Memloership
s
Everylbody's
Business

Charles Huether
Vice President

hen we started this year’s mem-

bership columns with the theme
“Membership Is Everybody’s Business,”
an attempt was made to involve every-
one in encouraging people they knew
who might be qualified to join the
Piano Technicians Guild. How success-
ful these efforts have been in encourag-
ing people in the profession to consider
joining, we cannot tell. We do know
how many have been processed, and it
would seem that it is about average for
the organization given existing cir-
cumstances.

However, the numbers being pro-
cessed is one thing, but the numbers
applying and not being processed is
another. We have no way of knowing
how many prospective members are
waiting overly long for their applications
to be processed at the chapter level.
This month’s brief article is addressed
to chapters and their examining pro-
cesses. I you think your chapter can
benefit from this article, please make
sure that the chapter officers see and
read it.

We have had some botilenecks and
problems in the recent past because of
the introduction of the new standard
tuning test. Requirements for the type
of piano, qualifications of testors and
length of time to take and administer

Continued on page 47
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AUXILIARY BOARD

Officers

JULIE (Mrs. Roneld) BERRY
President i

6520 Parker Lane
Indianapolis, IN 46220

BELVA (Mbrs. Richard) FLEGLE
Ist Vice President

400 Groveland Avenue #1011 ]
Minneapolis, MN 55403

NORMA (Mrs. Elwyn) LAMB
2nd Vice President )
1833 Echo Park Avenue
Los Angeles, CA 90026

RUBY (Mrs. Thomas) DISCON
Recording Secretary

4729 Senac Drive i
Metairie, LA 70003 i

AGNES (Mrs. Charles) HUETHER
Corresponding Secretary

34 Jacklin Court

Clifton, NJ 07012

GINNY (Mrs. Beb) RUSSELL
Treasurer

1414 Lander Road

Mayfield Heights, OH 44124

JEWELL (Ms. Jack) SPRINKLE
Immediate Past President

6033 North [9th Road

Arlington, VA 22205

Editor, Auxiliary Exchange

JULIE BERRY
6520 Parker Lane
Indianapolis, IN 46220

President’s Message

Dear Friends and Members of the
Auxiliary,

s I sit down to type my message to
you each month, I usually debate
whether to talk about the forthcoming
convention or not. I don’t want you to
think my middle name is convention.
On the other hand, I think the conven-
tion is definitely the highlight of the
Auxiliary’s membership year. Techni-
cians can be fully functioning members

of the Guild whether they attend any
conventions or not, They have local
meetings (some of our Auxiliary
chapters do, too), and they have the
Journal to keep them in communication
about technical developments, so they
can still thrive even without the conven-
tion. I am convinced the Auxiliary is
different.

The conventions and seminars are
important to us because the basic give-
and-take of communication is at the
very heart of our organization. We have
a lot of common experiences to share
with each other. We need the chance to
be together in the same room, to give
each other the support and feedback
which helps us realize there are other
piano tuners’ families across the country
whose lives parallel ours. These people
can understand things about pianos and
piano tuners that don’t make sense to
the neighbors on our street. '

Naturally, you are still a valued and
valuable member of the organization
even if you don’t or can’t attend the
conventions. I would never mean to im-
ply otherwise. However, in looking
through our membership roster I see
that most of our members do regularly
attend national and/or regional conven-
tions. Many of our new members join at
conventions where they can see first-
hand the value of affiliating with these
people who are becoming their friends.
The personal news we publish in our
newsletters only has appeal because we
recognize the names and know the peo-
ple behind the names. Our organization
actually depends on the friendship and
fellowship which develop when people
are together. i

Therefore, I don’t feel bad at all talk-
ing about conventions and seminars so
much, for they are such a significant
part of our Auxiliary. They are where I
have met you and gotten to know you.
They provide the backdrop for my re-
cent visits to Washington, San Fran-
cisco, Philadelphia, Minneapolis, and
other cities. They remind me of my
friends and close associates in the piano
service industry. Anything I can do to
urge you to expand your horizons by
participating in an auxiliary program at
the convention or to commend you for
already having done so seems justified
in light of the benefit we reap from your
presence.

I will close by saying I am very ex-
cited about the July convention. New
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Orleans is a terrific city. We have lots
of interesting experiences planned for
you. And we hope to see you there.

Tune in to New Orleans tout de suite!
Julie Berry

FOURTEEN YEARS AGO

Hello to all —

Little did I know in the year 1969, as
I traveled to the quaint city of New
Otleans, that I would be returning in
1983 as the Immediate Past President of
the Auxiliary. That was my firsi Piano
Technicians Guild convention, and I felt
quite bewildered. You see, Jack had
never told me about the Auxiliary.
When we entered the hotel there were
several people in the lobby, all who
knew Jack, calling out to him or stop-
ping us to talk. To me it seemed as if
the whole world knew Jack. We finally
got to the registration desk and settled
in. This camaraderie, of course, con-
tinued throughout the convention and
still is continuing.

Jack was involved with the guild’s
classes that year, and as [ was returning
to our room the next morning from tak-
ing him to his class, I met this large
group of women in the hallway, Not
knowing who they were, I was trying to
work my way through when someone
recognizing me called out, “There’s
Jewell, Jack Sprinkle’s wife. How about
joining the Auxiliary?” “The what?”

Then several women started telling
me (all at the same time) about the
Augziliary. It sounded so inviting and
better than sitting in my room that I
said “Sure!” From that day I have
made so many acquaintances and
friends that now whenever I walk into a
convention or seminar site I, too, can
enjoy stopping people in the lobby and
chatting with them. I have since learned
that Jack did know members from all
over the world. ' '

The tea was my first Auxiliary func-
tion, and I thoroughly enjoyed my table
companions. We had the Installation
luncheon at The Court of the Two
Sisters, a beautiful garden seiting. The
Anxiliary honored me as the “Bride of
the Convention,” presenting me with a
lovely gift. It was all such fun, especially
meeting all the other wives! '

Each evening Jack, being a jazz en-
thusiast, and I (sometimes with some
friends) would go down to Preservation
Hall to listen to the jazz musicians. I
never really cared much for jazz music,
but watching and listening to those
great artists, I found it very interesting
and learned much from them about



their music. Of course, just strolling
through the “Qle French Quarter” is an
experience one can never forget.

One of my many remembrances of
New Orleans was our last night there.
Jack and I had closed up Preservation
Hall and were making our way back to
the hotel along the very busy and noisy
Bourbon Street. The last block was very
quiet and dark where an old hotel had
been vacated and stood empty, making
the block very deserted. Here we heard
one lonely cricket lustily chirping his
song to the big, big world, filling the
whole block.

Yes, I'm looking forward to returning
to New Orleans, again visiting with my
many friends. There are some who have
made their transition from this earth
who will be fondly missed, but I know I
will meet many new acquaintances to
expand into the future.

If this is your first convention and
you feel somewhat bewildered, just step
right up and ask about the Auxiliary. I
hope it will be me who you will ask.
You will be most welcomed to our fami-
ly. Our President, Julie Berry, and the
New Orleans Chapter have planned a
very exciting program for us this year.
So come and join us —

Jewell Sprinkie
Immediate Past President

A TAX TIME REMINDER

If you find yourselves in the unfor-
tunate position of not being able to pay
income tazxes that are due April 15th,
please be sure you mail the return
anyway and include payment for as
much of what you owe as you can
sctape together. There is always a lot of
guesswork involved in trying to estimate
what taxes a small business will owe.
This year it may be especially difficult if
your income has been down because of
the recession. You might be tempted to
wait until you have the money before
you mail your return, but that is not
good thinking. Failure to file a tax
return is a crime, Filing the return even
if you don’t have all the money to send
will avoid any criminal implications.
You will be charged interest from the
time the money was due until the time
it is paid. You might also be assessed a
penalty for underpayment of estimated
taxes. But you won’t be facing any
criminal charges for failure to file an in-
come tax return. If you call the IRS
and explain your situation they may be
able to work out a payment schedule
with you. If you send partial payment
with your return you will be billed for

the remainder, never fear.

There is a form called “Form 4868,
Application for Automatic Extension of
Time to File U.S. Individual Income
Tax Return.” Filing this form will give
you an automatic 4-month extension for
getting your paperwork together.
Howeyver, it does not give you an exten-
sion of time for paying what you owe.
You are supposed to send a check
representing what you think you will
owe with the Form 4868. You will be
billed for late payment of tax and late
filing unless you show reasonable cause
for not paying or filing on time.

To leave you with a brighter note, I
want to be sure you are taking advan-
tage of the new deduction for iwo-
earner married couples. On your 1982
tax return you may deduct 5% of the
lower net earnings up to $30,000. If you
and your spouse both earned income
during 1982 and you file a joint return,
you are entitled to a deduction which
wasn't available in prior tax years.

THE SUNCATCHERS ARE COMING!
THE SUNCATCHERS ARE COMING!

Membership
Continued from page 45

the test have all been factors slowing
down processing. Now is a good time to
review chapter policy and procedure re-
garding not only the tuning test, but the
other tests as well.

Most important of all, care should be
taken to see to it that the burden on
testing does not rest on the shoulders of
only a few chapter members. A Certi-
fied Tuning Examiner is necessary to
give the standard tuning test. However,
the assistants and those giving the other
tests can be the same people who have
been giving them in the past. Make
sure that as many members as possible
are encouraged and in fact do partici-
pate in giving examinations. It spreads
the responsibility, is educational for the
exam giver, and does not overburden a
few chapter members. The more people
giving the tests, the shorter the waiting
period for the applicant and the less
likelihood of his or her being discour-
aged from joining.

Most chapters have a trial period for
potential mémbers, They are asked to
attend a few meetings to find out if they
like it, if they feel they may be
qualified. This also gives membership a
better chance to know the new person.
Then the applicant is ready to file the
application. Be ready to start the

testing. As soon as the application is ac-
cepted by the chapter and it can be
processed, give the written test before or
during the next meeting. No problem
for an applicant to sit in the rear and
do the quiz. He or she is already one
leg up in the process and should feel
elated because he/she got such a good
mark, or forewarned of what may follow
if he/she did not do too well. It gives
them a chance to reconsider.

Next meeting be ready with a bench
test, This too can be done during, or
before the regular meeting if facilities
can be arranged in the meeting place.
This is easier than first glance if you are
really trying to facilitate matters. Doing
these tests at meeting dates has a dou-
ble advantage. It provides a variety of
examiners, people who might be reluc-
tant to come at a special time like a
weekend or weekday evening just to
test. It also quickens the pace of pro-
cessing. Meanwhile, plans are in the
works to have a tuning test time and
place. This might only happen a couple
of times per year. Not unusual, not
necessarily a burden. The prospective
applicant can be tested directly on a
piano and if qualified by aural judge-
ment as passing, he/she can be im-
mediately processed as Apprentice. This
too might be arranged for an evening
during the meeting. The applicant
misses part of the technical, but he/she
is progressing towards a more fulfilling
kind of participation, that is, as a
membet.

If there are problems in facilitating
the membership testing process so that
it will leave a member hanging with an
application filed but no testing for
several months, suggest that he/she
subseribe to the Journal in the mean-
time. The unused portion of the
subscription when membership is
achieved will be prorated against dues.
Meanwhile they get the magazine, And
becaue they have invested some funds in
their membership process, they might
be anxious to make sure the chapter
doesn’t drag its feet.

1 am sure there are other systems of
being prompt in processing. These are
some suggestions, Above all, don’t let
prospective members die on the vine
while the chapter postpones testing
because the few people who have been
doing all the work are getting tired and
no one else wants to help. Membership
application and processing should be a
top priority in each chapter. This is the
first impression each new member gets
of the membership. How professional
we are is reflected in how we handle
prospective members,
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CLASSIFIED ADVERTISING RATES are 25 cents per word with a $7.50
minimum. Full payment must accompany insertion request. Closing date for
ads is six weeks prior to the month of publication.
Box numbers and zip codes count as one word. Telephone numbers
count as two words. Names of cities and states count as one word each.
Send check or money order (U.S. funds), made payable to the Piano
Technicians Guild, to Classified Ads, THE JOURNAL, 1515 Dexter Avenue

North, Seattle, WA 98109.

The Journal does NOT provide blind box service. Please include a mailing
address andlor telephone number with your ad.
Ads appearing in this journal are not necessarily an official endorsement

of the services or products listed.

FOR SALE

PIANOS FOR SALE — Always on hand, 150 to
300 uprights! Plain case, art case and players.
Also 50 to 150 grands at all times, as is or
rebuilt. Excellent brand names — no junk! All
set up for inspection. Lowest possible prices. Call
for quotes: Owen Piano Wholesalers, 2152 W.
Washington Blvd., Los Angeles, CA 90018.
Telephone (213) §83-2643.

ZUCKERMANN HARPSICHORD KITS — A
real challenge for the interested technician. Fac-
tory direct shipment at factory prices. Trouble-
shooting and advice for kit builders. Authorized
Agent Yves A. Feder RTT, Havpsichord Work-
shops, 2 North Chestrut Hill, Killingwerth, CT
06417. Telephone (203) 663-1881.

NEW SOUNDBOARDS MADE FOR YOU.
Ship old board. New board comes to you ready
for installation. Send for instruction on: Vietor
Video Tape, $94.75. Victor A. Benvenuto, 6825
Germantown Avenue, Philadelphia, PA 19119,
(215) 438-7038.

GRAHAM ANDERSON, Piano Rebuilding and
Repair, 1225 Bennett Drive, Alabaster,
Alabama 35007. 20 years experience with Stein-
way — London. Specializing in replacement of
action rails. Also available GENUINE IVORY
KEY TOPS replaced. Call or write for free
estimates. Area Code 205-664-2527 or
205-663-6449.

ACCURATE ELECTRONIC TUNING!!
Substantial improvement over any published
method. Clearly written instructions. Easy-to-
learn routine. Designed for use with Hale Sight-
O-Tuner — can be adapted for others. $10.00.
Don Hardin, 2620 Cypress Ave., Stockton, CA
95207.

COMPLETE HOME STUDY COURSE in Piano
Tuning, Regulating and Repairing. Write or call
for free brochure. Aubrey Willis School of Piano
Tuning, P.O. Drawer 15190, Orlando, FL 32858.
Phone: (305) 299-3690.

KEY RECOVERING MACHINES for sale.
Prices on request. Send self-addressed envelope.
Or build your own — send $15.00 for plans,
photos, instructions (refund w/purchase of
machine). Solenberger Piano Service, 1551 Lynn
Court, Santa Rosa, CA 9540

PIANO TUNING COURSE — June 27 - August
12, 1983. Summer School, Chautauqua, NY
14722. Concentrated 7-week, hands-on experience
— Tuning, regulating and repairing pianos. For
information contact: Arthuyr Briggs, Director, 1013
Fairmount Ave., W.E., Jamestown, NY 14701,
(716) 489-3496.

FOR SALE: MODIFIED SIGHT-O-TUNERS.
Available immediately. All machines have
temperature stabilization and precision com-
ponents insuring 1/10th of a cent accuracy.
Lowest prices on complete modifications in-
cluding oscillator and filter outputs, magnetic
pickup and auxiliary inputs, instructions to The
Octave Division Temperament system, year
guarantee. Call for quotes on trade-ins, new
and used SOT, modified and unmodified, or
send your unit in for repairs or modifications.
DAVID PITSCH, RTT (801) 225-0156.

NILES BRYANT SCHOOL OFFERS two home
study courses. Piano Technology: Tuning,
regulating, repairing — necessary tools included
action model kits available. Electronic Organ Set-
vicing: Newly revised. Covers all latest models.
Write for free brochure: Niles Bryant Schosl, Box
20153, Sacramento CA 95820. (916) 454-4748.

SIGHT-O-TUNER — Tuner’s Supply latest
model in perfect condition with all scales and
instructions. $275.00 postpaid and insured.
(919} 976-7423 or P.0. Box 1306, Chapel Hill,
NC 27514.

A PIANO MAY LOOK GOOD, BUT THEN...
Looks are deceiving, Quality soundboard installa-
tion by those who care. Richmond Piano
Rebuilders, 3133 W. Cary St., Richmond, VA
23221. PH (804) 358-1929.

A GUIDE TO RESTRINGING will guide you
safely through a restringing job with confidence.
Increase your income with fully reconditioned,
fully rebuilt, fine old pianos. Now almost forgot-
ten, they’re out there somewhere in our good old
USA, ten million of them! Why not make up for
lost income due to the present recession —
NOW’s the time, not LATER. The price? Less
than the cost of a single tuning. A GUIDE TO
RESTRINGING, enlarged second edition. Per-
fect binding — $30.00, hard binding — $35.00.
Order from: John W, Travis, P.O. Box 5359-0359,
Takoms Park, MD 20912

BANFF CENTRE SCHOOL OF FINE ARTS, a
progressive institution dedicated to serving ex-
cellence in the arts, offers a unique opportunity
to apprentice and established piano technicians
interested in furthering and refining their skill
in intensive concert level maintenance, tuning,
repairing and rebuilding of a large number of
grand and upright pianos. The successful appli-
cant will want to make full use of the expertise
and equipment available and at the same time
apply his/her skills in the areas mentioned
above in assisting the staff technician. We are
looking for a person who is a permanent resi-
dent of Canada. This position is from mid-
September 1983 to end March 1984 on a
salaried basis. Applications should include a
resume stating background and experience, and
are to be directed to the Manager of Music Pro-
grams, The Banff Cenire School of Fine Arts,
Box 1020, Banff, Alberta, Canada, TOL 0CO,
before the deadline of May 1, 1983.

WANTED

WANTED: MASON & HEAMLIN, Want one
that was a player. Have player mechanism to in-
stall. Brady, 4609 Cranbrook, Indisnapolis, IN
46250. (317) 259-4305, after 5 pm. (317)
849-1469.

WANTED: Chickering Grand Action. Must fit
6’4", Circa 1889. Contact Terry at 1747
Missouri St., San Diego, CA 92109. (619)
270-6634, collect.

WANTED — Weber Themodist vertical player
1909, style PC. Good condition or clunker.
Need the piano action for this model. John Con-
nelly, (312) 720-9038.

I KNOW OF A STEINWAY SQUARE #39897. If
anyone is inierested in it contact: Relert Musser,
Musser Piano Service, 547 Normandy Way, Grand
Junetion, CO 81501. (303) 242-5872.

SIGHT-0-TUNER MODIFICATION. For the
first time — INTERNAL ERROR COMPEN-
SATION. The “Error” discussed by Steve
Fairchild has been compensated internally, free-
ing both dijals for measuring. No confusing Er-
ror Compensation Chart or third dial. Bourns
10-turn Knobpots give increments of .01¢! Now
tune with even higher accuracy in less time.
Cleaning, calibration, guarantee, and tempera-
ment systems of leading concert technicians in-
cluded. Best prices — why pay more? Repairs
accepted. Methods proven by full-time concert
RTT with electronic experience. Careful —
don't get off piich! RICK. BALIASSIN, (301)
374-2887. Endorsed by Dr. Albert Sanderson,
inventor of the Sight-O-Tuner,
SIGHT-O-TUNER SERVICE. Calibration,
repairs, and modification. Write or phone
Richard Weinherger, 14130 Alta Vista, Sarategs,
CA. 95070. Phone (408) 867-4513.
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on request

Peter Allen

Aspen Music Festival

Dickran Atamian

Burt Bacharach

David Bar-Illan

Berkshire Music Center

Leonard Bernstein

Bolcom & Morris

Jorge Bolet

Boston Pops Orchestra

Boston Symphony Orchestra

Joanne Brackeen

Brevard Music Center

Dave Brubeck

Chicago Symphony Orchestra

Cincinnati Symphony
Orchestra

Aaron Copland

John Corigliano

Jeanne-Marie Darré

Ivan Davis

Delphin and Romain

Denver Symphony Orchestra

Peter Duchin
Raymond Dudley
Ferrante and Teicher
Mickey Gilley

Gold and Fizdale
Bradford Gowen
John Green

The Haddens

Dick Hyman
Interlochen

Byron Janis

Billy Joel

Gilbert Kalish
Wiadimir Jan Kochanski
Buth Laredo
Liberace

Panayis Lyras
Adam Makowicz
Adele Marcus
Ozan Marsh
Marian McPartland
Zubin Mehta
Ronnie Milsap

Christopher O'Riley

Eugene Ormandy

Seiji Ozawa

Pamela Mia Paul

Philadelphia Orchestra

André Previn

Ravinia Festival

Santiago Rodriguez

Gunther Schuller

Kathryn Selby

George Shearing

Bobby Short

Abbey Simon

Georg Solti

Claudette Sorel

Michael Tilson Thomas

Beveridge Webster

Lawrence Welk

Whittemore and Lowe

Earl Wild

John Williams

Wolf Trap Foundation for
the Performing Arts



o

Not Just Another
Pretty Piano

Wurlitzer Pianos are pretty, of course ...
beautiful, in fact. But they're more than that.
They're fine instruments designed, engineered
and built to perform over a lifetime with ease of
upkeep and maintenance. That's because they're
designed and built with the technician in mind.

For example, on most Wurlitzer Pianos
you'll service, the music desk assembly and fall
board are removable without tools. .. just lift off
the music desk assembly and unsnap the fdll
board equalizer.

By removing just two screws and one nut,
you can lift off the drop rail, leaving the keys
totally serviceable.

How many times have you wished you
could keep the key slip from touching the keys?
With a Wurlitzer, it's easy. . . thanks to the key slip
adjusting screws. And adjusting the pedal bolts is
just as easy.

All of this, of course, makes for a more
dependable piano that can make your job a little
less frustrating.

QOur continuing commitment to you, the

technician, goes beyond product design. It's
apparent in our ongoing willingness to teach
and train. Our key technical people attend PTG
meetings and conventions and conduct training
sessions. Our service department continues its
seminars. Our technical staff is at your service to
provide any assistance you might need, just call
800/435-2930 toll-free between 8:00 a.m. and 4:30
p.m. For parts call Code-A-Phone 800/435-6954.
In llinois call 815/756-2771.

We recognize that a quality instrument
must be well maintained. That's why Wurlitzer
Pianos are designed, engineered and built with
you in mind.

WURLIIZER®

The Music People

Dekalb, Illinois 60115




Guild Dues

Delinguent — Unpaid dues are now
delinquent as of March 31, 1983. Se-
cond billings for those who Have not
paid their 1983 diies have been seat. If
you have not received any hillings,
please notify the Home Office,

Insurance

If you have any questions regarding
Insurance, please call Eloise Ross,
Sunset Insurance Co. (206) 932-0203
rather than the Home Office. Tt will
save you a long distance call if you dial
divectly 1o Sunset Insurance.

Especially for Visually
Handicapped Members

Your committee is eager-to discover
how we can be of help to the visually
handicapped members ia the Guild. We
need your ideas and suggestions so that
these can be considered and as many as
possible put into action.

The elevators at the Hilton Hotel in
New Orleans definitely will have the
Braille labels and we have requested a
special class on. Steinway for you, to be
given by Fred Drasche, as well as a
tools and aids display designed for you
and presented by Ed Schadler.

Pilease, eall or write any member of

the Visually Handicapped Committee
with your suggestions just as soon as
you can. Your input on any facet of
Guild procedures and business will be
most helpful, The committee is:

Kenneth Williams, Chairman, 149
Anderson Avenue, Syracuse, NY
13205 (315} 492-1696

Lawrence Goetsch, P.O. Box 1453,
Sherman. TX 75090

Kenuneth Carter, 550 Soutk Lyon,
Marshall, MO 65340
(816). 886-3034

Harry Berg, 2612 Gill Avenue,
Bakersfield, CA 93306
(505) 871-4600

April 15
DELEGATES

April 15
REPORTS FOR AGENDA BOOKS

April 15
SUSTAINING MEMBERSHIP

April — June
CHAPTER FLECTIONS

April 29

AGENDA BOOKS
April
CONVENTION

June 15
PRESIDENTS CLUB

July 1-2
BOARD MEETING

July 34
COUNCIL

July 4-8
COMVENTION OPENING

Chapters elect delegates and alternates o the 1983 Council session, New Orleans,
LA this July. Send completed credentials form to the Home Office by April 15,

Closing date for receipt at Home Office of Guild officers’ and Guild Committees’
reports to be included in the Council Agenda Books.

Closing date for receipt of applications,

Bylaws require the elections completed by the end of Tune, Send information to

the Home Office,

Will be mailed to chapter presidents for review by all chapter members.

Send in your registration for the 1983 Convention. Great technical institutes,

tours, exhibits, jazz and sightsto see,

Closing date for points towards President’s Club pin for bringing in new
members, (See Membership page for rules)

Pre-Council meeting of the Board of Directors

Coungil session. All members welcome,

Grand opening session on Monday evening. Parade to the exhibits. Institutas start
Tuesday. See full schedule in your convention brochure, :




Proposed Changes to |

i

iano Technicians Guild Bylaws for
Council Session

*Note: italic type shows existing laws and regulations.

1. Checking References for Business Ethics
Bylaws Article IV Section 1 ¢)
¢) All applications for membership must be checked jor accuracy and references.

Delete and replace with the following: “All applications for membership must have references
checked regarding compliance with the business practices as outlined in the Piano Technicians Guild
Bylaws,”

Comment: Capitol Area, NY submits this as a way to keep some checking of an applicant’s
business ethics while staying within FTC regulations.

2. Ethics Concerning Fees for Recommending Dealers
Code of Bthics 2)
2) I I accept or solicit a fee from a piano dealer or seller for recommending the purchase of a particular piano.

I.do so in the knowledge that I may be dividing my loyalty beyond the point of my own best interest (employed
members excepted).

Delete after comma and replace with the following: “I do so only with the full knowledge of the
buyer.”

Comment: This is presented by the Lexington, KY chapter. The Bylaws committee recommends
deleting this entire code as situations concerning recommending pianos are too varied to be covered
by a code such as this.

3. Ethics for Visual Tuners
Regulations Ariicle TI C 2)
2) Any member who shall advertise or otherwise imply, or claim to the public that “visual” tuning is inherently
superior to aural tuning shall be deemed guilty of violating professional ethics. However, this section shall not
be construed to include the making and argumentation of such claims in technical meetings and forums of
piano service men, in order that the development of improvements and refinements of the art shall not be”
discouraged or suffer from improper discrimination or bias.

Delete entire section and replace with the following: “Members who use ‘visual’ tuning techniques
may not publicly advertise, imply or otherwise convey that such tunings are superior in any way to
aural tunings.”

Comment: This article was pointed out by Piano Technicians Guild attorney as being potentially
discriminatory. The above wording from the St. Louis chapter is suggested as something more legal.

4. Code of Ethics
Code of Ethics 8)
8) No member shall be permitted to use our organization’s name to promote a piano tuning schoel or the like,
without the proper endorsement of our Guild Board.

Delete after comma “without proper endorsement of our Guild Board.”
Change comma to period.

Comment: Since the Piano Techuicians Guild no longer endorses tuning schools, it is a
hounsekeeping maiter to remove teference to it here,

5, Eliminate Business Promotion Conunittee In List of Standing Committees
Bylaws Article XIII Section 1
Public Relations and Business Promotior:

Delete Business Fromotion from Public Relations Commiites Article I Section B 20)
20) Public Relations and Business Promotion — There shall be a committee on public relations and business
promotion, to consider and/or develop advertising and promotion programs, business promotion pamphlets,
radio and television material sponsored by the Guild, ete.

Delete “Business Promotion” from title and before first comma,

Comment: Board feels that Business Promotion is currently and more appropriately handled by
home office and board. Business promotion pamphlets ete. need to be made up on a national basis.



6. Eliminate Recognition Commiitee
Bylaws Article XIIT Section 1

Drelete Recognition Committes from Hst of commitiees
Regulations Article 1 B 21
21) Recognition — There shall be u recognition commitiee, whose duties shall be to express, to members and
others, appropriate commendation, appreciation, sympathy, ete., from the Guild,

Delete entire section.
Comment: Board feels this commiitee has outlived its usefulness.

7. Hall of Fame Conumnitice
Bylaws Article 1 B 12)
A) The Hall of Fame Commiittee shall be composed of no less than six Piano Technicions Guild members, one
from each region and one Piano Technicians Guild member from the piano industry appoinied by the Presi-
dent.

Delete A and replace with the following: “The Hall of Fame Committee shall be composed of five
(5) BRTT members of Plano Technicians Guild, one of whom may be from the piano industry. Each
member shall be from a different region.”
D) After committee chooses no more than two vecipients, the chairman may request move information for the
Hall of Fame Record Book (if needed, from other sources throughout the country other than the vecipients
chapter, or other nominating chapters).

In section D) delete “no more than two recipients” and substitute *‘one recipient.”

Comment; Hall of Fame committee feels that since only RTT members are franchised, then only
RTT members should be on committees. They feel thai there are too many awards given each year
and feel that fewer recipients would make the awards more meaningful,

Bylaws committee agrees with only one recipient, but feels that there are valued Allied Tradesman
who could make just as good & judgment on who should receive an award as arny RTT, and
therefore recommend not adopting part A.

8A. Awards Committee
- Regulations Article I Section A 2 a) and 2 b)
2)  Piano Technicians Guild shull make the following annual awards:
a) A Piano Techuicians Guild Member of Note Award, to not move than four (4) members each year, for
recent outstariding service and dedication to the Piano Technicians Guild.

Delete ““four (4)" and replace with *“two (2).”

Comment: Bylaws commitice has mixed feelings on changing o 2 awards yearly; some agree with
the idea and others feel that since these awards are for recent contribution fo the Guild that 2 might
be too limiting.

8B. 2 biMember of Note and Golden Hammer award winners shall be chosen in March by a committee of five ap-
pointed by the president from the list of previous award winners, No one shall serve more than two con-
secutive terms on this committee. The president shall designate one member of the groyp to act as chair-
man.

Delete paragraph in section b) beginning: “Member of Note . . .

Cominent: The awards committee felt that fewer awards should be given to make them more
meaningful. The deletion of the paragraph discussing membership requirements and rules for the
committes is suggested as these matters will be covered under Hall of Fame committee rules if the
two are merged in the next item.

9A. Merge Hall of Fame and Awards Committee
Regulations Article TIT Section A - Awards
1) The Guild may make an annual award, with the approval of Council, to the person, organization, or
business deemed by the Executive Board to have done the mnost to promoie public interest in the piano in-
dustry.
2} The Piano Technicians Guild shall make the following annual awards:
a) A Piano Technicians Guild Member of Note Award to not more than four-{4) members each year, for
recent outstanding service and dedication to the Piano Technicians Guild.
b) A Piano Technicians Guild Golden Hammer Award to one (1) member each year, for outstanding ser-
vice and dedication to the Piano Technicians Guild over a period of years.
Member of Note and Golden Hammer award winners shall be chosen in March by a committee of five ap-
pointed by the president from: the list of previous award winners. No one shall serve more than two con-
secutive terms on this committee. The president shall designate one member of the group to act as chair-
man.



3)  Chapter achievernent awards shall be given each year by the Chapter Management and Achievement Cow-
mittee, the awards to be developed by chapier size and to be graded jor effort, success and mevit of yearly
dactiviries.

Move entire article to Reg. Article 1 Section B - Standing Committess 1)

9B. Regulations Article I section B 12

12} Hall of Fame — There shall be a Hall of Fame to honor those who have shared their talenis, time and
loyalty to-our profession so that we may have what-is ours today. Therefore, the Piano Technicions Guild
has instivuted this Hall of Fame vecord wherein names, with pmﬁles and tributes to honored ones, may be
preserved and remembered,

A} The Hall of Famme Commitice shall be composed of no less than siv Piano Technicians Guild members, one
Jrom each region and one Piano Technicians Guild member from the piano industry appointed by the
President.

B} If a chapter nominates a committee member to the Hall of Fame, the commiitee member miust either
resign from the commiltee or withdraw his nomination.

C)  Only chapters may nomingie candidates for the Hall of Fame, and a resume of the candidate miust accom-
pany the chapter's choice of nomination,

D) After commitiee chooses no more than two recipients, the chairman may request more information for the
Hall of Fame Record Book (if needed, from other sources throughout the country other than the recipient’s
chapter, or other nominating chapters),

E) The Hall of Fame Committee shall complete its work by March 31st of each year. The person(s) so
honored will be recognized at the following Annual Convention during the opening session,

E) They shall be presented with a certificate suitable for framing and a lapel pin, if Fving and present. If the
honoree(s) are not present, the award(s) shall be forwarded to the local chapter president who will bestow
the honors iy an appropriote manner,

G) If the honoree is deceased, the award shall be made to ¢ member of the family. (In this case, the certificate
only: would be adequate.) If the award to the deceased cannot be made at the convention, then the cer-
tificate shall be forwarded to the local chapter president nearest the recipient who will present the award in
an appropriaie manner.

H) All persons elected to the Hall of Fame shall be additionally honored by having a picture, if available, and
a short history outlining their contribution to the piano industry included in an honor roll to be displayed
in a prominent position at each convention. After the convention the book will then be returned ro the na-
tional office for safekeeping.

1) Eligibility qualifications jor a person to be considered for nomination to the Hall of Fame should include
the following:

L. Long-term dedication to the causes, ideals, and purposes of the Piano Technicians Guild.

2. Ouistanding personal and professional integrity to the point of belng an inspivation to others.

3. Owtstanding contributor and tmplementor of ideas. programs, etc., resulting in a definite improvement
and upgrading of the piano industry as @ whole.

J) Suggestions for nomingations shall be solicited through a form in the monthly chapter mailings, with the
chapter form completed and o resume of the nominee fo be sent to the commitiee chairman, no later z‘ha
December 3lst.

K} After corvention send back vesimes of unselected nominees shall be sent back o the chapier for them io
update the resume and again submit the jollowing vear, if so desired,

Move Regulations Article I Section B 12)-Hall of Fame 1o item 4) in Awards Committes Article.

Comment: Both Committees agree that there is too much overlapping of work and information for
efficiency in both committees. Member of Note, Golden Hammer and Hall of Fame should all be
handled by one commitiee. Bylaws committee agrees.

9C. Bylaws Article XIIT Section 1
Delete “Hall of Fame” in lisi of standing commitiees.
Awards (Member of Note and Golden Hammer)
Insert “Hall of Fame” in parentheses after “Golden Hammer.,”

10, Guidelines for Internationsl Relations Commilize

Regulations Article I Section B 15)
15) International Relations — There shall be a committee on international relations.

Add ““This committee shall be responsible for fostering relations with organizations and individuals
in foreign countries who are in the piano indusity, especially piano technicians. The committee will
be responsible for Piano Technicians Guild tours to foreign countries. It shall review and approve or
reject applicants for affiliate membership.

Comments: This is presented: by San Francisco East Bay chapter as a definition of this
commities’s function. Bylaws committes recommends adopiion.



11. Add Chapter Program Development Commitiee as a Standing Comumittee
Bylaws Article X1 Section 1-Standing Commitiees

Add “Chapter Program Development”
Regulations: Article T B

Add “Chapter Program Development - There shall be a committee for the development of new
chapter program materials, such as tapes, slide programs, films, and written material.”

12. Eliminate Home Office Collection of Chapter Dues
Regulations Article I Section B 2)
2} Chapter Dues Collection — Chapters may elect to have chapter dues bilied and collected by the home of-
fice. Chapter dues will be included in their entivery as part of the first payment, Such dues will be reported
and sent to participating chapters in April.

Eliminate entire item.

Comment: The Piano Technicians Guild Accountiant and a recent examination by the IRS recom-
mends we discontinue Home Office collection of chapter dues because of tax consequences. IRS
seems to be inclined to consider money collected ‘on behalf of chapters as income which is taxable
eveni though it is returned to the chapters. Separation of finances between chapters and the home of-
fice is important to maintain our tax position and comply with current IRS regulations.

13. Senior Members at Large Transfers,
Bylaws Article VIII Section 4 b)
b) Each member, except Members-at-Large, Honorary, and Affiliate members, shall be a member of a
chapter, or one of the chapters, which has jurisdiction over the grea where the member lives and/or works.
Upon moving into the jurisdictional area of a chapter or chapters, the member shall join the chapter, or
one of the chapters. within ninety (90) days. ,

Add to last sentence: “except that Senior members as defined in Article VI Section 1 h) who have
been members-at-large may remain members-at-large.

Comment: Board feels that this sort of “"grandfather clanse™ could help keep retired members who
might resign if required to join a new chapter.

14. Senior Member Dues
Bylaws Article VI Section 1 h)
#) A member may continue membership and pay no annual Guild dues provided that the member:

1. Has a minimum of ten years continyoys membership in the Guild and has reached the age of sixty-five.

2. Is no longer significantly engaged in any form of piano work.

3. Agrees to pay the cost of the Guild death benefit insurance or consents to drop from the insurance
prograni.

4. Agrees o pay-a cost established by the board of directors for veceiving the Piano Techruicians Journal or
consents to drop from. the Journal mailing to members.

5. Has approval of the chapter. Members-at-Large must have approval of the Regional Vice President.

Delete 3. and 4. and replace with new 3.: “Agrees to pay the cost of Journal and Insurance pro-
gram or agrees to drop from Jowrnn! and Insuranee program.

Comment: Board fecls that too many options exist presenily concerning taking Journal and in-
surance whieh make bookkeeping cumbersome: Board feels Journal and insurance should come as
one package.

15. New Chapters Within Jurisdiction of Present Chapters
Bylaws Article VIII Section 4 Add d)

When a new chapter is proposed within the jurisdiction of an existing chapter, the board(s) of the existing
chapter(s) must be notified in writing at least two months before the new chapter is chartered. The new chapter
wiust be approved by the Regional Vice President and by a simple majority of the existing chapter(s). The Na-
tional Board shall have the power to overrule if requested. No portion of an existing chapter's name may be
used without its consent, New. chapters must either Send a vepresentative or a letier through the Regional Vice
President 1o the Council Meeting ai which the charter is approved.

Comments: This proposal is sent by San Franeisco chapier in reaction to difficulties encountered
at the Washington Council Mesting. The Bylaws commitiee feels the idea of proper communication
is important but feels that the idea of the present chapter being able to prevent the formation of a
new chapter by a vote is not a good idea. Historically, these cases involve hard feelings between
chapters but in the end both chapters are better off for the division.



16. Reinstatement of Former Members
Bylaws Article VI Section 7

a)
b)

cl

d

A member who has resigned in good standing may be refustated with continuing membership by paying
any back dues and with approval of the chapier,

A member who has resigned in good standing may apply as a new member and will take an examination i
requested to do so by the chapter and will, if accepied by the chapter, receive a new entry number, This
will not constitute a continuing membership.

A member who has been dropped for non-payment of dues may be reinstated with approval of the chapter
and upon request of all back dues and a reinstatement fee of $30.00. This will constitute continuing
membership.

A member who has been dropped jor non-payment of dues more than twelve months earlier may apply. as
a new member, receive a new entry number and shall take an examination if requived to do so by the
chapter. This will not constitute continuing membership.

Delete all four paragraphs (a,b,e,d) and subsiitnie: **Any former member wanting reinstatement
must make application as a new member., The application fee will be assessed but back dues will
not. Former Student, Apprentice, Associate, Allied Tradesman, and Affiliate members may be read:
mitted to their former classifications without examination, Former Registered Tuner-Technician
members must take examinations and pay the reguired examination fees, unless their original ex-
aminations had the same form as those in use at the time of reinstatement.

Comment: This is submitted by Lexington, KY Chapter. At present some chapiers require reex-
amination and some do not; this proposal makes the same standard for all.

17. Elimination of Rebates for Applications Made at Seminars and Conventions
Bylaws Article IV Section 1 ¢)
el All applications for membership at any convention shall be veferved to the respective chapter for processing

in the required manner.
Add: “*Conventions and Seminars shall not give rebates for applications taken at such seminars.

Commment: Washington DC chapter states: “There have been several problems in our area with
these certificates. First, we have found it very difficult to get to know an applicant and complete the
examination process before the six month expiration dates. . . . That problem is compounded by
the fact that many applicants are given the impression that their applicaiions will be processed
ahead of others in line. . . . Along with the adminisirative prablems, and much more important, is
that the people in the membership booth jusi don’t offen know who they are dealing with. It has
happened that new members have been courted who have been notorious in the area for their poor
ethics and technical quality of work.

Bylaws committee sees both the advantages and the problems of the use of these certificates and
has no recommendation.

18. Time Limit To Pass All Parts of Exam
Bylaws Article IV Section 2 c)

c

To achieve a Registered Techwnician rating. an applicant must make o grade of ar leasy 80% on each of the
three parts of the examination, Grade averaging shall nor be permitted.

Add: “Failure to make 80% on one or two paris of the exam will noi require retaking the parts
passed at 80% as long as all three parts are passed no more than two years prior to the reclassifica-
tion date.”

Comments: With the implementation of the Standardized tuning test, there have been applications
turned in stating that the tuning exam was passed in 1979 by the old system. Bylaws commitiee feels
this is necessary and that 2 years is sufficient time to pass all parts of the exam even in a busy or in-
efficient chapter.

19. Student Membership
Bylaws Arficle TV Section 3 a)

a)

bl

The application fee shall be thirty dollars (330.00). If the applicant becomes a member, fifty percent (50%)
of the fee shall be retained by the chapter which the applicant is joining, the remainder forwarded to the
home office. If. afier examination, the applicant does not.become a member, the chapter shall retain fifty
percent (50%) of the fee and refund the remainder. In the event thal no examination occurs. the entive ap-
plication fee shall be returned to the applicant.

Upon receipt of the chapter-approved application and fee, the fiome office shall process the membership
application, and billing for fees shall be sent payable froni the beginning of the wmonth following acceptarnce
into membership.



Change 2nd sentence to read: “If the applicant becomes a Registered Tuner-Technician or Ap-
prentice member . . . eic.”

Change 3rd sentence to read: “If the applicant does not become a Reglstered Tuner-Technician or
Apprentice member, he/she becomes a student member. He/she may then join the chapter as a stu-
dent member by paying an additional $30.

Comment: Board and bylaws committee feel that this is misuse of the Student category. This op-
tion is available at present if the applicant is indeed studying piano technology. To make them
students antomatically if they can’t pass the examinations for Apprentice would work against the
student classification.

20. Recertification of Certified Tuning Examiners
Regulations Article IV g 5}
5) Certified Tuning Examiners shall be recertified at regular intervals, every five years.

Add words: “Recertification shall require passing the tuning exam at 90% again and being reap-
proved by the Executive Board.”

Comment: Recertification is required but never defined specifically.

21. Reclassification Fee
Bylaws Article VI Seetion 5
A veclassification fee of ten (510.00) dollars shall be sent by the applicant to the home office with the
reclassification request. (See Article IV Section 4e).

Add words: “except for Apprentice members reclassifying to Registered Tuner-Technician where
the reclassification fee is included in the Registered Tuner-Technician Tuning Exam Fee.

Comment: This is present board policy.

22. RVP Assistants
Bylaws Axticle XI Section 9 d) Duties of Officers

d} Regional Vice President — The regional vice president shall exercise a general supervision over the chapters
and the membership within the region, promote the welfare and harmony of the Piano Technicians Guild,
act as the president’s deputy in any matter on authorizarion of the president, be membership chairman for
the region, be the advertising representative in the region for the Piano Technicians Guild Journal, attend
major. meetings held by chapters in the region whenever feasible, assist in forming new chapters, and act as
delegate 1o Council to represent all franchised Members-at-Large in the region.

Add: “Regional Vice Presidents may appoini assistants (such as state chairmen) to help with
duties within the region. Expenses incurred by such assistants will be covered by the Regional Vice
President allowance subject to prior approval.

23A. Advertising for Associates and Allied Tradesman
Bylaws Article 11T Section 2 b-Associates
Associates shall be nontechnical menibers who, because of their position and interest in the piano industry,
wish to support overafl Fiano Technicians Guild activities. As Associate members they may not advertise or
promote personal performances of plano service, but may advertise or promeote piano service in general or by
qualified Registered Technician members.

Change second sentence to read: “As Associate members, they may promote and advertise
membership in the Guild, using the logo and all its privileges, provided ihe member clearly states
that he is an Associate member in all advertising, promotions, and correspondence. Membership
must be approved annually by the majority of members of the chapter. Member-at-large Associate
membership is not allowed.

23B. Bylaws Axticle Il Section 2 b Allied Tradesmen
Allied Tradesmen shall be members who regularly follow some branch of piano work as their
livelihood, but are not qualified tuners. As members of the Piano Technicians Guild they may
not publicly advertise being qualified to service pianos beyond the extent of their personal
qualifications. They must be members of a chapter.

Change Allied Tradesman to read the same as for Associates.

Comment: St. Louis chapter submits this amendment. In light of the reversal of
this last year, and the potential for abuse, the bylaws committee recommends not to
adopt.



24. Prior Notice for Bylaws Amendments

Bylaws Article XVIII Section 1 ¢)
e) Proposed amendiments must be submitted in writing, with supporting arguments, to the chairman of the
bylaws and regulations commirtee no later than one hundred and thirty-five (135} days prior-to-the opening

meeting of the Council session.

Delete: “‘no later than one hundred thirty-five ...

term Board meeting.”

. to end of sentence. Substitute: “by the mid-

Comments: San Francisco East Bay chapter states the following reasons:
1. .This is easter to remember and calculate than a specified number of days.
2. It may be important to the mid-term board meeting to review proposed changes,
Bylaws committee feels that since the Board has a chance to review and make recornmendations on
bylaw amendments at the pre-council board session that the present date which is mid o Tate
Febrirary is early enough.

— Deon L. Santy
Executive Dirvector

¢ would like to thank those members from throughout the country who
have expressed their pleasure ai the new four-color caovers on the Jowrnal.
It may interest you to know that we were able to bring this about for very little
cost due to -having them printed two months at a time in advance, In addition,
several advertisers have expressed an interest in four-color-ads on the back cover
since it is now possible to do so. This could inerease our income and put us in a
morte competitive position with other fine Journals in the industry who have far
greater-circulation numbers than we do.
In addition, some manufacturers have expressed an interest in supplying us
with four-color separations for future covers.

January 11, 1983

Home Office Collection of
Chapter Dues

This Piano Technicians Guild account-
ant’s recommendation is taken up
under Proposed Bvlaws Amendiment

#12

Dear Mr. Santy,

I want to advise you and the officers
of Piano Technicians Guild of an item
that came up in the recent audit of the
Guild, .

The Guild has routinely collected
dues for the various chapters and then
remitted those dues to the chapters for
their use. The IRS advised us that the
chapters are not covered under the nen-
profit status of the Guild. They are
therefore construed to be separaie small
corporations which are taxable at cor-
porate rates, The respective chapters
could, of course, file to be non-profit
also,

[ would suggest that the Guild stop
collecting these dues since future audits
will probably address this if it is ap-
parent from the financial statements
that dues are collected from the
chapters,

Please let me know.if you have any
questions regarding this.

Jack N. Seidel

Piano Technicians Guild Accountant
Jack Seidel & Company

Certified Public Accountanis

Tips on New Member
Applications

The application forms are coming in
in very good shape and we are pleased
that very few applications have to-be
returned to the Chapters for comple-
tion.

If the: grey section of the application
is not completed and signed, showing
acceptance by the Chapter and classifi-
cation of the applicant; the home office
must refurn the form to the chapter,

The gntry fee for Registered Techni-
cian, Apprentice, and Allied Tradesman
is $30.00. $15.00 of the $30.00 is sent to
the Home Office, and the balance of
$15.00 is retained by the Chapter. If
$30.00 entry fee is received by the
Home-Office. the Home Office will not
refund the $15.00 to the Chapter bui
credit the prospective member $15.00
towards his/her Guild dues, The red
tape of refunding $15.00 to Chapters
sending $30.00 is unnecessary book-
keeping.
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