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“For the sensuous, 
luminous sound, 

sensitive action andpower- 
for the great artists- 
there is only Baldwin. ” 

Abbey Simon 

“Abbey Simon is a ve& demanding pianist. 
I can be confident thht a well prepared 
Baldwin will satbjj hks needs. It’s full, 
brilliant tone and firh, distinct touch, 
enable all his virtuosib to come through.” 

i 
Richa@ Ziss 

Concert Technician 
I 





President’s 
Message 

PUTTING 

Education 
First 

W hy did you join PTG? 
Most members seem to 
answer simply. . . to learn. 

Each of us can cite a pa&icular class or 
Journal series or mentor who has made 
a difference in our knowledge and 
skill. To keep the priorities of the 
organization in line with the members’ 
desires, then, Board and Council must 
attend carefully to our educational 
programs, planning both short and 
long-term strategies to keep our 
offerings relevant and effective. 

In the last two months we 
have launched the PACE program, 
initially designed as a planned cur- 
riculum for Associate members who 
are preparing for the RPT exam. 
Through monthly Lesson Plans 
published in the IuurnaI and through 
the PACE checklist (sent to all Associ- 
ates and chapter officers in Septem- 
ber), PTG has provided tools for 
chapters and individual members to 
customize into viable local educational 
efforts. Two strategies are recom- 
mended: active use of hands-on 
learning situations and increased 
emphasis on mentoring. To support 
chapters and individuals in each PTG 
region, the RVP, the regional ETS 
Committee members, and the regional 
Chapter Services Representative will 
be working as a team to assist and ’ 
strengthen chapters with all available 
resources. 

PACE (Professionals Advance 
through Continuing Education) was 
developed in direct response to 
member requests for positive actions 
that chapters can take to help increase 
the number of RPTs. It is important to 
note that the PACE program requires 
no budget subsidy at all; the RVPs and 
the ETS and Chapter Services commit- 
tees may use part of their allotted 
funds to support the program in the 
chapters, but no additional PTG funds 
are needed. 

The PACE Lesson Plans will 
first cover the skills tested in the 
exams, but will then expand to feature 
a broad range of competencies neces- 
sary to the working piano technician. 
Ivory key repairs, tilting a vertical to 

replace casters, rebushing a damper 
guide rail. . . the possibilities are 
endless. The Lesson Plans are format- 
ted so that they can easily be com- 
bined into book form to be a lasting 
resource and contribution to piano 
technology. 

Since we in PTG support 
continuing education for all members, 
the 1993 Council took a step toward 
planning for the future by endorsing a 
special Educational Panel. Chaired by 
Michael Drost, our Central West RVP, 
this panel is specifically charged with 
studying the educational programs in 
PTG, suggesting appropriate goals for 
the organization, and proposing 
strategies that could improve our 
educational offerings for members at 
all skill levels. The first report from 
this panel is due at the Board meeting 
in January and the ‘94 Council can 
look forward to hearing and acting on 
the panel’s report. Council designated 
$25,000 in the 1994 budget (half of the 
$12 dues assessment from each 
member) to be used for educational 
programs, exact allocations to be 
based upon the panel’s report and the 
Board recommendations. 

We are fortunate to have a 
wealth of talent, wisdom, and educa- 
tional experience on this important 
team. Michael Drost taught a piano 
technology curriculum at the Univer- 
sity of Wisconsin for eighteen years. 
As CTE, chapter officer, and RVP (for 
now the fifth year) he has thought 
deeply about the central importance to 
the success of the individual techni- 
cian as well as to PTG. Also serving 
on the panel, is LaRoy Edwards, 
founder of Yamaha’s Little Red 
Schoolhouse, and a charter member of 
PTG; LaRoy is one of the most re- 
spected teachers and gentlemen in our 
profession. His experience and 
insights continue to provide positive 
direction. Doug Neal, instructor at 
Western Iowa Tech, brings an astute 
understanding of current theories of 
adult education and a decade of 
experience training technicians; his 
practical and’professional approach to 
educational planning can be of great 
service to PTG. And Dr. Al Sanderson 
adds his perspective (and wit) to the 



discussion, drawing on his teaching 
experiences at Harvard as well as his 
considerable knowledge of the exam 
process in PTG. Each of these men has 
been a thoughtful participant in PTG 
for many years. I and several other 
Board members have been privileged 
to audit their first two meetings, 
which have been lively study sessions! 
This panel is essentially laying the 
groundwork for a long-range vision 
for education in PTG. For the first 
time ever, Board and Council will 
benefit from a comprehensive study of 
that activity we devote so much 
energy to: education. 

Ask yourself: what more 
could we be doing to improve educa- 
tion in PTG? Is electronic access to 
information the key; should we have 
on-line informational services for 
members? Can we improve our exam 
process? How could our Annual 
Institute, our ~ourml and other publi- 
cations be used even more effectively? 
Does effective continuing education 
for RPTs mean a more planned 
curriculum, perhaps in cooperation 
with schools and manufacturers? Is 
the PACE program well focused? 
How can PACE be best utilized? The 
panel is asking all these questions and 
more. Your input is invited. Please 
direct your letters to the Chair, 
Michael Drost; the panel is interested 
in exploring all available ideas. I feel 
great confidence in their ability to 
integrate the data and help us, the 
membership, to articulate our educa- 
tional goals and find the best path to 
reach our potential. 

One thing we should remem- 
ber: any goals we define will serve as 
signposts along the path-not fixed 
destinations. We are committed to 
learning, a process that never ends. 
We have come far in PTG. We can go 
even farther. 

San Francisco Piano Supply Co. 

Piano Parts & 
Supplies 

Same Day Shipment or Pick-Up 

We Ship Anywhere! 
657 Mission Street l #507 
San Francisco, CA 94105 

415-543-9833 
Call Toll-Free l-800-247-0702 

PIANOS! PIANOS! 
PIANOS! 

We buy all 
! 

pes of usable pianos. We pay 
cash and WI I not hesitate on any fair price. 
We will remove immediately. Also we sell 
fine vintage pianos-large stock- 
Steinway and other top name brands. 

Call IN Jacoby collect216-382-7600 
PO Box 21148,Cleveland,OH 44121 

Renner Introduces 
Replacement Grand Action Parts For: 

Baldwin 
Original Dimensions 

Pre -1932 Shanks & Flanges 
Old Bore $275.00 

Post -7932 Shanks & Flanges 
New Bore $275.00 

Whippens W/ Adjusting Screw 
%500.00 

Phone:203/221-7500 Fax:203/454-7886 Phone:801/292-4441 

Or Contact: 
Rick Baldassin 
Teaching & Technical Consultant 

Fax:8011298144 
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Technical 
Forum 

C ertain time-sensitive material 
must be published at fixed 

times during the year. The NAMM 
show and the national convention 
coverage come to mind. As strange as 
it seems to read about last summer’s 
convention in October’s issue, that’s 
the way it must be. However, to try to 
get back in sync, I must print some of 
the correspondence that’s starting to 
collect algae. In truth, many of these 
letters are recent, but the writers 
waited a while before finding (or 
taking) the time to write. By the time 
you receive this issue, many of you 
will have weather conducive to sitting 
,m front of a toasty fire and turning the 
pages with your popcorn-slicked 
fingers. It’s just as well since this is 
going to be a rather wordy issue. 

I usually like to add a little 
spice (pepper?) to convention reports, 
by drawing on my abilities as a cynic. 
Due to emergency surgery and a 
related stint in the hospital with a 
collapsed lung, there wasn’t the 
luxury of time in the last issue to do 
much of this. It was interesting to hear 
that my ailment was typically that of 
young males. Maybe I’m finally 
growing up? 

Before we dig into the mail 
bag, I’d like everyone to know that I 
appreciate what appears to be a 
renewed interest in the magazine, and 
particularly the Forum. I want this to 
be your area, and if some act of 
commission (or omission) on my part 
has incited your involvement, I’m 
glad. Even letters with negative 
implications provide a platform on 
which to grow and improve our 
publication. Thanks, too, for the 
positive letters, most of which do not 
get published... but do not go unno- 
ticed. 

The first letter is fresh out of the 
mailbox, and is positioned here 
because the member needs assistance 
in a hurry. 
Help! 

Dear Jim, 1 have been a member 
in the PTG for the past 35 years and 
urgently need your help. I volunteer at my 
wife’s Geriatric Center and they are eager 
to amplih the sound in vertical pianos. 
The piano supply houses inform me that 
the “Goddard” piano microphone is no 
longer available. 

. 
devs Wnte Ra& 

a.k.a. 

THE GOOD 
THE BAD 

& 
THE UGHl 

Your expert help in this matter will be 
greatly appreciated. Best regards, 

John A. Demsey 

John, I’m pleased that after 
thirty-five years, you’ve found some- 
thing you need help with. However, 
whatever “expert” help I might have 
offered in this area is now outdated 
information. I’m placing this near the 
top of the column in case someone else 
can assist in this situation. Perhaps 
another member has a used pickup 
lying around and would be willing to 
part with it. If what you were told is 
accurate, I suspect that MIDI, synthe- 
sizers, and general economic situa- 
tions caused the Goddard system to 
no longer be manufactured. 

I think if I were to be pre- 
sented with the same situation today, 
on an experimental level I would try 
one of those “area” or “zone” PZIvI 
microphones. From my library of 
resource materials, the Radio Shack 
catalog says “. . . uniquely designed to 
respond to sound pressure so that it cuts 
echo effects while increasing clarity and 
runge. Excellent for stage performances, 
pulpits, execu five board rooms and 
conferences.” The frequency response is 
20-l&3,000 Hz. That should be more 
than adequate for the purpose de- 
scribed here. 

Another idea is that of using 
two magnetic pickups (accessory to the 
Accu-Tuner). Those who have used 
these pickups are aware that there is 
usually a “sweet spot” on the plate for 
bass and treble, respectively. That’s 
the rationale for two of them - find 
the sweet spots, then run the two 
outputs through a mixer, then into an 
amplifier. 

I must caution that both these 
suggestions are mind games on my 
part - I’ve not tried either of them! 
UPDATE: Scratch the magnetic pickup 
idea. I called “Dot” Sanderson, and he 
threw a monkey wrench into my 
theory. I had figured that there may be 
a low-frequency response problem, 
but had not counted on the hum 
factor. The magnetic pickups do not 
have any “hum-bucking” characteris- 
tics built into them. When used 
properly (with the Accu-Tuner), this is 
not a problem, since the AT’s filtering 
matrix compensates for the hum. 

When used as I suggested, 
however, the hum factor would likely 
make this application impractical. The 
reason I updated my response instead 
of erasing it was in case someone else, 
like myself, wakes up in the middle of 
the night with a radical idea. By 
leaving this “out-take” idea here, you 
can go back to sleep! 

On a more realistic level, why 
not just suspend a microphone 
behind, or down inside the piano? I 
realize you want to do the best pos- 
sible job under the circumstances. But, 
being quite candid, this is not a 
recording session or a major concert 
event we’re discussing here. Just be 
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sure to use lots of “gaffer’s” (duct) 
tape to secure any cables, so the folks 
don’t trip over them. Buy the cloth- 
based tape. The adhesive seems better 
than that of the plastic tapes, although 
both look about the same battleship 
gray in color. Later, should you decide 
to remove the microphones, any 
residual tape “grahdoo” (not sure of 
spelling - so substitute “residual”) 
can be removed with mineral spirits. 
Lights, camera...draw? 

Dear Jim, I’m pleased with the 
huge improvements in the Piano Techni- 
cians Journal over the pastfew years. One 
thing 1 would like to see improved more is 
the quality of photographs that accompany 
technical articles. Some of them are fairly 
dismal. I can appreciate he fact thar 
drawings work much better in some cases 
than photos to illustrafe technical things, 
and the quality of the drawings has 
usually been very good. I hope some better 
standards can be applied to the photo- 
graphs that get printed in the Journal. Ifa 

picture is worth a thousand words, a 
grainy, overexposed or poorly lit photo is 
worth a thousand badly-written wordsfull 
of typos. Yours for elucidation, 

Jonah Blaustein 

Elucidating mode on. I agree 
with you, Jonah, and will speak to 
Nick Gravagne about this! Seriously, 
we became spoiled (and deservedly 
so) with Bill Spurlock’s excellent 
graphics. (Many folks think Bill has 
drafting skills, and don’t know that all 
those drawings are done with a dull 
pencil on a Big Chief writing tablet.) 
Then there were Valerie’s drawings 
during Susan Graham’s tenure. Those 
were (usually) generated from a 
photograph, instead of in real time. 
Many of our writers, however (myself 
included), are not “natural” artists, 
and tons of exotic equipment is not 
going to change this. Nor do we have 
artist friends living a block away. This 
forces us to use photographs in most 
cases. 

Now is a good opportunity to 
mention this. If at all possible, any 
submitted photographs destined for 
inside the magazine should be taken in 
black and white. The resolution is 
simply superior to that of converting 
color prints (or transparencies) to 
black and white. Unfortunately, here 
in the sticks, both Tater and his 
brother Tater at the camera store think 
black and white film is a new inven- 
tion. Even when I can find it (or 
special order it), there’s the problem of 
getting the film processed. It seems all 
the labs are geared for color. Again, 
not an insurmountable problem, but 
rather touchy when a deadline is 
approaching, and one’s pictures are 
“in the mail”. I’m a licensed (black and 
white film) darkroom navigator, but 
no longer have my equipment. Even 
this would only help the Forum, not 
photographs from other sources. 

When the excuses above have 
been factored in, now we’re left With 
the skills and equipment available to 



the person taking the photograph. 
And we’re professional piano techni- 
cians, not professional photographers. 
But we’ll keep working at it. 

Lubricants revisited 

The following are responses 
from the February ‘93 discussion of 
center pin lubes. Actually, the first 
was a note wrapped around a product 
sample. As best I can figure, I may 
have had it while doing the article. I 
had put it in the shop, intended to try 
it (as requested) and then forgot. Here 
are the contents of the note: 

Hello JH, Sorry about small btl 
Zip-Slip. Will shortly be available - in 4 
oz. glass bottles. Perhaps plastic -fancy 
silk screening - containers are ‘modern’ 
- but they also spill easier! I like the 
sturdy feel/look & solidness of glass! 
Please try the product. It cleans, lubri- 
cates, and actually restores the bushing. 
Zip applied, the part swings more fhan the 
oft-said 7, but it’s not loose! But ty it - 

it’s quite a product. Lovingly, 
John 

I used to speak Ford, so will 
attempt a translation: 

l if possible, he wants the solution 
packaged in a glass container (it did 
turn out that way); 

l the stuff works; 
l it’s okay if the newly lubricated 

shank and flange swings more than 
seven times; 

l he likes me. 
I, too, like the idea of a glass 

container, in spite of the extra precau- 
tions required for travel. I’ve always 
had a problem with petroleum-based 
products not being there when I 
needed them when packaged in 
plastic containers. It seems the carrier 
dissipates through the pores of the 
plastic. On a positive note, the bottle 
says “Guaranteed or purchase price 
refunded. When have you heard that 
recently? On the negative side, the 
label also reads, “DO NOT INGEST.” 

So much for a multi-purpose elixir. 

More on lubrication,.. 

Dear ]im; The new issue of the 
Piano Technicians Journal arrived a few 
minutes ago, and I read with interest your 
article about center pin lubes, and 
especially a question about Protek. 
You mentioned several other center pin 
lubes, but failed to mention the McLube 
1725, which 1 carry. It is an excellent 
center pin lube which has been used by 
numerous technicians for several years, 
and also was tested by one of the manufac- 
turers several years ago, and they deter- 
mined that it was as good or better than 
anything that they had tried. 

1 would appreciate it ifyou could 
see your way clear to make mention of this 
at some rime in thefuture. Also, why not 
try it for yourself so that you can deter- 
mine its adaptability to the situation? 

Ruth McCall 

After 80 years, 
wdre still 

)our business 
one string 
at a time. 

You may think of Mapes for big orders, 
but Mapes is small orders, too. We can 
make piano strings for any model or any 
age piano in any quantity for piano tech- 
nicians. We also make guitar, mandolin, 
banjo and harpsichord strings. 

For over 80 years, Mapes has produced 
the finest quality strings for some of the 
worldS largest manufacturers. You can 
put that experience to work for you. 
Even if it’s just one string that rings. 

The Mapes Piano String Company 
“Strings That Ring” 

p.0. Box 700 
Elizabethton, Tennessee 37644 

Office (615) 543-3195 
Wire Mill (615) 543-3196 

Fax (615) 543-7738 



For a long time after they 
introduced these products in Southern 
California, I thought that Ray and 
Ruth McCall had a “stencil” on the 
McLube products. You know, like if 
you order enough pianos from a 
manufacturer, you can have your own 
name put on the fallboard. My stupid- 
ity was just as prevalent then as now. I 
did not mean to leave out any vendors, 
no more than I meant to point out all 
the vendors (or other lubricant manu- 
facturers - of which I’m also guilty). 
RemGrit (Schaff?), SuperLube (Webb 
Phillips, I think), Hoppes (dunno - 
gun shop?). Even now I can’t name 
them all. The question was about 
Protek, and my error was likely that of 
also pointing out that Ford had a 
recent offering in this market. Aside to 
Ruth: as one of the charter users of the 
product (I think), I do have, use, and 
recommend McLube 1725. I’ve just 
never tried it on center pins. 

Technical Forum articles. I would never 
have been able to change careers and 
become an RPT without all the wonderful 
people in the PTG. 

Linda Scott 
[at a long address in Mexico] 

You’re not necessarily alone, 
Linda, providing you speak Spanish. 
I’ll concede this one (June ‘93 Forum, 

other areas in that one article that 
could also have used some “help”. It 
boils down to where to draw the line 
between clarity and overkill. For those 
times, perhaps a trick I sometimes use 
will help localize the part under 
discussion. The trick is to read back- 
wards. In this case, start with “trap 
lever”. This usually takes us below the 
belt line, whether on a vertical or 

page 28). However, there were several grand. From that point, any part 

Whazzit? 

Dear Jim, Could 1 be alone? 1 
read something like: “I have encountered 
breakage where the upper part of the pivot 
bracket is welded to the tubular arm” - 
and I really haven’t a clue as to what 
you‘re talking about! I also think that 
people who do know what you’re talking 
about don’t need the information con- 
tained in your column as much as those of 
us who don’t. My concrete suggestions are 
as follows: 

1) Help those of us who have trouble 
visualizing something we have either 
never seen or never “observed”, and use a 
labeled photo or diagram to illustrate - I 
bet the manufacturers would help. 
2) A lot of technicians are women these 
days, and maybe went through school 
before girls took shop classes. Some of us 
get to piano technology by way of interest 
in music, but not necessarily interest in or 
knowledge of mechanics, tools, woodwork- 
ing, etc., and areforever trying tofill in 
the gaps. By realizing the gap exists, 
perhaps the Journal editors could do more 
to help. 

A thousand thank-you’s to you 
and your distinguished predecessor for 
everything I have learnedfrom the 

Now Available 
Only From Renner 

The Original Upright Hammer Butt 
- Pratt Read Style - 

Now with Renner quality, the popular upright hammer 
butt used in virtually all upright pianos produced in 
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names are fair game, since, unlike the 
nomenclature used in actions, the 
names of trapwork parts varies widely 
among manufacturers. In this instance, 
we add “tubular”, then “metal” - still 
reading backwards. This differentiates 
this type of lever from “stick”, the 
wooden variety we usually see on 
older uprights that connects the pedal 
to the (1) pedal rod dowel; (2) pedal 
reach dowel; (3) any number of other 
names for the same part; (4) another 
stick. Having the PTG house organ 
“Piano Parts and Their Functions” also 
helps. The bracket and plate men- 
tioned would involve the “pedal lever 
bracket” (#26), and “pedal lever 
swivel flange”, (#23), both on page 18 
of PP&TF. 

Comments on Chris’ comments 

Hello Jim,‘1 was in agreement 
with just about all I read of Chris Day’s 
comments in the August ‘93 Journal. I 
have often thought that a lot of what is 
written in the Journal is theoretical; OY 

unrealistic; OY the ideal and not reflecting 
my experience. At the same time, I realize 
the Journal should reflect the highest 
standards and procedures. Also, we all 
work in difirent economic situations, and 
we all have different economic goals and 
requirements. While this can be a dilemma 
when putting together afine source like 
the Journal, it is not insurmountable. 1 
think Chris Day’s idea of an entertaining 
discussion of daily compromises made by 
technicians a good one. What a conscien- 
tious technician feels should be done and 
what a customer will allow are often two 
different things. That these situations even 
exist may be denied by many. We seem to 
have some technicians with big egos and 
thin skins out there. Maybe we could talk 
about it and get some of us to lighten up a 
bit. Thanks. 

Kent Gallaway 

Thank you, Kent. Did you 
send your entire letter? I looked for a 
second page, thinking you may have 
included one or more daily compro- 
mises -just to get this off the ground. 
Incidentally, a lot of what’s written is 
theoretical and unrealistic. There are 
at least two examples in this article 

alone. My “theory“ of the magnetic 
pickups blew up in my face. And, I 
neither use nor endorse the practice of 
consuming center pin lubricant 
between calls. 

More thoughts on the 
Thomas piano (Part 1) 

Note: The next letter was sent 
to the original author, and copied to 
me. However, the information pro- 
vided needed to be known by more 
than three people, so is reprinted here. 

Ted, In your column in the recent 
PTG Journal which mentions the Thomas 
piano, you ask ifanyone could tell you 
why they designed a soundboard with a 
reverse crown. This may be of interest to 
you. 

A company that 1 worked for 
around the year 1962 sold the Thomas 
piano, and 1 had the opportunity to meet 
the designer at a trade show in Chicago of 
that year. When asked about the reverse 
crown, he said that his thinking on this 
was a result of discussions with people in 
the construction industry. 1 have no idea if 
this is true, but he said that when a 
building is constructed, the beams OY 

horizontal supports are not straight 
across, they are curved downward in 
anticipation of eventually going in that 
direction anyway. Since a crown in a 
soundboard does tend toflatten OY in some 
cases does reverse, he evidently thought it 
was a good idea to reverse it originally and 
then be done with it. A very strange 
approach, to say the least. 

The designer of the Thomas piano 
was either MY. Rippen himself OY someone 
who was associated with the Rippen Piano 
Co., a piano that was made in Holland. 
The Thomas piano was made in Ireland 
and then shipped to the USA. It also came 
out under the name “Lindner”. 

Dennis Kurk 

Dennis, sometimes it’s the 
noise; sometimes it’s just a hard day 
following a rough night before. Either 
way, we must take some of the 
information from a trade show with a 
grain of salt. I think manufacturers of 
Quonset huts, geodesic domes, igloos, 
and flat-bed trailers might have a 

problem with this fellow’s rationale. 
But then, maybe I’m the one who’s 
having a problem “seeing” this. 

Thomas piano (Part 2) 
and other comments 

Dear Mr. Harvey, 1 just read 
your comments on the Thomas piano and 
it sounds remarkably like the Irish-made 
Rippon piano. (I’m not sure of the spelling 
of that name, but then 1 have to look up 
even common words like Steinweigh!) 1 
had a friend/cus tomer several years ago 
who had one of these pianos - although 
he usually referred to it as the Ripoff 
piano. At the time 1 saw it there were 
many broken parts. Thisfriend had a 
business trip to England and Ireland, and 
while there he tried tofind parts for it to 
no avail. 1 wonder tf Thomas made the 
piano you referenced themselves, or if they 
imported somefrom Rippon. Life has been 
good to me and 1 have never run into 
another like it. 

Thanks also for your comments 
last month about “vintage“ pianos and 
their care (attempted resurrections?) 
Although it is difficult to tell a customer 
that their beloved piano - bequeathed to 
them by theirfavorite aunt - has now 
died, Ifeel we do them a disservice by 
tying to “recondition,” “rebuild,“ OY 
“restore” these dead instruments. Good on 
youfor your honest statements about these 
things. A 1904 Bush & Gertz might have 
sentimental attachments, but it has 
neither great musical potential nor 
monetary value as an antique. 

Thanks for your good work on the 
Journal. It is a valuable asset to every 
subscriber, and a publication of which the 
Guild can be justly proud. Sincerely, 

David M. Porritt 

Open season on Dan Bowman 

Jim, The article entitled “Tuning 
With Hearing Aids? Certainly!” in the 
November issue was excellent and 
prompted me to share some thoughts on 
hearing problems - something we all 
think about, albeit privately, I’m sure. I 
was origmally urged to write when I read 
a piece in a recent Journal where a 
technician was extolling the benefits of 



hammer movement over pounding the 
keys when setting the strings. I’m sorry, 
but 1 can’t remember the technician or the 
issue, but he was concerned about hearing 
damage. 

In the late 40s and early 6Os, 1 
assisted my uncle in the servicing of pipe 
organs, he being a facto y representative of 
Casavant Fr. in Canada. Organ chambers 
can be extremely loud, and over time, he, 
like most organ men of that era, started to 
lose the upper end of his hearing range. He 
taught me to tune in order to take care of 
the high notes. 1 wasn’t in the business 
long enough to sufir noticeable hearing 
loss, fortunately, and this background was 
one reason for my interest in piano 
servicing many years later. 

After servicing pianos for 
approximately eight years, I was hired as 
the piano technician for San Diego City 
Schools with the responsibility for 920- 
plus instruments. In fact, my remarks 
may be of more use to institutional 
technicians than to the more common 
household technicians, but each can decide 
its applicability. All of these instruments 
must be serviced at least once each year 
while music programs and seconda y 
schools get morefrequent attention. That 
means that during summers and at other 
times when classes are out, it’s not 
unusual to service 8 to 10 or more pianos 
a day. Yes, it is physically and mentally 
demanding, but it can be done. If the 
instruments are well maintained it’s not 
like afull-blown service session every 
time, but that’s another subject. 

After some particularly long 
stretches, 1 noticed a peculiar phenom- 
enon. My ears, especially my right one 
(since 1 tune right-handed), started to feel 
like what 1 would describe as fatigued. 

There is surely a correct physi- 
ological term for this, but fatigued is what 
1 would call it. It should be pointed out 
that approximately 90% of these instru- 
ments are 45” studios, so the sound is 
projected right into my face. 1 naturally 
became concerned and decided to t y some 
type of hearing protector. The most logical 
was theflesh colored foam type that 
expands in the ear canal, but they proved 
unsuitable because they attenuate afill 
35dB. Solid rubber ones are even worse - 
1 simply couldn’t hear the notes properly. 1 
then purchased a Radio Shack sound level 
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routine. The tests are not scientific in the 
formal sense of the word, but I tried to be 
consistent. I took readingsfrom a cross- 
section of instruments, positioning the 
meter at approximately the distance my 
ears would be. I selected a non-damped 
function, using thefullfrequency range of 
the meter. I was surprised at the results, a 
number of which I will list. These are 
random notes on the pianos with the 
loudest notes comingfrom the tenor and 
the softer ones comingfrom the treble. 
The following is a simplified list of my 
findings: 

1980s Steinway S 
92-104dB 
1950s Gulbransen studio 
98-106dB 
1980s Yamaha studio 
96-106dB 
1960s Baldwin L 
94-100dB 
1950s Everett studio 
102-106dB 
1960s WurIitzer studio 
98-l 1OdB 
1980s Kawai KG2 
94-104dB 
1980s Kawai GS40 
98-102dB 
1940s Hamilton studio 
98-116dB 
1960s Hamilton studio 
96-106dB 

1970s Hamilton studio 
102-110dB 

I should point out that one string 
can produce this level of sound and that 
three strings in unison do not produce 
three times the volume of one string. 
The brochure with the meter gives the time 
exposure limits recommended by the 
government as being the maximum time 
before hearing damage is possible. 1 have 
taken the liberty to reproduce it here since 
it is stated as beingfrom the Department 
of Labor and is therefore readily obtainable 
information. 

Duration Sound Level 
U-W (dB) 
8 90 
6 92 
4 95 
3 97 
2 100 
1 l/2 102 
1 105 
l/2 110 
l/4 115 

Since dBs are measured logarith- 
mically instead of linearly, I determined 
that I might indeed have a problem. For 
instance, 60dB is not 10 more than SOdB, 
it’s 10 times more, ifI remember my 
physics. A simplified list of various sound 
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levels we can relate to follows, using 0 dB 
as the hearing threshold: 

Quiet whisper 20dB 
Background music 60dB 
Loud orchestra 80dB 
Start of unsafe levels 90dB 
Rock music 1lOdB 
Pain threshold 130dB 

Rather than drag this on and on, 
1’11 get to my solution. 1 discovered that 
using small wads of cotton reduced the 
loudness enough to make the day easily 
tolerable with no more fatigue. I don’t 
stuff it in deeply, just push it into the ear 
canals loosely, but enough tofill the ear 
canal. One of the more interesting benefits 
that I hadn’t counted on is the noticeable 
and dramatic reduction of unwanted 
harmonics. Since many people shop for 
price, it’s not unusual to come across some 
pianos with less than desirable tone 
quality, especially in the treble. 

lfully agree with Herr Fenner 
that we can‘t blame the manufacturer for 
all our problems, but some of the verticals 
built in the 60s and 70s stretch the term 
“musical instrument.” 1 was amazed at 
how much trash the cottonfilters out. It 
even helps with the strange phenomenon 
in which humans hear a highfrequency 
lower than it really is. 

This solution is not a miracle 
cure-all, but the two main benefits are 
noticeable and substantial. 1 hope this can 
be of help to other technicians, iffor no 
other reason than to stimulate thought 
and conversation toward even better 
methods. Yours, 

Jon Joyce 

Thanks for this excellent 
report, Jon. I agree on the cotton, 
having tried a number of other, far 
more expensive devices for hearing 
protection before “discovering” this 
easy-to-find, superior material. By the 
way, although you mentioned the one 
versus three string phenomenon, I’d 
be interested in your findings in terms 
of stridency between those instru- 
ments as a result of differing hammer 
wear (string cuts). I doubt that you 
shaped or replaced the hammers on 
those instruments just to get your 
readings. I further realize this is an 



Kawai-The Master Builder Presents: 

ARTISAN SELECT 
CONCERT ARTIST SERIES 

The Artisan Select hm the compma tive advun tage. 

“Pefection is more than an ideal. . . 
it > a duty ‘I - Hirotaka Kawai 

n 

3 ymphonies, operas, music halls, festivals, 

a%.ts and celebrities put their trust in the 

Artisan Select... the world’s foremost pianist, 

Martha Agerich, insists on the Artisan Select 

EX... whether it’s the Aspen Music Festival, 

San Francisco Opera, International Piano 

Competitions - from the Van Cliburn, Fort 

Worth, Texas to the Frederick Chopin Inter- 

national, Warsaw, Poland - there is an Artisan 

Select on center stage... there is even an RXAin 

Chopin’s birthplace... The Artisan Select is the 

choice of many of the world’s foremost pia- 

nists. Play rhe very best you can play... play a 

Kawai Artisan Select. 

SHOWROOMS 

C&S Music Cent.. 
5 I I N Watson Rd 
Adinpon. TX X.0, I 

=WAI 



unreasonable request, since it would 
be difficult to establish a “controlled” 
experiment with that many different 
sizes and brand names. But since 
you’re the one with the new toy, 
perhaps you could give us your 
findings on one or two pianos, mea- 
sured from the same distance, both 
before and after hammer shaping and 
voicing. 

Open season on Bill Ballard (Part 1) 

Dear Jim, Regarding Bill 
Ballard’s article “Tuning on a Leash,” I 
also have been known to “float” the pitch 
standard, but 1 have a dzfferent way of 
paming the issue. Our ultimate purpose 
in this work, and therefore the ultimate 
standard by which it must be judged, is an 
esthetic, qualitative consideration; what is 
most musical? I am all in favor of measur- 
ing and quantifying as long as we keep in 
mind that in ourfield, the quantitative is 
always an approximation of the qualita- 
tive. An idealized tuning that looks 
beautiful on graph paper may yield some 

‘important and interesting insights, but it 
may or may not have anything to do with 
what actually sounds most musical. 
To apply this to the pitch standard issue, 
let‘s start with a point on which I think we 
would all agree. If I am tuning for a same- 
day ensemble performance; the season, 
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weather, or starting pitch of the piano are 
practically irrelevant because the pitch 
must be at A-440 when 1 amfinished. 
Musicality does require a pitch standard. 
On the other hand, when doing a home 
tuning during seasonal extremes; I may 
feel that my dedication to a pifch sfandard 
(and therefore to whaf is most musical) is 
served by tuning the piano such that fhe 
average pitch until the next tuning will be 
A-440. This is a simplification for the sake 
of brevity, but I’m sure you get the gist of 
it. There are many musicians among PTG 
members who know that while “most 
musical” cannot be quantified or easily 
defined, and even changes over time, it is a 
far cyfrom “anything goes. ” It is in fact 
a vey demanding standard and makes our 
work much more interesting. Sincerely, 

Chris Trivelas 

More Ballard bashing (Part 2) 

Dear Jim; Bravo! for Bill 
Ballard’s article, Tuning On a Leash, 
(Journal August 1993). 

1 couldn‘t help laughing out loud 
at his opening paragraph, “Picture this: 
it‘s late August and you‘re doing back-to- 
school tunings in the local high school...“ 
It is August and my wife, Bonnie, and I 
are just starting on the eighth year 
contract renewal we have in the Granite 
School District here in Salt Lake. 

/ \ 

1 A total electronic marketplace & 

showroom for classic used instruments n 

custom lists & searches n free listing/list 

to all sellers 8 buyers W Prove to one and 
all alike, the magic 8 satisfactions of 

The contract is for tuning 
approximately 700 pianos spread out 
among 91 schools; high schools, junior 
highs, elementary, and specialty schools 
for the handicapped. With our other 
residenfial and institutional business, 
including three other small school districts 
in two other states, it takes us about nine 
months to accomplish the Granite con- 
tract. 

The contract pay per piano is just 
a liffle more than half of what we charge 
for a resident, and only fen percent of the 
total contract is for “minor” repairs. It 
would be great if we could tune just in the 
fall and spring at times when the humidity 
conditions bring the pianos back to where 
they were the year before. If would be 
great ifwe could tune the same pianos at 
the same time each year. But, to hope for 
ideal conditions like that isfutile. Even if 
that were the case, one year may be wet 
and the next one dry. 

We have found over the years 
that in order to be able to make this type of 
work profitable we must make some 
compromises. For instance, none of the 
district pianos is given a “concert” tuning 
unless we are specifically asked to tune a 
specific piano for a specific concert. 
Also, for the sake of time as much as 
anything else, we let our “A”float. From 
a practical standpoint we have to. We each 
tunefrom six to eight pianos per day (plus 
making minor repairs) when we are 
working in the district. Three orfour 
residential pianos per day would make us 
the same money but would cost us more in 
time and travel. 

We have tracked one set offive 
pianos in a high school with a particularly 
bad humidify problem over a three-year 
period. Because of this problem, two of 
these pianos get tuned three or four times 
each year, rather than the usual once. We 
noticed thatfrom the dy time to the wet 
time, they all changed in total as much as 
fifty cents. The band teacher wanted his 
kept as close to A-440 as possible, but the 
choral teacher was willing to let his and 
the practice room pianosjloat. 

For the three practice pianos 
tuned only once, at the point in the year 
where the humidity put them back at the 
“stable” tuning point, each piano needed 
only a slight touch-up. But, in between 
these times it was very obvious that the 



crown was increasing as fhe humidity 
increased. The center of the pianosfrom 
the bass break to the treble beak was 
considerably more sharp than on the ends. 
for the other two, an Everett console and a 
Kawai KGZC grand, if didn’t make much 
d$erence whether theyfloated or not. 
About the same kind of changes were 
needed for each, except the console in the 
band room needed to be brought up 
(mosfly in the middle) during the dry 
time, and the grand merely needed fo be 
leveled out; middle up and ends down. 
Less overall work was needed in leveling 
Uzan in attempting fo stay af A-440 and 
both teachers were satisfied. 

It has been my experience over 
many years that the majority of players, 
professional or non, really don’t care and 
are nor able to discern what the standard 
(A-440) is. Even the most discerning 
musician ear is in&rested mosfly in the 
relative in ferval relationships rather than 
whether the piano is really on A-440, A- 
438, or A-444. As a matter offact, Z know 
few highly trained musicians who can’t 
even tell me the basics of what a beginning 
tuner should know about interval relation- 
ships. Extremely few are analytical 
enough to say more than, “Zt sounds 
swell,” or ‘That unison sounds a bit of.” 
The question needs to be asked, then. Why 
do we tuners - who do know what a good 
tuning is - try so hard to be so perfect 
when even the best performer, nor to 
mention the audience, can’t even begin to 
tell fhe deference between our own ve y 
best and our own barely acceptable? I 
think there must be several answers; 
maybe as many as there are good tuners: 
(1) The challenge to keep from being bored. 
(2) Fear; even if they don’t know, we do, 
and maybe, just maybe, someone else 
might know; someone we don’t suspecf. 
(3) Pride. We can and always should 
attempt to do the best we know. There 
must be many others. 

As a CTE Z have tested tuners 
that have tuned in excess of ten years who 
still cannot set a temperament accurately 
enough to pass fhe RPT test. Yet, they 
have a satisfied clientele and arefull time 
tuners. Perhaps the majority of non-Guild 
tuners are in that catego y and are 
competing for the same business that we 
are. The reason that Z have to bid so low 
for school contracts is because of some of 

these. Those who do the buying are looking 
for two things: low price and dependabil- 
ity without complaints. They can’t tell the 
difference and moreover - don’t care. 
In business one must compromise in order 
to make a living. Sometimes the most 
VALUABLE job is nor the most pufect 
according fo an absolute standard, but a 
job that gets done adequately within the 
budget limitations of the customer. Few 
people drive Rolls-Royces or feel the need 
to, but many drive Asian imports they can 
afford. There may be a few who want, for 
their own reasons, to have their pianos 
tuned right on A-440 or whatever. Those 
we must be able to serve as well as those 
who can’t tell ifwe let their “A“jloat. 
Most of the timefor most of my custom- 
ers, Z let fhe “A”f/oaf. 

James E. Hill 

Ballard and I tossed his idea 
for that article around for quite a 
while. The concern was whether it was 
in keeping with professionalism - 
especially in the pages of the Journal; 
and to a lesser degree, how much heat 
it would generate from those who 
failed to understand the intent of the 
article. It was decided that since we 
both endorse this practice, as circum- 
stance dictates, there must be others 
who also subscribe to the practice - 
even if that practice is not discussed 
publicly. Considering these two 

responses, as well as the others 
concerning real-world versus the 
theoretical (Kent Galloway’s letter, for 
example), it appears the decision to 
publish was sound. 

Postscripts 

Whew! If you made it this far, 
thanks for hanging in there. Members 
often tell me (in person) something to 
the effect of: “Jim, I really meant to 
write and tell you . . . [whatever].” 
While I appreciate having this type of 
input, there’s nothing like having a 
card or letter to share with the mem- 
bership. It just legitimizes (don’t look 
that up) the entire process. So, please 
keep the correspondence coming, 
whether good, bad, or ugh! 

Join me in thanking Bill 
Ballard for his tour as contributing 
tuning editor. As evidenced above, his 
articles have given us food for 
thought, and not always in predictable 
ways. 

Also, let’s welcome two new 
additions to the Journal team begin- 
ning this month: Michael Kimbell is 
assuming the post of contributing 
tuning editor. Without even bothering 
to say “howdy,” he jumps right into 
tuning from the standpoint of music 
theory. There are a number of musi- 
cians in our organization, but for those 
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who are not, Michael’s first article will 
provide valuable insight into how 1 THE AMERICAN INSTITUTE OF PIANO TECHNOLOGY 
music terminology applies to us. I 
hope you enjoy it as much as I did. In 
a different vein, Ron Nossaman has 
been recruited as a feature writer. Ron 
is the editor of “The Voicing Tool” 
(Wichita Chapter). From what I can 
determine, his unique (there must be a 
stronger word) writing has been part 
of the “underground” for quite a 
while. I hope you’ll agree, after 
experiencing his style of writing and 
wit, that it’s time his material is 
brought to the surface! 
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hourglass? I’m going out (and stand 
up) to tune a pianer while you con- 
tinue reading this month’s issue., B 
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You have to be prettv light on your toes these days. Time is money and we’re helping you 
make more of both \\:ith the improved Sanderson Accu-Tuner. We are piano technicians and 
we know that the Accu-Tuner is the best tuning instrument you can buy, but we found a way 
to make it better. 

Now the Accu-Tuner has the power to create 88-note FAC tunings right at the piano by 
simply measuring three notes iF3, A4. C6) and storing the stretch numbers. It automatically 
computes and stores an entire expert-level tuning for the piano, making it easier and faster 
than ever to tune. The Accu-Tuner also enables you to store FAC tunings with a pitch offset, 

/I A -_ making itgreat for pitch raising; non-44d, and early 
music tunings. 

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

Send today for the FREE Inventronics catalog: 

1 nventronics 
ncorporated 

9 Acton Rd., Chelmsford, MA 01824 
l-BOO-FAST-44 

In MA. 508.m-i374 
lwhlurwht. Inst. 
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m his lesson will I 

1 present methods for 
doing a professional I 

job of broken shank replace- 
ment. Participants will learn 
disassembly of glue joints, 
proper dry-fit of new parts, 
and proper alignment and 
gluing. 

Getting htd 

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

hnas-0n session set up 

This job is easily 
taught to a group in a 
hands-on format. Obtain the 
following parts and materi- 
als: 

l Old upright hammer & 
butt assemblies, preferably 
on an old action 

l Extra #6 x 1 l/2” dry 
wall screws with sharp 
points ground off 

PACE 
Professionals Advance throw&Continuing Education 

LESSON PLAN 

Technical Lesson #3 
Verfical Shank Replacement 

By Bill Spurlock, RM 

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

l Extra Hypo Oiler-type 
mottles containing water/ 
wallpaper remover solution 

l Extra disposable 
lighters or heat guns 

l New shanks 

.One set of all tools 
shown in photo 1, for 
neeting leader 

Estimated lesson time 

45 minutes 

BOONS ana materials 
wticipunts must bring 

Participants must 
obtain and bring all those 
terns shown in Photo 1. The 
slier-type hammershank 
extractor is shown; however 
he less expensive screw- 
ype works fine also. 
‘repare the drywall screw 
>y grinding the sharp point 
o a blunt end. 

Assigned prior 
readingfor participants 

From PTG Techni- 
cal Exam Source Book (PTG 
Home Office, 816-753-7747): 

l Article, “Vertical Shank 
Replacement,” pg. X.1 

l Figure 1: “Traveling 
Hammers,” page III.1 

l Figure 2: “Action Screw 
Holder,” page X.17 

General instructions 

This is a common 
repair but one that is often 
poorly done. Common 
problems are: damage to the 
old hammer or butt during 
removal of the shank, 
improper gluing technique 
resulting in sloppy or weak 
joints, and poor alignment 
of hammer and butt with 

neighbors. Most problems 
are avoided by extracting 
the broken shank rather 
than drilling it out, because 
this preserves the original 
bore hole and thus the 
original parts alignment. 

Often the shank can 
simply be pulled out using 
the shank extractor and 
shank clamp, after first 
heating the hammer butt (or 
hammer) to soften the glue. 
In general, however, I find 
the method outlined below1 
less likely to result in 
scorching the hammer butt 
or head, since the heat is 
applied to the puller screw 
rather than to the parts 
themselves. For the pur- 
poses of this lesson, I 
suggest the following 
procedure: 

Technical Lesson #3 
begins on the next page 



For this lesson: 
The meeting leader as well as the 
participants should have or obtain 
one set of all the tools shown here. 
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LESSON PLAN 

Photo 2: To extract, first chip off the old glue collars, then 
apply a drop of wallpaper remover/water solution (in a 
small tipped squeeze bottle) to the joints, being careful 
not to wet the butt leather or flange bushings. With very 
old parts, you can often pull the old shank pieces out of 
the butt and hammer using the plier or screw-type 
extractors and shank clamp, without heat. If that fails or 
if there is not enough old shank to grab, cut the shank off 
flush with the butt or hammer as shown. 

Photo 3: Drill a hole in the shank with the #39 drill. Try 
to keep it reasonably well centered (it need not be exact), 
and drill to the bottom of the shank (approximately 51 
8”). You should be able to feel when the drill hits the 
small glue space at the bottom of the shank. 

Photo 4: Using a small-tipped applicator bottle, 
fill the hole with the water/wallpaper remover 
solution. Refill a second time. Important: avoid 
wetting the hammer butt leather orjlange bushings. 



Photo 5: Insert a 1 l/2” x #6 drywall 
screw into the hole until it bottoms. 
Heat the exposed part of the screw 
with a lighter flame or heat gun just 
until the sides of the hammer butt feel 
warm and moisture sizzles around the 
base of the screw. 

Photo 6: Use the shank extractor tool 
between the screw head and the butt 

(or hammer) as shown. The shank stub 
should pull out easily. However, if the 
screw strips out, the shank will still be 

easily removable because the glue 
joint has been soaked; just use twee- 

zers or an awl point to break the shank 
into splinters and pull the pieces out. 

Clean the hole using the 7/32” drilL 

UMSON PLAN 

Photo 7: Knurl the ends of the new 
shank by rolling under a file on a flat 
surface. Use enough pressure to 
compress the shank so that it will slip 
freely into the hammer and butt. 

LESSON PLAN 
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Photo 8: With the shank dry-fitted to the butt 
(no glue yet), re-mount the butt to the rail. 
Use the screw starter to hold the screw until it 
engages the action rail, then use a regular 
flange screwdriver to tighten. Important: before 
tightening a wood screw, always turn it back- 
wardsfirst, until you feel if “drop” into the 
threads in the wood, then turn if clockwise to 
tighten. This prevents accidental cross- 
threading and damage to the screw hole, and 
is especially important with critical parts like 
action rails and frequently removed parts like 
key slips, grand action stack-to-keyframe 
screws, etc. Check shank travel and paper the 
butt flange if necessary. 

Photos 9,10, & 11: Dry fit all parts and 
cut the shank to the correct height. 
Make sure the shank is a free fit in the 
hammer and butt, and that it can be 
aligned parallel to its neighbors. Re- 
knurl the shank or ream the holes 
again as necessary until all parts will 
align easily. Important: Be careful to 
avoid stressing the action center. 
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Photo 12: Put a glue-escape slot in 
both ends of the shank so that glue 
will not prevent the shank from 
seating to full depth. A tool for scoring 
a glue-escape slot is easily built into 
the handle of another tool, such as the 
hammer handle shown here. (Drill a 
15/64” hole, 1” deep into a hammer 
handle or any piece of wood. Then 
drill a 3/32” hole 3/B” from the end of 
the handle, intersecting the larger 
hole. Install a # 6 pan-head sheet 
metal screw in the small hole, deep 
enough so that its point protrudes into 
the large hole. Adjust as necessary so 
that the screw tip scores a shank 
inserted into the tool.) 

Final steps: Follow-up 

l Apply glue to both shank and butt, and insert the As with any new information, participants should 
shank. Align the shank parallel to its neighbors, and the practice this procedure on their own until they can 
catcher even in height to its neighbors. perform it easily with consistent results. Practice, 

l Double check the dry fit and alignment of the along with obtaining the necessary tools, will reward 
hammer, apply glue to both hammer and shank, and the technician with the skill-as well as the knowl- 
install, aligning the hammer molding and strike point edge to do the job. Participants should also broaden 
with its neighbors, and the hammer head parallel to their skills by practicing parts spacing and traveling 
neighbors. on other action parts and various types of actions. 

l Clean up any excess glue squeeze-out, being espe- 
cially careful of glue that may have dripped down the 
side of the butt onto the jack, or from the top of the 
shank onto the hammer rest rail. 

If the action is in a piano, continue with the 
following steps: 

1 Thanks to Mark Anderson, RPT, San Francisco 
chapter for teaching me this method several years 
ago. This job has gone smoothly for me ever since! 

l Space the hammer to the unison strings. This can be 
done by loosening the flange screw and shifting or tilting 
the flange (wood flange types), or by heating the shank 
and holding it gently to one side as it cools to warp it. 

l Re-adjust let-off, capstan, and checking for the 
repaired note. 

LESSON PLAN 
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T his lesson consists 
of the demonstra- 
tion of string 

settling technique, and 
practice of hammer and 
string settling technique for 
stable tuning. Following the 
instructor’s demonstration, 
each participant will 
practice by first unison- 
tuning one string to a pitch 
source, then tuning the 
other two strings to the first, 
and finally tuning an octave 
down along with its unison 
strings. The group, with the 
instructor’s guidance, will 
evaluate the two unisons for 
stability and clarity, and 
briefly discuss the tech- 
niques used. After complet- 
ing this lesson, participants 
will have a concept of how 
to achieve stability in 
tuning, an introduction to 
aural pitch setting and 
octave tuning, and a review 
of unison tuning and 
hammer technique. 

Chapter meeting set up 

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

Tools & materials 
participants must bring 

Tuning hammer, 
mutes, pitch source. 

NOTE: the “Coleman Beat 
Locater” (available from 
Superior Instruction Tapes) 
will be needed in upcoming 
units on interval tuning. 
Group orders are suggested. 

PACE 
Professionals Advance through Continuing Education 

LESSON PLAN 

Tuning Lesson #3 
String Settling 

By Michael Travis, RI’I 

This monthly lesson plan series is designed to provide 
superoised practice of tuning skills as a supplement to 
independent study and practice. Chapters are 
encouraged to use this material as the basisfor special 
associate meetings, orfor their regular meeting 
program. Each lesson is designed to take about one 
hour, with aboutfour participants. Participants are 
assumed to have essential reference materials and 
tuning tools (see PACE checklist) and access to a well- 
scaled large upright or grand pianofor independent 
practice. 

Home study assignment 
for participants 

From The PTG 
Tuning Examination: A 
Source Book, read: “Passing 
the Tuning Test” by Jim 
Coleman, Sr., p.71, (PTJ 8/ 
88); “Learning to Pass the 
PTG Tuning Examination,” 
part 9, “Stability” by 
Michael Travis, p-53 (PTJ 8/ 
90); “Some Thoughts on 
Unstable Tuning” by Dan 
Bowman, p.127 (PTJ 2/89), 
and “Letters” by Rick 
Baldassin, p.129 (PTJ 4/89). 
See also “Tighten Up Jack!” 
by Bill Ballard, PTJ 3/93. 
Practice setting pitch aurally 
(tuning one string as a 
unison to an aural pitch 
source such as a tuning 
fork), and tuning the other 
two unison strings to the 
first, settling all strings by 
firmly playing the keys as 
described below. When 
satisfied that the unison is 
stable and matched to the 

fork, tune a string one 
octave down to it, and its 
two unison strings, using a 
similar settling technique. 

General instructions 

Two of the most 
difficult skills for beginning 
tuners to master are first, 
making tiny incremental 
movements of the tuning 
pin in the pinblock, and 
second, making sure the 
string will be stable at the 
desired pitch, even under 
the stress of heavy playing. 
These skills are generally 
said to be accomplished 
through a combination of 
good hammer and string 
settling technique. Those 
who learn to practice these 
skills early on have a solid 
foundation for tuning 
success. A previous lesson 
demonstrated how to 
practice hammer technique. 
This lesson includes a 
demonstration of string 

settling technique, a brief 
explanation of what it is 
and why it’s important, and 
practice in applying ham- 
mer and string settling 
technique together in tuning 
a few unisons. The unisons 
selected, A(49) and A(37), 
will serve to introduce 
setting pitch and octave 
tuning. However, do not 
lose focus on hammer and 
string settling technique by 
discussing beat rate checks 
for pitch or octave tuning; 
these will be presented in 
future lessons. 

A primary source 
for this lesson is Rick 
Baldassin’s treatment of this 
subject in the “Letters” 
article mentioned above. 
Instructors and participants 
alike should read at least 
this ahead of time. A quote 
from Norman Neblett’s 
letter provides the central 
concepts for this lesson: 
“The tuning pin acts as a 
medium to get the string 
close enough to be driven 
into place. When close, 
pressure is applied up-pitch 
or down-pitch on the tuning 
pin, and the string is then 
literally shocked into 
position with heavy blows 
to the key. It is then tested 
the same way without any 
pressure on the tuning 
hammer. If the pitch stays, 
great! If not, you are forced 
to start over again. . . . The 
more you move the tuning 
pin, the more unstable the 
tuning.” 

The instructor 
should briefly explain this 
concept verbally (or by a 
combined demonstration/ 
explanation) and then run 
through what each partici- 
pant will be doing. First, 
detune the outside strings 
of A(49) by one or two bps, 
mute them off, and then 
detune the center string. 
Repeat for A(37). Without 
using test notes, aurally 



tune A(49), center string to A-440, 
settling the string with firm blows and 
as few hammer movements as pos- 
sible as described above, explaining 
what you’re doing as you go. Repeat 
while timing side strings to the center. 
Repeat while tuning A(37), center 
string to the timed A(49) unison, and 
the A(37) side strings. Demonstrate 
stability with test blows, asking 
participants to note any change in the 
unison sound. See if anyone has 
questions on what is to be done, and 
then proceed. 

Before each participant’s trial 
run, the instructor should prepare the 
A(49) and A(37) unisons by detuning 
and muting as before. The participant 
will then time A(49) to an A-440 fork 
or other aural pitch source, and then 
the side strings. The instructor should 
observe whether the participant’s 
technique showsan understanding of 
the lesson. When this much is done as 
best the participant can do it, the 

instructor should ask the participant 
to play the note softly at first for all to 
hear, then apply a few more test 
blows, and then play it softly again. If 
the participant is being too gentle, the 
instructor should apply the test blows. 
Get the group’s comments on the 
quality of the unison sound, both 
before and after the test blows. Appro- 
priate suggestions may be offered to 
the participant at this time for possible 
improvements in technique, and the 
instructor may demonstrate by 
clarifying the A(49) unison. The 
participant should now proceed to 
tune the A(37) center string to A(49), 
and then the A(37) side strings, testing 
for stability and getting the group’s 
reactions as before. 

Each participant should have 
a tuning time of about ten minutes. 
When alI have had an opportunity to 
perform, the instructor can reiterate 
the main points of the lesson and urge 
all participants to continue practicing. 

It is important to be as encouraging as 
possible. Each piano presents a more 
or less unique set of problems, and so 
hammer and string settling techniques 
are usually difficult (but not impos- 
sible!) to learn. 

Time permitting, the instruc- 
tor may wish to point out and/or 
demonstrate other aides to tuning 
stability, such as string seating on the 
bridges, plate tightening, temperature 
and humidity control, etc. A neat 
demonstration of one effect of tem- 
perature change on tuning (thanks to 
Dan Bowman) is to touch a finger to 
one string of a tuned unison for about 
thirty to sixty seconds, noting the 
sound before and after. 

Note: Do youfind these lesson plans 
valuable? Do you have specific sugges- 
tions for changes or clarification? Please 
direct any comments or suggestions to the 
author c/o Journal editor, Jim Harvey. 

A Gift Thq Can Use Year l&u 

The Piano Technicians Guild now 
offers business cards, complete 
with the new PTG logo. The cards convey a clear 
professional message. Printed on a 10 point cast 
coated, flecked stock, they incorporate the Guild’s 
commitment to recycling as well. The text on the 
card is a raised letter printed in PMS ink color 
432, a charcoal gray, 

Orders received by December 6 are guaranteed 
delivery by December 23. 

For an exantjk of the PM; Business cards, look at 
page 44 of tke OdoC Joumd 

Order Bv: 
Fax: 24hours-a-day-‘7 days-a-week 

Phone: Monday-Friday-8 am - 5 nm 1 

If ordering by fax, please be sure to include your name as you want it to 
appear on the card, your current address information, phone number 

and fax number. Also include your Guild regisuation number. 

Visa and Mastercard Accepted 
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Good 
Vibrations 

Last month we stated that most 
of the time our customers are 
complaining about a tone that 
has become “harder and 
harsher” than it used to be. 
Some techniques of needling 
and softening (with fabric 
softener) were discussed. These 
procedures, along with hammer 
filing techniques, are best 
understood when experienced in 
a real-lzfe situation. Short of 
that, an article packedfull of 
photos can be very helpful. We 
are still working out the photo 
stuff, and will include selected 
pit tures to support past and 
upcoming articles. 

s 
uppose your customer is complaining about a tone that is 

too mellow (soft), either all through the scale, or in a certain 

section (usually the first cape section and higher). First, do 

you agree that the tone is dull? Some customers will ask for the 

impossible: they want ear-crushing volume and sweetness. I ex- 

plain to such customers that I will try to brighten the tone; but at 

the point of diminishing returns, i.e., when the tone sounds harsh 

or “pingy,” I will stop. Assuming the hammers are too soft, what 

can we do? Well, filing or hardening or both come to mind. 

It is wise to consider any liquid solution applied to hammer 

felts as a last resort. In the case of soft hammers, a layer of felt 

should be removed. Use either a sharp 100 grit paddle file, or else 

3/8” wide strips backed by reinforcing tape (such as duct tape). 

Note that a “layer of felt” does not have a precise meaning, except 

that the felt can be seen “rolling” off the hammer surface in one 

continuous “peel.” If using a file, start on the low shoulder of the 

hammer to get the peel going, 

continue Over the crown, and 

finish on the op- p 

der. Take off as 1~ 

possible. Repeat L 

is important to T zt 

posite shoul- 

thin a peel as 

as necessary. It 

watch the peel 

advance up and over the ham- 

mer. This is your n 
to how the pro- 

c 

w 

T 

only gauge as 

cess is going. 

Remember that 

ing your’ time in 

you are wast- 

brightening 

the tone until felt HAMMERS is removed at 

the crown of the 

doesn’t have to be 
By Nick Gravagne, RPT 

Contributing Editor 

hammer. It 

much but 

some felt must be New Mexico Chapter removed at the 

top of the ham- mer. If the 

hammers are grooved, as they would be in all-out hammer shap- 

ing, the peel will typically roll up to the top and then disappear. 

So, continue the process until a thin, continuous peel can be rolled 

from one shoulder to the other. 

Should the hammers have a definite nap, i.e., they peel and 

roll nicely on one shoulder but tear and pull on the other, then you 
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must remove layers up to the crown 
from both shoulders and finish the 
crown by stropping with sandpaper 
strips. 

Some technicians prefer to 
work solely with strips. They have 
developed workable techniques for all 
hammer shaping and tone work. 
Generally, when brightening hammers 
using strip techniques, pull the strip 
up both shoulders to the crown, then 
strip sand the crown. 

Whatever method is used, the 
idea is to remove a thin layer or two in 
order to expose a firmer hammer 
surface. A brighter tone should be the 
result. If not, stop filing - you’re 
wasting time. These hammers need 
hardening by lacquer. 

Practices vary, and so do 
opinions. The extreme positions are: 1) 
hardening solutions should never be 
necessary, nor used; 2) such hardeners 
are fine - ” I use them all the time!” 
Those against “lacquering hammers” 
insist that a properly made hammer 
requires no help from wood finishing 
products or from melted plastic, for 
heaven’s sake. The other camp takes 
an almost cavalier attitude and 
hardens hammers at the first sign of 
dullness. Most of us draw a line 
somewhere in the middle. 

Bringing up a piano in the 
customer’s home qualifies in my mind 
as a repair/reconditioning job. If I 
think a hardening solution will 
improve the tone in some section of 
the scale, then I have no qualms in 
using one. 

In Matt Grossman’s fine 
article “Voicing Concepts” (July ‘91 
Journal), a good argument is made for 
firming up hammers with multiple 
applications of thin lacquer solution. 
A case is further made for considering 
the concept of hammer hardening as 
“coating” the fibers. Matt says, “...the 
lacquer need not be applied so thick 
that it interferes with the resiliency of 
the hammer. It can be mixed in very 
thin proportions so that it merely puts 
a coating on the felt fibers....” The 
recommended ratio is 15 parts acetone 
(or lacquer thinner) to 1 part clear 
lacquer. This is for starters. The mix 
can be strengthened; but the idea is to 

use the lightest proportion you can get 
away with. Sometimes multiple 
applications are necessary. Hammers 
treated thus can still be voiced down 
with ordinary needling techniques. 
Hammers soaked in heavy solutions, 
however, will not properly or fully 
separate when needled. 

Figure 1 shows a hammer 
being soaked with a hardening 
solution. The bottle is a hypo-oiler 
plastic squeeze type, available from 
Pianotek and other supply houses. 
Begin juicing 
the hammer 
at the posi- 
tion shown in 
Figure 1. The 
solution will 
“wick up” to 
the crown, 
and also run 
down the tail. 
Stop there 
and let dry. 
Acetone dries 

easy with the needles and keep in 
mind that many “bright tone prob- 
lems” exist at the crown of the ham- 
mer. (See last month’s article “Hard 
tone - Hard Hammers.“) 
What is the piano telling you? 

It is sometimes said that piano 
tone, like language, continues to 
evolve as demands are made upon it 
to satisfy ever-changing tastes. The 
day a harsh and pingy piano tone 
becomes the accepted norm is the day 
I will probably get out of this business. 

Eifure I 
strong in tone. Complaints of 
dullness or deadness in such more quickly MattGmssman 

than lacquer thinner; and the acetone/ 
plastic pellets* solution dries more 
quickly than lacquer thinner/lacquer. 
Any drying can be accelerated with 
heat from a hair dryer, but absolute 
final drying will take hours, or even 
overnight. 

The process is repeated until 
the hammer sounds brighter. If too 
bright or “pingy,” it can be needled 
and sugar coated down with shallow 
needles right at the crown. 

Sometimes a hammer may 
produce a tone that isn’t necessarily 
too dull, but it lacks command - the 
attack is weak and the tone seems 
“light” compared to its neighbors. 
Such a tone may be the result of over- 
eager needling in the high shoulders. 
Remember, firm (yet springy) shoul- 
ders are critical for producing a strong 
attack and solid tone. So, if the tone 
seems “sort of bright” but weak in 
overall effect, suspect weak shoulders. 
Try lacquering the shoulders only 
with a 1O:l solution or stronger. 
Again, remember that you can voice 
through light-bodied hardening 
solutions; needling and sugar-coating 
will bring it down again -but go 

Until then, rather than 
forcing a particular tone from 
the instrument, I think we 
would do well in letting the 
piano tell us what tone will 
work best. This is very true of 
other instruments such as 
violins and even percussion. 
Why fight it? Generally, 
performance pianos (9’, 7, 
etc.) residing in recital halls 
should be bright, loud and 

instruments should be handled 
carefully. Assuming the pluck tests 
indicate good sustain and reasonable 
volume, these hammers need a layer 
or two removed first. If not enough, 
then hardening is next. But be alert to 
the point of diminishing returns: as 
the hammer is made harder the tone 
may become louder, but after some 
point, also thinner. When the tone is as 
loud and full as possible, without 
being harsh, thin, and pingy, the 
instrument is giving all it has to give! 
At least with that set of hammers. 

The same is true for the home 
piano. Some pianos sound great when 
mellow, but awful when brighter. We 
all need to develop our instincts in this 
matter and learn more to hear what 
the piano is telling us. How far will it 
let us push it? 

* Pianotek sells “Hammer 
Hardener Pellets“ which dissolve in 
acetone. Directions read, “Allow to 
dissolve for several hours. Apply directly 
to hammer strike point or shoulders. 
Because it dries quickly, you will be able to 
hear results within 30 minutes. 

“You may needle any hammers 
that are too bright....” J & 



Tech 
Talk Alignment & Traveling 

Don Mannino, RPT 
National Service Manager 
Young Chang Pianos 

Sixth in a Series of Articles on 
Grand Action Regulation 

In the last fezu months we set the foundation in our action regulation job by assuring that the keyfame 
is located and bedded well, and the key level has been established and regulated. The next step in this 
job is to insure that the upper action parts are all aligned and traveled properly. It is appropriate to 
review the purpose of our regulation work once again to underscore the reason for faking all these 
intermediate steps in the regulation process. 

A 5 was stated in my previous 
articles, the job of the piano 

action is to accept the pianist’s input 
and transfer the motion as efficiently 
and with as much control as possible. 
Simply put, if the action parts are not 
in good alignment to the strings, 
energy will be lost through added 
friction and misdirected motion. Even 
slight misalignment will cause some 
losses, and the inconsistencies from 
note to note that we try to eliminate in 
our action service will be increased. 
Imagine that a point of light is on the 
center of the top of a capstan, and the 
room is dark other than this point of 
light. If you move the key up and 
down rapidly and look at the key from 
the side, you will see a slight arc of 
light. If you look straight down on the 
capstan from above, the arc will 
become a very slim line, with no 
sideways motion in the arc provided 
the key bushing mortises are properly 
aligned. 

This arc of the capstan motion 
we are imagining lies within a plane, 
and that plane should be perpendicu- 
lar to the plane of the strings. It makes 
sense that any motion that is not 
directed at the strings cannot transfer 
power to the strings. Although the 
energy lost through misdirection is 
relatively small (it ends up as heat 
from friction within the action parts 

and centers caused by flexing and 
wobbling), it will contribute to un- 
evenness in the action, as a poorly 
traveled and aligned action will have a 
different misalignment on each note. 
Now imagine that there are small light 
sources at the center of each part of the 
action: one on the capstan, one on top 
of the repetition lever, and one at the 
center of the knuckle (for this to work 
I guess we have to stretch our imagi- 
nations a little, as all of the action 
parts would have to be transparent). 
Now make the imaginary room you 
are in dark, and move the key fast 
enough to create a blur of motion with 
the lights. If you look at the parts from 
the side, you would see each light 
move in a slight arc again, and if you 
change your perspective and look 
exactly straight down at them again, 
the lights should all converge into a 
single line. This would indicate that 
the parts are all moving in precisely 
the same plane, and are therefore 
traveled and spaced perfectly. Al- 
though absolute perfection such as 
this may never be attained in real 
pianos, it is still the ultimate goal of 
good action traveling and spacing. 
The regulation procedures below are 
assuming (as in most of this series) 
that the parts are in reasonably good 
condition and properly assembled. It 
doesn’t make much sense to spend 

your time spacing and traveling if the 
hammers are not glued on straight! On 
to the regulation procedures: 
Step 5: Space and Travel the Upper 
Action Parts. This consists of four 
separate steps: 

a. Travel hammer shanks 
b. Space hammers to strings 
c. Space wippens to hammer shanks 
d. Travel wippens 

There are a number of popular 
shimming materials for traveling 
hammer shanks. They fall into two 
classes: sticky and non-sticky. The 
advantage of sticky paper is that it 
sticks to the flanges, of course. This 
helps when the parts have to be 
removed from the rail for some other 
repair - the traveling paper stays 
stuck to the part, so the part shouldn’t 
have to be re-traveled. 

Pre-gummed traveling paper 
is available from some supply houses 
already cut in nice little pieces just the 
right size to stick on the flange. This 
will work well, but I find that these 
slow me down, as they require that 
the flange be taken completely off the 
rail to stick them on in the right place. 
Another sticky variety is brown pre- 
gummed package tape, the type you 
wet and stick. I have used this by 
cutting long, narrow strips about 2mm 
wide by 20 cm. This works well, but it 
is pretty thin, so it makes only very 



small changes in the traveling, some- ers when you find seven strips of 
times requiring many applications traveling paper under a flange; three 
before you have enough. You don’t strips on one side, and four on the 
really have to wet this, by the way. other!). 
Just put it in dry, and time, along with 
some humid weather, will make the 
paper stick to the wood enough to do 
the job. Some technicians cut regular 
masking tape into small strips to stick 
under the flange, but masking tape 
seems to deteriorate too much over 
time. 

A 

Of the non-sticky type, some 
people use small strips of sandpaper 
(“A” weight 220 garnet paper works). 
This has the problem of being pretty 
thick, so I found that I ended up 
fudging around with the position of 
the paper under the flange too much. I 
have seen new pianos where the 
factory workers kept placing more and 
more paper under the flange on both 
sides of the screw - the first piece 
over-traveled, so another piece went 
in the-other side, which over travelled 
it again, etc. (one tends to become a 
little cynical about piano manufactur- ?gure l-Location of Traveling paper 

My favorite material is just 
plain paper, cut in strips. I prefer good 
quality stationary bond for its longev- 
ity and stability, but it probably isn’t 
all that important. The drawback of 
any non-gummed traveling paper is, 
of course, that it will fall out when the 
part is removed. Cut long strips of 
business stationary paper (about 2mm 
wide, and don’t use the part with the 
thick, raised lettering). This type of 
paper is heavy enough that it has 
sufficient body to allow you to loosen 
the flange screw and slip the paper 
underneath. I suppose that the lack of 
fuss in using ungummed paper has 
overridden this shortcoming in my 
work, but feel free to use what works 
best for you. 

The first step in traveling 
shanks is to set some sample shanks at 
the ends of each section for true 
vertical motion. This will keep you 
from setting all the hammer shanks 
traveling off in one direction in 
unison. I like to travel the hammer 
shanks looking straight down at the 
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hammers from above. Take the action 
stack off the keyframe and place it on 
your flat workbench, turned around 
so that the hammers are towards you. 
Place a T-square on the bench so that 
the broad base is flat on the bench, 
and the thin, ruled length sticks up in 
the air. Raise the first hammer up off 
the rest cushion a little, then slide the 
T-square over to the hammer shank 
from the side so that the ruled part 
just barely touches the side of the 
hammer shank. You have to play 
around with the T-square a little to 
find a position where it will lightly 
touch the side of the shank while still 
sitting flat on the bench and not 
getting in the way of the hammer, 
especially in the bass and low tenor 
where the hammers are large and 
mounted at an angle. The T-square 
rule usually has to touch the hammer 
rest rail or the back of the wippen to 
get it far enough away from the 
hammer. 

Now that the T-square is in 
position, lightly and carefully raise 
and lower the hamrner shank. Watch 
very closely where the shank touches 
the T-square for any change in the 
contact. If the shank is traveling 
vertically as it should, the shank 
should stay in light contact with the T- 
square as the shank is moved up and 
down. Place traveling paper under the 
flange to correct for any “drift” of the 
shank, then move on to the next 

sample shank at the end of a section. 
When traveling the hammer shanks, 
place the paper under the side of the 
flange towards which the shank 
travels. If the shank moves towards 
the right as it is lifted, place the 
traveling paper under the right side of 
the flange. You can fine-time the 
amount of traveling done by moving 
the paper closer or farther from the 
screw. Placing the paper close to the 
screw (Figure 1, example B) makes a 
slightly larger correction than placing 
the paper at the edge of the flange 
(Figure 1, example A). You can also 
reduce the amount of travel by placing 
the paper a little less deeply under the 
flange. 

With the long paper strip 
underneath the flange, tighten the 
screw and test the part with the paper 
still sticking out from the rail. This 
method speeds up the process, be- 
cause the paper can be easily adjusted 
if it isn’t quite right on the first try. 
This is the main reason I like the non- 
gummed, slightly stiff paper. If the 
shank needs less traveling, loosen the 
screw and either move the paper away 
from the screw towards the edge of 
the flange, or pull it out from under 
the flange a very small amount, then 
retighten the screw and test it again. If 
it needs to have thicker paper, loosen 
the screw, pull the strip out, fold it 
over to double thickness at the end, 
put it back under, tighten the screw 

and retest it. Once the shank is trav- 
eled well, carefully tear off the paper 
flush with the flange and move on to 
the next part. If you can’t get it tom 
neatly you can clean up the paper 
stubs with a razor blade later on. 

Once the end shanks in each 
section are traveled well, place a thin 
straight stick of wood (or whatever 
works: I use the thin strips of birch 
that are used as spacers in boxes of 
Renner hammer shanks). Move 
through the action from one end to the 
other fairly quickly in one pass, 
occasionally using the T-square to 
recheck a shank here and there at the 
center of the sections. After the full set 
is done, turn the action around the 
other way, and re-check your work 
looking from the other direction. It 
seems like no matter which way I turn 
the action for the first pass, I always 
see a few shanks that need correction 
when I turn it around to recheck it. 

One reason for regulating 
grand actions with the piano nearby is 
that good wippen traveling requires 
that the hammers are spaced to the 
strings before the wippen work is 
done. A bench regulation will get 
everything close, especially with very 
well-made parts, but the finest results 
will come if the wippens are spaced 
and traveled after the hammers are 
carefully spaced to the strings. 

After the shank traveling is 
done, recheck the screw tightness of 



all the flanges, remount the action 
stack to the keyframe and put the 
action in the piano. Recheck your 
earlier action positioning now, and 
put the cheekblocks in to make sure 
everything is where it will be when 
the piano is fully assembled. Now 
space the hammers to the strings. 

The best technique for this 
depends on the action type. The 
easiest hammer shanks to space are 
those that have a tapered flange, with 
space to allow a screwdriver to be 
inserted between the flanges to space 
the hammers. There are also tools 
made to fit certain action types (such 
as Renner, Baldwin, and some 
Yamaha actions) to speed up the 
process, but careful use of a broad- 
tipped blade screwdriver can work 
well. Space the shanks by bending 
over the piano, lifting up on the jacks 
to bring the hammers up to the 
strings, and inserting the tool between 
the flanges to work them into position. 

A small pillow placed on the 
stretcher bar can help tremendously, 
by the way - leaning on something 
greatly reduces the stress on your 
back. 

Spacing close flanges is a little 
more difficult and requires that you 
pull the action in and out many times 
as you work. To decrease the number 
of moves in and out you can use chalk 
to mark the key upstop rail for each 
key according to the direction the 

hammer needs to move. After you end. To use it in spacing, place the 
have marked all the keys that need chisel point between the flanges with 
adjustment, pull the action out, adjust one hand, and tap on one side or the 
the hammers, replace the action, wipe other with a small hammer to knock 
off your marks, and repeat the process the flange into position. The square 
until all are correct. I have seen factory hole at the opposite end is used for 
workers use this technique and be turning the action glide screws. This 
surprisingly fast and accurate. flat tool is easier to work with than a 

I have two techniques for tuning lever when bedding the 
adjusting closely spaced flanges when keyframe. 
the action is slid out 
onto your lap. You can 
loosen each screw 
slightly, twist the flange 8mm 
by hand and hold it 
there, then tighten the 
flange screw; or you can : 
use a large, wide and 5cm ,zcm .., 
thin blade tool (like a 
blade screwdriver, only 
shaped more like a fan at Spacing Tool for Steinway Style Flange 

the tip) inserted in the 
cracks between the flanges to twist the These flanges that wrap over the rail 
flanges into position. These are sometimes don’t want to stay put 
available from supply houses, but they when you need to space them over a 
usually need to be sharpened a little to fair amount. If the hammer creeps 
be sure they go down between the back over after you have spaced it, 
flanges deeply enough to keep from apply a small piece of traveling paper 
damaging the wood. (gummed is best here) under thefront 

In Steinway actions the flange edge of the flange, on the same side 
wraps over the front edge of the rail, that the flange needs to be moved 
so a different technique can be used to towards. Since these rails are rounded, 
space these. I made a tool patterned the flange naturally wants to be 
after one I saw at their factory, made pushed straight (or crooked, depend- 
from steel stock about 8mm thick by ing on how accurate the machining is) 
5cm wide. Cut it to a length of about when the screw is tightened. Shim- 
12cm, then grind a chisel point on the ming the front edge of the flange helps 
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to support the flange in a slightly 
angled position on those occasions 
when the flange needs to be moved a 
lot in order to get the hammers 
properly aligned. 

Some manufacturers prefer to 
space the hammers slightly off-center, 
towards the right on three string 
unisons and towards the left on 
double- or single-string unisons. This 
allows the hammers to be made 
narrower in the bass and reduces the 
amount of travel in the unacorda 
pedal. In the process this helps to 
prevent problems of some hammers 
catching the first string of the neigh- 
boring notes when the unacorda pedal 
is used. This slight offset of the 
hammers does not affect the tone as 
long as all strings are being struck 
solidly. 

Once the hammers are spaced 
to the strings, the action should be put 
back on your workbench again, and 
the upper action should be removed 
from the keyframe for easier access to 
the wippen flanges. 

Now space the wippens to the 
hammer shanks. The easiest way to 
see this is to turn the action stack with 
the hammers towards you again, raise 
the hammers up, then drop each 
hammer down one by one and sight 
down on the parts to see how the 
knuckle meets the repetition lever. 
From an idealistic standpoint the 
correct way to do this job is to first 
travel the wippens by lifting groups of 
wippens with a small wooden block, 
correcting wandering wippens by 
twisting theflanges with the spacing 
tool. Then the wippens should be 
spaced to the knuckles with traveling 
paper. Please note this point: for 
action parts in which the flange is 
perpendicular to the moving part (as 
with wippens and damper 
underlevers), you travel the parts with 
a spacing tool, and you space the parts 
with traveling paper. If you want to be 
absolutely precise, this procedure of 
traveling first, then spacing with 
traveling paper is the correct one, and 
I especially recommend it for poorly 
made action parts with lots of align- 
ment and traveling problems. 

In practice I find that it is 
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more efficient with well-made parts to 
space the wippens to the hammers by 
rotating the flanges around their 
flange screws with the blade type 
flange spacing tool, then checking the 
traveling and correcting any “wander- 
ers.” Raise and lower the wippens 
from underneath and watch for poor 
traveling, and you will find that those 
which move laterally as you raise 
them will usually have been spaced a 
great deal to mate with the knuckles. 
In the process of twisting the wippen 
flange around its screw, it has become 
angled too far over, so it is traveling to 
the side. Straighten the offending 
wippen for correct traveling, then 
check the spacing of the following: 

1. Hammer Flange Spacing. The 
hammer flange may have been 
screwed down closer to one of its 
neighbors, causing the knuckle to be 
off to one side. 

2. Wippen Flange Spacing - same 
type of problem. 

3. Poorly glued or cut knuckle 
4. Misaligned hammer head, which 

is causing the shank to be spaced to 
one side to get the hammer aligned 
with the strings. 

Once you have eliminated the 
problem, re-space the parts. If the 
wippen still cannot be aligned with 
the knuckle without causing a travel- 
ing problem, then put traveling paper 
under the flange to pull the wippen 
over underneath the knuckle. 

Normally I find that there are 
just a few problem wippens in the 
average action, so this sequence of 
traveling and spacing wippens is very 
efficient. If there are more than a few 
problem wippens in the action you 
should adjust your procedures accord- 
ingly, which means you should travel 
the wippens then space them to the 
knuckles, as outlined above. 

As you work on the wippen 
spacing, keep an eye on the tops of the 
jacks and their spacing within the 
repetition lever window. If any are 
rubbing one side of the window, then 
the jack should be spaced over by 
putting a slight bend in the jack center 
pin. With a block of wood, support the 
wippen fork underneath on the side of 
the jack that has the larger gap, then 

carefully tap on the top of the jack 
with a plastic-tipped hammer. If you 
go too far, take out the wippen, 
replace the center pin, and redo the 
procedure while the wippen is out, as 
it’s a little easier that way (the edge of 
the workbench is usually a good 
support for the wippen fork). 

The Damper Action 

Although I would not nor- 
mally travel and space the damper 
underlevers at the same time as the 
upper action traveling and spacing, I 
will cover the procedures here in the 
interest of not having to repeat all of 
the basic procedures and concepts for 
traveling. For one thing, I don’t do all 
the traveling and spacing on the same 
day because the dampers are usually 
already installed and working by the 
time I regulate the rest of the action. 
Also, I tend to get a headache from all 
the eyeballing of the parts when 
traveling and spacing, so I don’t 
usually have the wherewithal to tackle 
the damper system on the same day as 
the rest of the action! 

The overall alignment of the 
damper action was covered a few 
months ago, so what remains to be 
covered here is the fine alignment of 
the underlevers, and the traveling of 
the underlevers that are wandering to 
one side or the other. This is best 
accomplished with the damper action 
out on the work bench. 

Set the action on the bench as 
it would be in the piano. Some 
damper actions (in which the 
underlever flange rail is screwed 
directly to the piano structure, and is 
separate from the damper tray) will sit 
with the tray on the bench and the 
flange rail hanging out behind. On 
these actions, simply rotate the flange 
rail by hand, and the poorly traveled 
underlevers will move side to side in a 
very obvious fashion on the damper 
tray. This is a very graphic illustration, 
by the way, of how important travel- 
ing the damper system is - the 
friction of the underlevers on the tray 
felt and the key end felt can be sub- 



Regulation Checklist: 
Xegulation Step 
I. Locate Action 

Related Items 
Replace stop block cloth. 
Repair keyframe at unacorda lever contact. 
Repair/tighten keyframe joints. 
Clean & polish keyframe guide pins or springs. 
Locate damper action to keys. 

!. Bed Keyframe Replace keyframe felts. 
Replace key pins. 

1. Square and Space Keys Key tops 
Key buttons 
Cleaning of key wood 
Key bushings 
Key balance holes 
Backchecks 

!. Level all keys 

i. Space and Travel Action 
a. Travel Hammers 
b. Space Hammers 
c. Space Wippens 
d. Travel Wippens 
e. Travel Underlevers 
f. Space Underlevers 

Check, reset case part alignment 

Action centers 
Hammer head alignment on shanks 
Space jacks in repetition lever window 
Repetition lever &jack surface (Dag, Emralon, etc.) 

stantial! Travel the parts as with the 
wippens, i.e., rotate the flanges around 
their mounting screws with a flange 
spacing tool to eliminate wanderers. 

Then space the parts visually, 
placing traveling paper behind the 
flanges to move offending underlevers 
into good, even spacing. 

Other damper actions (which 
use mounting blocks at the ends) will 
not sit flat on the workbench well, so 
the work will go fastest if you take the 
mounting blocks out of the piano, put 
them on the pins, and clamp the 
blocks to your workbench to hold the 
entire damper action in a stable 
manner. Then use your wood stick to 
lift the underlevers in sections to see 
any traveling problems. 

If the damper system is not 
going to be disassembled, then check 
the damper underlever traveling by 
lifting the levers with a straightedge. 
Don’t use the pedal to check traveling! 
Since many actions have the flanges 
mounted on the damper tray, lifting 
the dampers with the pedal to check 
traveling will not show any errors, 
because the flanges and the 
underlevers are moving together. 
Visually check the spacing, aligning 
the problem levers by removing the 
individual underlever and applying 
gummed paper on the back of the 
flange. Correct for any traveling parts 
with the flange spacing tool, inserted 
between the underlevers. 

Next month I will discuss how 
to diagnose problems with the action 
spread and other parts of the action 
that need to be corrected before we 
start turning regulating screws. (See 
reguhtion CheCkht UbOue @Zt.) J rXq 

Save time and cost 
over installing extra rods. 
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Tuner’s 
Corner 

A single note, played in 
isolation on the piano or some other 
instrument, is just a noise. It may be a 
vey pretty or pleasing noise, but like a 
blob of melted plastic it is shapeless and 
defines nothing in particular. Play two 
notes, however, either together or one 
after the other, and suddenly, like 
plastic that forms itself into a tiny 
brick, a shape, a musical interval 
emerges which expresses something and 
which can be combined with other 
intervallic shapes to create a musical 
idea. An interval is more than simply 
the distance between two notes: it has a 
sound and a life of its own. Intervals 
are the raw materials out of which the 
composer shapes musical sculptures, 
the raw elements from which the 
performer creates worlds of energy and 
beauty. Intervals are the essential 
building bricks of piano tuning; the 
pianist depends on us to provide him or 
her with well-formed intervals, and any 
out-of-tune intervals are like defective 
or misshapen bricks which mar the 
edifice that the performer is attempting 
to erect. 

In this article I shall explain 
the rationale behind the names of both 
the notes and the intervals we tuners 
deal with on a daily basis, in such a 
way as to make at least some of the 
intervals on the keyboard a bit less 
elusive. In like manner I shall also 
explain the relative sizes of the inter- 
vals, and shall group them according to 
their musical personalities and useful- 
ness in piano tuning. Although some of 
this information may be elementa y, 1 
hope that its presentation in a new form 
may shed some light on what we tuners 
t y to accomplish, as well as lay a 
foundation for subsequent articles on 
overtones and temperament debugging. 

Even after the reams of 
intervallic esoterica which beckon to 
the theoretician are set aside, there 
remains a reasonably tidy amount of 
practical information about intervals 
which is both fascinating and useful to 
a piano technician in the field. Al- 
though we now have excellent elec- 
tronic devices which can crank out 
perfectly respectable intervals, it 
behooves us to have an intimate 
i cnowledge of just what the machine is 
>roducing so that we have confidence 
n our own aural quality control as 
well as the ability to carry on when the 
nachine is unavailable. Even more 
mportant, we can have a greater 
appreciation and enjoyment of one of 
3ur own principal products! 

I j 

&its of Intervals 

T 

By Michael A. Kimbell, RPT 
Contributing Editor 

San Francisco Chapter 
. 

1 ntervals; double flats; key 
signatures; higher mathemat- 
ics... Ugh! At the mere men- 

tion of the words “music theory,” 
many mortals instantly take on a 
glazed look and exhibit a strong desire 
to change the subject rapidly. No- 
what I hope to accomplish in this and 
future articles is to share with you an 
intuitive and more artistic sense of 
what intervals and temperaments are 
all about, omitting what is useless to 
the tuner and tying the rest together as 
clearly and neatly as I can. Both as a 
composer and as a tuner, I deal with 
intervals constantly. I enjoy working 
with them, playing with them, com- 
bining and weaving them into songs 
and sonatas, and polishing them to a 
shining precision as I tune. 

Before we can examine 
ntervals, we need to consider the 
;ystem of notes from which the 
ntervals are derived. In this regard it 
would seem that we modems have it 
lucky. We enjoy a simplified tuning 
system of twelve notes spaced evenly 
across the octave so as to create twelve 
equal “half-steps.” We have even gone 
$0 far as to subdivide each of these 

half-steps into 100 nearly microscopic 
sub-intervals called “cents,” for a total 
of 1200 cents per octave. Seemingly 
scientific, this arbitrary system offers 
us an easy back door into an intuitive 
understanding of the true nature of 
tuning. Using cents to describe what 
we hear, we can limit ourselves to 
grade-school arithmetic with small 
whole numbers, leaving the mine- 
fields of monster ratios and logarith- 
mic calculations to the dedicated 
mathematicians. 

Neat as the twelve-note 
system may appear on paper, how- 
ever, one glance at the piano keyboard 
shows us that we are faced with a bit 
of a problem. If twelve is such a handy 
number to work with, then why are 
the keys arranged so asymmetrically? 
Why aren’t they in groups of 3 or 4 or 
6? As if appearances weren’t bad 
enough, why aren’t the keys num- 
bered 1 through 12, or named accord- 
ing to the first twelve letters of the 
alphabet? Why aren’t the intervals 
named according to the number of 
half-steps they contain? 

The answers lie in the fact that 
much of our music is based on a 
seven-note scale, not a twelve-note 
scale, and that the historical legacy of 
a basic seven-note system is reflected, 
not only in the layout of the keyboard, 
but also in the names of the notes 
themselves as well as in the names of 
intervals bounded by these notes. 
Looking solely at the white notes of 
the piano keyboard, named according 
to the first seven letters of the alphabet 
(recycling from A in every octave), one 
sees that the octave is divided into 
seven unequal parts, and that the 
“half-step” distance between E and F 
or between B and C is less than the 
“whole-step” distance between any 
other pair of white notes. In the past, 
the terms “whole” and “half” would 
have been understood as approxima- 

i 



tions; only in modern equal tempera- 
ment are these terms strictly true, and 
even today performers of other 
instruments may regard the fixed 
notes of the piano as a point of depar- 
ture, to be tempered or bent further, or 
even “un-tempered” as the musical 
situation warrants. 

Historically, the black notes 
were initially regarded as larger-scale 
alterations or colorations of white 
notes. In early church music, for 
instance, B-flat exists as an alternative 
to B-natural and not as a central point 
of reference in its own right. Example 
1 further illustrates the principle of 
using sharps or flats to bend or color 
the white notes. Notice in the example 
that letters of the alphabet are neither 
skipped nor repeated; whereas either 
“Ab-Bb-Cb-Db-Eb” or “G#-A#-B-C#- 
D##” would be correct, “Ab-Bb-B-Db- 
D#” would be incorrect. Moreover, we 
need to be aware that the terms 
“sharp” and “flat” are not synony- 
mous with black notes. “Sharp” means 
changing or tuning a note approxi- 
mately a half-step higher, while “flat” 
means changing or tuning a note 
approximately a half-step lower. C- 
sharp, C-natural and C-flat are all 
different varieties of the note C, and it 
is only in the modern, simplified 12- 
note system that C-sharp is tuned so 
that it matches the tuning of D-flat, or 
that C-flat is tuned so that it matches 
the tuning of B-natural. Black notes 
are always “sharps” or “flats”; al- 
though white notes are not necessarily 
“naturals”, it is possible (as we shall 
see) for tuners to avoid the “unnatu- 
ral” ones! 
In more recent music the “chromatic” 
or “colored” black notes have gained 
equality with white notes to the point 
where white notes could sometimes 
become musically subsidiary to black 
ones. The subsequent amalgamation 
of myriad seven-note scales into a 
single twelve-note system has led to a 
kind of double life on the part of every 
note on the keyboard, with F-sharp 
masquerading as G-flat and vice- 
versa, not to mention E-sharp versus F 
and so on. Example 2 shows the 
simplified set of all twelve modern 
notes, omitting subtleties such as 
double sharps and alternate names for 
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your questions about 
$anocare. 200 pages of 
humor and help. 
List: 
$11.95 (U.S.) 
$14.93 (CAN) 
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TEMERON BOOKS INC. 
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white notes. As a further 
simplification, we tuners 
often take the liberty of 
naming black notes as I 

Example 1 - Sharps andflats 
as coloring agents: 

“sharp? exclusively. How- 
ever, when it comes to 

CDEFGABC 
understanding intervals, it C D E F#G#A B C 
might pay to think in terms of 
preserving the order of the C Db Eb F G Ab Bb C 
alphabet, so I hope that those 
of you who tend to prefer the 
sharper image will bear with me in the discussions that follow. If nothing else, 
we should be aware that, for our musician clients, the F major scale goes “F-G- 
A-Bb-C” and not “F-G-A-A#-C”! 

We are now ready to explain the names and relative sizes of intervals 
wider than a whole step, namely the various thirds, fourths, fifths and sixths - 
the bread and butter intervals of piano tuning. Our place of reference remains 
the basic seven-note scale, the white notes named after the first seven letters of 
the alphabet. Historically, the note C is the primary starting point, not only for 

Example 2 - The standard set of twelve notes: 

general understanding but also for many musical structures and elements of 
composition, and C will serve best as our own home base. The names “second,” 
“fiird,” ” fourth” and so on are best understood as describing the number of 
alphabet letters incIuding thefirst note, as illustrated in Example 3. (page 36) 

Because our counting includes the first note, some confusion seems to 
arise when we stack or “add” intervals. For instance, when we go up a third 
from C to E, and then up another third from E to G, we see that two thirds add 
up to a fifth, which seems to contradict our assumption that 3+3=6. Likewise, if 
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Example 3-Derivation of interval names from the musical alphabet minor thirds (such as D-F) contain a 

Unison C C 1 “one sound” 
whole step (D-E) and a half step (E-F). 
The keyboard layout gives us another 

Second C-D C-D l-2 2 sounds way of distinguishing white-note 

Third C-E C-D-E l-2-3 3 sounds 
major thirds from white-note minor 
thirds: each of the major thirds (C-E, 

Fourth C-F C-D-E-F l-2-3-4 4 sounds F-A and G-B) embraces two black 
notes, whereas each of the minor 

1 Fifth ) C-G 1 C-D-E-F-G 1 l-2-3-4-5 j 5 sounds thirds embraces only one black note. 

Example 4 - “‘Addition” of stacked intervals: 

we make the mistake of 
regarding a third as two 
steps, then our assump- 

1 

tion that 2+2=4 still 
seems to come up with 
the wrong answer. How 
then can we arrive at the 
correct number which is 
5? To get the right an- 
swer we have to ask the 
right question in the first 
place. It is generally a 
mistake to count the 
number of steps or half- 
steps in an interval; instead, count the 
number of alphabet letters including 
both the first and the last note. If you 
should still insist on doing simple 
arithmetic with intervals, remember 
that it is like measuring with rulers 
starting on one instead of zero, as in 
Example 4, and always subtract one 
from the “addition” of two intervals: 
3+3-1=5. 

-third-, 

The real fun begins when we 
realize that there are at least two sizes 
of thirds: smaller or “minor” thirds 
(m3 for short), and larger or “major” 
thirds (M3). To really complicate 
matters, music theorists have invented 
super-small or “diminished” thirds 
(d3) as well as super-large or “aug- 
mented” thirds (A3), but fortunately 
we can ignore anything labeled 
“diminished” or “augmented” except 
perhaps for augmented fourths. 
Likewise there are several kinds of 
fourths: diminished fourths (d4), 
perfect fourths (P4), and ‘augmented 
fourths (A4), as illustrated in Example 
5. All of the other intervals operate in 
a similar manner. Faced with this 
potential confusion, we need to have 
several questions answered: What 
makes an interval “major” or “mi- 
nor”? Which intervals come in “ma- 
jor” and “minor” varieties and which 

Example 5 - Various sizes of thirds and fourths: 

Abbreviations: ’ 

d diminished 
m minor 
M Major 

do not? Can we avoid applying the 
terms “sharp” and “flat” to white 
keys? 

For the moment let us con- 
sider just the thirds. Whether a third is 
major or minor depends first of all on 
its position in the scale of seven white 
notes, and then secondly on the 
“coloring agents” of sharps and flats. 
Of the thirds formed only from white 
notes, the major thirds (such as C-E) 
contain two whole steps (in this 
instance, C-D and D-E), while the 

Now let’s use the “coloring 
agents.” Instead of playing C-D-E to 
arrive at the normally major third C-E, 
we can color the E to E-flat and play 
C-D-Eb to arrive at a smaller (“mi- 
nor”) third C-Eb. Similarly, instead of 
playing D-E-F to produce the nor- 
mally minor third D-F, we can color 
the F by raising it to F#, producing a 
larger (“major”) third D-F#. The 
bottom note of the interval can be 
colored just as easily: B-C-D produces 
the minor third B-D, while Bb-C-D 



produces the major third Bb-D. 
Likewise, the major third C-E can be 
changed to the minor third C#-E, or to 
the diminished third C#-Eb if we color 
both the upper and lower notes of the 
third. C-something to E-something is 
always some kind of third, no matter 
how much we color either the C or the 
E. As long as we avoid mixing sharps 
and flats, we can avoid diminished 
and augmented intervals. 

“Unnatural” white notes can 
be avoided by using the alternate 
names of both notes of the interval. 
Taking again the instance of the major 
third C-E, it should be apparent that 
Cb-Eb and C#-E# are also major 
thirds; by using the alternate, friend- 
lier-looking spellings B-W and Db-F 
we can avoid having to deal with C- 
flat or E-sharp. 

At this point we can bring all 
of the intervals together into three 
groups, dividing those which can be 
“major” or “minor” from those which 
are only “perfect, M and at the same 
time dividing those intervals that we 
want to make sure are in tune (espe- 
cially in the temperament or midrange 
section of the piano) from those which 
can be ignored in the tuning process. 
The traditional musical names of the 
three groups are “perfect conso- 
nances, ” “imperfect consonances,” 
and “dissonances.” The “consonant” 
unisons, thirds, fourths, fifths, sixths 
and octaves are the building blocks of 
chords and harmony and must be 
tuned carefully, while the “dissonant” 
seconds and sevenths in traditional 
music either arise incidentally or are 
deliberately featured as spicy or more 
jarring elements, and can thus be left 
out-of-tune. The “perfect” and “imper- 
fect” categories can also be related to 
piano tuning. On the one hand, the 
“perfect” unisons, fourths, fifths and 
octaves, which each come in one basic 
size (“perfect fourth,” “perfect fifth” 
and so on), are tuned either as per- 
fectly as possible or else with very 
slow beat rates. These intervals have a 
hollow or “perfect” sort of sound. On 
the other hand, the “imperfect” thirds 
and sixths, which each come in two 
basic sizes (“minor” and “major”), can 
be much more heavily tempered or 

mistuned with much faster beat rates; 
thirds and sixths therefore have a 
sweeter and livelier personality. The 
“dissonant” seconds and sevenths, 
with piquant or unruly personalities, 
also come in the two basic “minor” 
and “major” sizes. Example 6 summa- 
rizes the three groups of intervals. 

Example 6-The three groups of interva IlS 

Putting it all together, we can 
now list all the intervals in order of 
increasing size: unison, m2, M2, m3, 
M3, P4, “tritone”, P5, m6. M6, m7, M7, 
octave. Example 8 illustrates these 
intervals, starting from C and working 
upward. 

In tuning it is important that 

Perfect consonances 
Imperfect consonances 
Dissonances 

P4, P5, P8, unison hollow, calm 
m3, M3, m6, M6 sweet, lively 
n-Q, M2, m7, M7, A4 SCcv. unrulv 

If you look closely at Example 
6, you will notice that I have included 
the augmented fourth among the 
dissonances. All of the other aug- 
mented and diminished intervals turn 
out to be puns on the normal intervals 
in the modem twelve-note system, but 
the augmented fourth (alias dimin- 
ished fifth) is an anomaly and stands 
by itself. It is commonly known as the 
“tritone” because it is the product of 
three consecutive whole steps, as in C- 
D-E-F#. (See Example 7.) Tritones and 
minor sevenths are sometimes used to 
check the tuning in the low bass 
section of the piano. 

we think downward as easily as we 
think upward. Example 9 illustrates 
the same gamut of intervals, but this 
time working downward from C. 

Intervals wider than an 
octave, such as ninths, tenths, and so 
on, are known as compound intervals. 
Only a few of these, listed in Example 
10 (page 381, are used in piano tuning. 

Since there are twelve differ- 
ent notes on the keyboard, it follows 
that there are twelve instances of each 
size of interval: twelve minor thirds, 
twelve perfect fifths, and so on. This is 
the point at which we might throw up 
our hands in despair and wonder if it 

Example 7 - The tritone: 

-A4 v-d5v 
I 

c c# D D# E F Gc, Fst G Ab A Bb B b 

Id5- -A4I 

Example 8-Gamut of intentals upwardfrom C 

m2 M2 m3 M3 P4 A4 P5 m6 M6 m7 M7 
c to Db D Eb E F F# G Ab A Bb B 

Example 9-Gamut of intentals downwardfrom C 

M7 m7 M6 M6 P5 A4 P4 M3 m3 M2 m2 
Db D Eb E F Gb G Ab A Bb B to c I 
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is worth remembering (not to mention the consonant intervals relate very 
that horrible word memorizing) all of simply to the fourths-fifths tuning 
this information. The comforting sequence or circle of fifths. Finally, in 
answer is a three-fold no. First of all, the meantime you can refer to the 
things which are loved and used daily table of consonant (tuned) intervals 
eventually memorize themselves. (If shown in Example 11. After all, what 
we hate the sound of intervals, we else are computers and Journal writers 
shouldn’t be tuning!) Secondly, in a there for? J 
later article I intend to show how all of 

Example IO-Compound intervals used in piano tuning 

Tenth octave-third l%+M3 

Twelfth octave-fifth I?3 + P5 

14th octave-seventh P8+M7 

17th double octave-third P8 + P8 + M3 

19th double octave-fifth I’8 + I’8 + P5 

21st double octave-seventh I’8 + I’8 + M7 

24th triple octave-third P8 + P8 + P8 + M3 

Example 11-Interuals used in the temperament 

P5 M6 

C-G C-A 

C#-G# Db-Bb 

D-A D-B 

Eb-Bb Eb-C 

E-B E-H 

F-C F-D 

F#-C# Gb-Eb 

G-D G-E 

Ab-Eb Ab-F 

A-E A-F# 

Bb-F Bb-G 

B-F# B-G# 

The PTG Exams 

1 A Source Book 

Tuning & Technical Source Manuals 
AmiMefrom PTG Home Ofice 

$29.00 each - complete with S-ring binders 
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Call 816-531.00704o order by FAX 
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Industry 
News 

FINDLAY, OHIO- 
BICORP is introducing a self- 
lifting piano truck designed to 
move grand, baby grand and 
spinet pianos with just two per- 
sons. 

BICORP recently pur- 
chased the Self-Lifting Piano 
Company which has manufactured 
piano trucks since 1901. 

Joel Guth, director of 
marketing for the company said 
the new model SL 440 lifts up to 
3,000 pounds on a frame of 67-inch 
hardwood sills Which are bolted to 
47-inch, 3/16 steel supports. A 
unique hand lever enables opera- 
tors to easily lift the load. The 
stand-on-end feature and 2-inch 
casters allow the unit to be maneu- 
vered around tight corners and 
stairways. 

The platform is equipped 
with &inch raised felt, pad blocks 
to prevent any scratching or 
marring, while functional wood 
skids allow for easy sliding up or 
down stairs. 

For complete product 
information call 419-422-3525. 



Perspective 

Regarding a Standard Pitch of A-440 

[Editor’s note: According to his cover 
letter, Charlie discovered the following 
article (dated Janus y 1967) among some 
old papers,filed under things he never did 
anything about. I think we all share in this 
practice, so we can especially appreciate 
the following humorous, although non- 
fictional sto y.] 

provide a scientific basis to end all the 

Controversy over the accep- 
tance of a pitch standard has been 

arguments. 

going on these many centuries with no 
signs of abating. In spite of the impas- 
sioned pleas for either a “brilliant” 
sound or for the need for an industry- 

In 1878, Sir Hiram Maxim, the 

wide standard, it all boils down to 
arbitrarily accepting my “440” or their 

versatile engineer and inventor, who 

“whatever”. There has been, up to 
now, no scientific argument presented 
why one pitch is superior to another. 

included among his many inventions 

There has been no scientific evidence 
produced showing the logical desir- 
ability of one norm over another. It is 
the hope of the author of this article to 

Charles P. Huether, RPT 
New Jersey Chapter 

the machine gun, was installing 
electrical lighting apparatus on the 
grounds of the Grand Union Hotel at 
Saratoga Springs, New York.’ One of 
the lamps developed a humming 
sound and he observed that the area of 
this apparatus was covered by swarms 
of insects. Upon further investigation, 
he discovered that the insects were all 
male mosquitos and that they were 
attracted by the sound. 

Sir Hiram had difficulty 
getting anyone to become interested in 
his observations and because his own 
interest led him in another direction, 
he filed his notes away and forgot 
about them. 

zine i& the journal of the American 
Museum of Natural History in New 
York City. In an article by Marc Roth, 
L.M. Roth and T.E. Eisner entitled 
“The Allure of the Female Mosquito,” 

Today these early notes and 
observations have been revived and 
are being used as the basis for experi- 
ments in mosquito control. The results 
of these experiments have been 
published in the magazine Natural 
His toy, December 1966. This maga- 

these results are discussed. Sir Hiram 
observed in 1878 that the male mos- 
quito is attracted by sound. Further, 
that the primary purpose of the 
mechanism whereby the male mos- 
quito is so attracted is for reproduc- 
tion, and it is primarily the sound 
emitted by the female mosquito which 
interests the male. 

1 The Grand Hotel at Saratoga Springs 
was also the place where potato chips 

Now here is the point. The 

were invented, which is why they were 

female mosquito emits a sound in the 
450 to 600 cycle range. This has been 
scientifically proven. So let Mr. 

originally called “Saratoga Chips”. 

Leonard Bernstein and the pitch 
raisers beware. Once they hit that 450 
cps mark they will be targets for male 
mosquitos. Now we have something 
to go on. Since sounds in the neighbor- 
hood of 450 cps attract male mosquitos 
in droves, and since such large num- 
bers of mosquitos an only be consid- 
ered as undesirable at a concert or 
other musical presentation, let us keep 
the pitch at A-440! 

Believe It Or Not.,.The gift giving holidays are just around the corner. 
Make sure your favorite tuner has something to open from PTG 

l Piano Action Handbook 

l Calculating Technician 

l The Tuning & Technical 

Exam Sources Books 

l PTG Business PortfoZio 

l PTG printed mugs 

l PTG embossed luggage tags 

l PTG lapel pins & tie tacks 

l PTG tie 

l And much much more.... 

Place your orders early... 

Supplies may be limited on some items. 

Call 816-753-7747 
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A woman recently contacted 
me to tune a grand that I 
had sold her about ten years 
ago and hadn’t tuned in 

over five years. I really wasn’t up to 
yet another round of customer reedu- 
cation on instrument maintenance, so I 
elected to let that one slide for now. 
She informed me that the piano had 
gone out of tune suddenly, just the 
other day, right after Oprah, and she 
had decided to throw a party. Now 
we’re getting to the good stuff. I love 
how they throw tidbits like this out as 
if it explains everything. I admit I was 
mildly curious as to how this all tied 
in but, deciding the price of clarifica- 
tion was too high, I uncharacteristi- 
cally kept my mouth shut and listened 
on. “Oh yes,” she said, “there are 
some noises in the action you might 
look into, too.” Noises eh? And what’s 
an “intotoo?” Anyway, I figured this 
for a garden variety pencilectomy and 
tuning so I scheduled her in. This was 
an “unattended appointment.” You 
know, that’s where the door is left 
open and you let yourself in, locate the 
piano, and tune it all in a smooth, 
professional, uneventful manner. Isn’t 
theory a wonderful thing? 
Arriving at the appointment on time 
(Why does the timing always work 
out best when it matters least?) I 
lugged my tool case up onto the porch 
and, reverifying the address, tried the 
door. Imagine my surprise when it 
opened! I had the right address, and 
she had actually remembered that I 
was coming and left the door un- 
locked! 

Having beaten unbelievable 
odds to get this far, I was in a mild 
euphoria of self congratulatory excess 
as I walked through the doorway into 
the presence of what must have been 
at least a three-acre sabre-toothed 
DOG (Trust me, this is a CAPITAL- 
IZED DOG). The DOG immediately 
got very loud and, I swear, even 
bigger, and was immediately between 
me and, I was sure, any hope of my 
chances of surviving the day. Talk 
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The Left 
Fork 

The Pencil 
Ron Nossaman, RFT 

Wichita Chapter 
Feature Writer 

about a mood backlash! I swear I 
smelled postman on HIS breath. I 
watched the tooth and gum show for a 
few minutes until my nervous system 
began to function again, and I verified 
that Moby Mutt had no real interest in 
eating me, but was merely meeting his 
contractual obligations as a combina- 
tion watch moose and doorbell. 
Eventually HE decided HE’d gotten 
all the entertainment HE was going to 
get out of me and wandered off 
looking for a spot to resume HIS nap. 
After a moment of weighing the 
relative wisdom of escaping while I 
could, or going farther into the house, 
I cautiously wandered into the living 
room to find the piano. It wasn’t 
nearly as big as the DOG but at least it 
didn’t attack me, so I took off my coat 
and got started. I figured I would 
putter about in the action and let the 
adrenaline shock wear off before I 
started tuning. Besides, the FLEA 
RANCH was already beginning to 
snore and I wanted HIM to get a little 
deeper into it before I started making 
noise. 
Removing the required fifteen screws, 
I pulled the action to do the antici- 
pated pencilectomy and found: 1 

badly mangled damper, 2 broken 
hammer flanges, 15 pencils (some 
chewed), 4 ball point pens, 1 felt 
tipped calligraphic pen, 3 candy 
wrappers, 1 rubber band, 2 twist ties, 1 
aluminum knob face with a threaded 
stud on the back, 1 Post-it note pad, 1 
plastic drinking straw, 1 tooth pick 
with decorative plastic fletching (the 
cocktail sausage had been eaten 
already), 1 music wire coil from a past 
string repair, 1 small stick (possibly 
redbud, bark still on), 1 paper clip, 1 
hair pin, 1 small plastic ball (1” dia. 
white, looked like a roll-on deodorant 
ball), 1 plastic flying disk (faux 
Frisbee), 1 thin dime (Roosevelt, I 
didn’t get the date), 1 lapel pin (Dis- 
trict NFSM 1988), scattered scraps of 
green plastic Easter grass, a very 
cheap A-440 tuning fork (!?), 2 green 
M&MS, a couple of things too horrible 
to contemplate let alone identify, 
about half a Kilo of dustballs in a 
variety of shades of gray, and a 
partridge in a pear tree. All right, so I 
lied about the partridge, but the other 
stuff was there just like I said. Think- 
ing I was beginning to see a correla- 
tion between the noises, Oprah, and 
parties after alI, I piled all the stuff on 
her desk, made the repairs, tuned the 
piano, left a bill, and made it out the 
door without the DOG even waking 
up again. 
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International 
Relations 

T he 1993 PTG European Tour 
took place between May 6 and 
30. The 25-day trip started in 

London, and ended in Paris. Unlike 
previous PTG tours, this one was bro- 
ken down into four separate segments: 
(1) tour of England, (2) Pianoforte Tun- 
ers’ Association Convention in 
Colchester, England, (3) Europiano Con- 
gress in Skallerup Klit, Denmark, and 
(4) tour of Denmark, Germany, and 
France. Anyone interested in going 
could have signed up for all or any 
portion of the trip. The idea was to make 
the tour flexible enough to accommo- 
date different interests, schedules, or 
budgets, so more people would go. 

Our group this year was smaller 
than usual, and consisted of between 13 
and 15 people for various portions of the 
tour. As some joined late or left early, it 
wasnot alwaysthesame 13or15. Eleven 
of us were PTG members, and the rest, 
spouses. Although the average age of 
the group was 61, this bunch of senior 
citizens was not the type who’d be happy 
to sit in the rocking chair on the front 
porch and watch the world go by. 

This was a rather homogeneous 
group, as most of us already knew each 
other from previous PTG trips. Getting 
reacquainted and remembering names 
were no problems at all. I found it a bit 
distressing that so few new faces showed 
interest in these tours, considering the 
amount of work the International Rela- 
tions Committee put in to make them 
possible. Maybe it was due to the last- 
minute itinerary changes, or the fact 
that this tour somehow was not as well 
publicized as it could be. Although I 
don’t mind seeing old (no pun intended) 
friends over and over, these tours are 
beginning to take on the appearance of a 
private club. I hope the situation 

The1993PTG 
European To 

By Yat-Lam Hong 

will change in the future. 
Anyway, here’s the 
report of one traveller 
who signed up for 
the first three 
segments of this tour. 

Our first day in 
London was spent 
on the obligatory visits 
to the many well-known sites: 
the historic streets, the financial district, 
Trafalgar Square, Big Ben, the Houses of 
Parliament, Whitehall, Hyde Park, 
Covent Garden, St. Paul’s Cathedral, 
the Tower of London, Westminster Ab- 
bey, etc.-all “must see” items for first- 
time visitors. They still looked the same 
from the way I remembered them dur- 
ing my 1984 visit, except that different 
parts of these landmarks are now under 
repair. Many of these historical build- 
ings are several hundred years old, and 
require constant maintenance just to 
keep them standing. If they were in the 
United States, some of them probably 
would’ve long been tom down to make 
way for high-rises or shopping malls, as 
the old buildings, however historical, 
are simply not “cost-effective” to oper- 
ate. 

Our guide also took us to a 
choice spot for the best view to see the 
Changing of the Guards at Buckingham 
Palace, which takes place daily, except 
on rainy days. (Water would ruin their 
very expensive uniforms and the black 
bear-skin hats.) This is a show put on 
strictly for tourists, and it keeps them 
coming from all over the world. It seems 
everyone who was there had a camera 
and was busy clicking away. The amount 
of film used up at this spot alone ought 
to be enough to keep Kodak in business, 
I’d think. 

The country seems quite weary 
of terrorists’ attacks. In all indoor public 
places, there were signs warning people 
to be alert and aware of unattended 
packages (which could be bombs), and 
to report them to authorities immedi- 
ately. Subway stations (known as the 
“underground”), for example, have no 
waste baskets, since they could be ideal 
places to hide such things. It took some 
getting used to to see well-dressed 
people throw waste paper, candy wrap- 
pers, etc., all over the floor for lack of 
containers. The idea is, of course, to be 
safe rather than sorry. The same cau- 
tiousness carries over to all the concert 
halls, too, where large bags are not al- 
lowed. They must be opened for inspec- 
tion first, checked, and re-claimed after 
the concert. Such a practice is so com- 
monplace now it’s considered a neces- 
sary measure of protection for all, rather 
than an invasion of privacy. 

We also spent a most enjoyable 
afternoon visiting the Musical Museum 
in Brentford, a city of 10,000 about eight 
miles west of London, which contains 
one of the world’s largest collection of 
automatic musical instruments+very- 
thing from the tiny clockwork music 
box to the self-playing “Mighty 
Wurlitzer” organ. Founded by Frank 
W. Holland, this 30-year-old museum 
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occupies the former St. George’s Church, 
and is totally operated by the 50 or so 
volunteers, who do everything from 
running the gift shop to restoring in- 
struments. All income, mostly from 
admission fees and donations, is used to 
keep the museum going, and nobody 
gets paid for working there. 

The museum’s guiding prin- 
ciple is that musical instruments should 
be heard as well as seen. That means 
keeping the instruments in playing con- 
dition, which, considering their age, is 
an endless job. The volunteers, all devo- 
tees to the cause, realize that most of the 
instruments in the museum are long 
obsolete, and without constant restora- 
tion, they’d be gone forever. Some of the 
more complicated instruments require 
having their literally thousands of parts 
cleaned, lubricated, repaired, or re- 
placed, and volunteers with more en- 
thusiasm than experience have to be 
trained in such painstaking work, but 
the daunting task goes on regardless. 

Although Owen Cooper, the 
museum’s director, patiently described 
and played for us a good sampling of the 
music boxes, celestinas, organettes, bar- 
rel organ and pianos, orchestrions, vio- 
lin players (machines, not people), 
orchestrelles, etc., housed there, we had 
the most fun listening to the player and 
reproducing pianos. We heard 
Rachmaninoff and Paderewskiplay their 
own works, and it sounded as though 
the masters themselves were still alive. 
There was even a roll of Fritz Kreisler 
playing an Gerard Ampico reproducing 
grand, but he probably should have 
stuck to the violin. 

With a brief stop at the old uni- 
versity town of Oxford, we moved on 
through the Cotswolds (rolling hills) to 
Stratford-upon-Avon, the birthplace of 
William Shakespeare, where we saw a 
memorable performance of King Lear at 
the 1,562-seat Royal Shakespeare The- 
atre. The story of the play is rather 
complicated, and the scene where the 
Duke of Gloucester had his eyes gouged 
out was so violent that I could hear the 
capacity audience gasp. It was like 
watching a seventeenth-century horror 
show unfold on stage: People were 
stabbed to death, had their throats slit- 
and blood was everywhere. I had to 
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keep reminding myself: “It’s only act- 
ing. It’s only acting.” But good acting 
looks real. 

After an overnight stop at 
Stratford-upon-Avon, we visited Cam- 
bridge, the other old university town, 
and then to Colchester, about 60 miles 
northeast of London, where our first 
Convention was to take place. As we 
traveled through England, and then on 
to Denmark, where we met many Ger- 
man and Danish technicians, language 
problems became more and more obvi- 
ous to me. First of all, British English is 
quite different from American English, 
and the first obstacle is to listen through 
the British accent to hear what’s being 
said. Then the words don’t always mean 
what we think they mean. For example, 
at one of the Pianoforte Tuners’Associa- 
tion (PTA) Convention classes, the in- 
structor said: “To regulate the domes, 
first tap the chasings.” To an American 
technician, such advice would be totally 
incomprehensible, unless he knew that 
domes is British English for glider bolts 
on the grand key frame, and chasings are 
key buttons. 

At another class at the 
Europiano Congress, the instructor ac- 
tually said: “Many years, I make voices.” 
He couldn’t possibly have meant what 
he said. Rather, this was an awkward 
word-for-word translation from his na- 
tive German. I had to mentally re-trans- 
late his words into idiomatic English: 
“I’ve been doing voicing for many 
years.” 

Sometimes language problems 
became funny. One of our days in Den- 
mark turned out to be a public holiday, 
and a Danish technician explained to me 
that this was the day to celebrate “Jesus 
flying up into the sky” (accompanied by 
the gesture of flapping arms). Of course, 
he meant Ascension Day (the 40th day 
after Easter), a religious holiday that 
most Americans don’t observe. His ex- 
planation was perfectly understand- 
able-a bit clumsy perhaps, but very 
colorful and charming. I appreciated 
that. 

Another example that comes 
readily to mind is the bathroom sign in 
England that said, “Disabled Toilet.” If 
a toilet is disabled, it’s out of service, and 
therefore unusable. This would seem to 

be the logical meaning of the sign, but 
what’s really meant is a toilet fur the 
disabled. By the way, in England, the 
facilities are referred to as toilet, lava- 
tory, W.C. (for “water closet”), etc., but 
not “bathroom,” which is where people 
take baths. I learned that in a hurry- 
out of dire necessity. 

Between coping with accents, 
new vocabulary, and bad English that 
required mental retranslation, sitting 
through four hour-and-half classes could 
make for a long day. Often by the end 
of the day, I was exhausted from such 
intenseconcentration. Fortunately,there 
were always interesting diversions in 
the evenings for our enjoyment. 

Now, back to our PTA Conven- 
tion in Colchester. The oldest English 
city in recorded history, Colchester has 
a population of 140,000. It even has a 
very nice zoo, which two of us managed 
to visit. The Convention was held at the 
I lO-room Marks Tey Hotel, about seven 
miles outside the city limits. The Con- 
vention was about the size of a good 
PTG regional conference. In addition to 
the English technicians, the registration 
roster also included their counterparts 
from the United States, Canada, Nor- 
way, Germany, Japan, Lebanon, and 
even Oman. (The one from Oman, a 
small country east of Saudi Arabia, also 
happened to be the only piano techni- 
cian in the entire.country.) Although 
190 people were registered for it, there 
were never that many there all at once. 
Otherwise, the crowd would simply 
have overwhelmed the hotel, restaurant, 
bar, and bathrooms, I mean, toilets. I’m 
not sure whether it’s due to shortage of 
time or money, but several technicians I 
met flew in from Ireland (among other 
places) early in the morning, attended 
just the one or two classes they’d signed 
up for, and flew back home the same 
evening. 

The Convention began with a 
tour of the Kemble Piano Co. in Milton 
Keynes, which is about 60 miles north- 
west of London. Kemble (not to be 
confused with Kimball, the American 
manufacturer) is the larger of the only 
two remaining piano manufacturers in 
England. It makes the Kemble, Chappell, 
and Yamaha pianos. The other manu- 
facturer is Whelpdale,Maxwell, & Codd 



(also known as “WMC Pianos”), which 
makes the Welmar, Marshall & Rose, 
and Eavestaff pianos and it’s also the 
English distributor for Bliithner, C. 
Be&stein, Zimmerman, W. Hoffmann, 
Feurich, Rippen, and Alexander 
Herrmann pianos. 

The decline of piano business is 
worldwide, and Great Britain has its 
share, too. It’s sad to look back and see 
that reputable manufacturers, such as 
Danemann, Challen, Bentley, Knight, 
and many others are no more. In a few 
cases, the names are still around, but 
they’re made by someone else now. The 
weaker companies had to sell out, merge, 
or simply close up and die. These are 
not attractive options, and only the fit- 
test ones have managed (pardon the 
pun) to survive. 

We spent that morning visiting 
the Woburn Abbey, one of the buildings 
in the Duke of Bedford’s estate, where 
Kemble had set up an elegant display of 
its products, and we saw the factory in 
the afternoon. Kemble has been making 
pianossince 1911,andit’sstillrunbythe 
Kemble family. Since 1986, it has also 
been under license to make Yamaha pi- 
anos for the European market. The com- 
bination of traditional craftsmanship and 
modem technology improved the qual- 
ity of its pianos so much that, in 1992, 
Kemble won the “Queen’s Award for 
Export Achievement,” a prestigious rec- 
ognition from the government. Kemble 
is also the official piano at EuroDisney, 
the theme park in France. 

Kemble employs about 100 
people at the plant and 20 in sales and 
office work. The company makes only 
vertical pianos. It uses soundboards 
and Del&nit pinblocks from Germany, 
and actions and keyboards from Japan 
for most of its pianos. I recognized some 
of the same computerized machines I 
saw at the Yamaha factory in Japan, and 
the practice of driving the tuning pins 
halfway into the pinblock before string- 
ing also looked familiar. But unlike the 
hard-driven Japanese Yamaha factory 
where productivity and efficiency are 
pushed to the maximum, the atmosphere 
at Kemble is more relaxed and humane. 
Some workers actually smiled, which is a 
most unusual sight at piano factories. 

But productivity and efficiency 

are important for sheer survival. Qual- 
ity control at Kemble is done through a 
card system, called the “Piano Assem- 
bly Route Sheet.” This card stays with 
each piano from the beginning to the 
end of its production, and each worker 
is required to check off the items he’s 
done and sign them. Thus, each worker 
becomes the “inspector” for the jobs ac- 
complished at the previous work sta- 
tion. If something is not right, he can go 
back and straighten it out with the last 
person, and get the problem corrected 
immediately, rather than letting the mis- 
takes pass and compound further down 
the line. 

Posted throughout the factory 
are signs that say: “Quality is the key to 
success.” They’re a constant reminder 
to the workers that quality, the first re- 
quirement for survival, is in their hands, 
and that the security of their jobs de- 
pends on it. I especially liked the upbeat 
atmosphere of the place, where the em- 
ployees seem to take pride in their work. 
Of course, the infusion of capital and 
machinery from Yamaha has also helped 
enormously in maintaining quality, not 
to mention productivity. Bob Wilks, the 
plant supervisor, told me; “When I first 
started working for Kemble 39 years 
ago, we made one piano a day. Now we 
make twelve a day.“ 

The PTA Convention was a 
well-organized event. The class sched- 
ule was publicized well in advance, and 
those who signed up for the Convention 
registered for the classes they wanted at 
the same time. This gave the planners 
the necessary information to assign 
rooms: big rooms for big classes, and so 
on. The planning was so careful that the 
first class I attended had 23 registrants, 
and the room had exactly 24 chairs, one 
of which was for the instructor. Thus, 
the empty chairs in the room would tell 
the instructor how many late-comers 
are still on their way, and he’d wait for 
them even past scheduled time before 
beginning class, so nobody would have 
to miss anything. It was a very thought- 
ful gesture, but I have the feeling this 
wouldn’t work at PTG Conventions. 
Besides, Americans may find such con- 
trol too restrictive. Maybe this was the 
kinder, gentler nature of English charac- 
ter showing through. This is, after all, a 

country where even policemen (known 
as “Bobbies”) don’t carry guns. 

The PTA Convention offered an 
ambitious array of classes, which in- 
cluded Concert Preparation by 
Bosendorfer, Upright Regulation, Basic 
Action Repairs, Basic Grand Action De- 
sign and Regulation, Fandrich Piano 
Action Design, How to Use the Accu- 
Tuner, Basic Player Piano Maintenance, 
Harpsichord Maintenance, Scale Design, 
Early Bhithner Regulation, Key Repairs 
and Bushing, Early Bechstein Regula- 
tion, Fortepianos, Steinway Sostenuto 
Pedal Regulation, etc. Like PTG Con- 
ventions, there were more classes than 
anyone could take in the time available. 
It was an embarrassment of riches. At 
the beginning of each class, the instruc- 
tor was introduced by a PTA member. 
This gave the participants some infor- 
mation about the instructor, his back- 
ground, credentials, achievements, etc., 
which made the instructor more ap- 
proachable and the subject matter less 
intimidating. It was a nice touch. 

Of all the classes I attended, one 
entire day (four hour-and-half periods) 
was spent at the Steinway Grand Regu- 
lation class taught by Jeff Prett, who is 
the head concert technician for Steinway 
of London, where he has worked for 24 
years. For me, this class alone made the 
trip to England worthwhile. Following 
the 50-step outline, the class progressed 
slowly, but methodically. Like the rest 
of the class, I learned much from Prett, a 
very patient gentleman and a source for 
a wealth of information. He also en- 
couraged the blind technicians in the 
class to come forward and feel the vari- 
ous tools and parts being discussed. This 
was truly “hands-on” instruction. 

But first, I had to learn a new set 
of vocabulary quickly. For example, I 
had to know that standards are action 
brackets, black lead is graphite, fork is 
repetition lever, listing cloth is stringing 
braid, box cloth is action cloth, French 
chalk is soapstone, rocker is lever (as in 
“trap lever”), spanner is wrench, slap rail 
is damper stop rail, Zip is sostenuto rail 
blade, dumper Zip is sostenuto tab, toning 
is voicing, chusings are key buttons, roll- 
ers are knuckles, and so on. 

Sometimes, Prett has a poetic 
way of explaining things. For example, 
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he said that, upon release of the key, the 
grand wippen spring should be strong 
enough to raise the hammer “like the 
sun rising in the morning.” But he ac- 
knowledged that differences between a 
slow sunrise and a fast one are permis- 
sible as long as they fall within accept- 
able limits. 

Among the many things Prett 
taught us was the proper technique for 
adjusting the Steinway wippen springs. 
He emphasized that this is done by open- 
ing or closing the coil, not by kinking the 
spring itself. Step by step, he showed us 
how to use the spring hook to slide the 
spring out of its groove on the underside 
of the repetition lever, how to pull the 
spring up to strengthen it, and so on. We 
also learned a most useful tip on how to 
replace the spring after adjustment, and 
to be sure that the spring is actually in 
the slot and not riding on the edge. He 
suggested that we let the spring ride on 
the edgefirst, and then, using the spring 
hook to slowly press it toward the 
groove, and listen for that reassuring 
click. 

It was at this point that some- 
thing amazing happened: most of the 
English technicians in the class wanted 
to see up close exactly how it was done, as 
it was a small operation and hard to see 
from any distance. So, Prett invited all 
of them to come to the front, and gave 
what amounted to “private lessons” on 
this entire sequence six or seven times, 
each time to a group of two or three 
people. These private demonstrations 
took up 33 minutes of class time, but 
Prett was patient and understanding. 
He said, “There’s no hurry; we’ve got all 
day.” He was right. This was an all day 
(six-hour) class. 

I think what aroused such curi- 
osity was the fact that most of these 
English technicians didn’t know that 
wippen springs could be adjusted when 
there are no adjustment screws. And 
judging from the many questions they 
asked, I got the impression that they 
rarely come across grand pianos in their 
work, let alone Steinway grands. Well, 
the same can be said of many American 
technicians, too. 

One of the favorite lubricants 
used by English technicians is the “black 
grease,” which is a mixture of tallow, 
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Vaseline, and graphite. Prett cautioned 
that, because it’s black, it should be used 
only for these places: the action return 
spring, the spring slots under the repeti- 
tion levers, the dowels in the keybed 
that balance rail studs (glider bolts or 
domes) rest on, and various connections 
in the trap work and lyre. This is similar 
in texture to American technicians’ “V- 
J Lube,” which uses talcum powder in- 
stead of graphite, and it works just as 
well. 

We also learned from Prett that, 
starting with serial number 450,000, the 
sostenuto rails on Hamburg Steinway 
grands are mounted on the belly rails, 
and are now part of the damper system, 
rather than part of the action. This is 
because Hamburg Steinways are sold in 
the Asian market where some of the 
countries have tremendously high hu- 
midity. The belly rail being more sub- 
stantive and stable than the key frame, 
sostenuto rails mounted there are less 
likely to cause problems. 

It’s impossible to write about 
everything, but, for me, this all-day class 
with Jeff Prett was the highlight of the 
Colchester Convention. It was a privi- 
lege to have met this outstanding tech- 
nician. Prett also invited us to look him 
up at Steinway, which is near the world- 
famous Wigmore Hall, next time we’re 
in London. I’m sure he’ll have many 
visitors coming in the future. 

To keep us entertained, various 
diversions were planned for the PTA 
Convention. We were treated to a per- 
formance of Morris Dance one evening 
at the outdoor tennis court. This is the 
traditional dance of English chimney 
sweeps, performed by a local folk dance 
group, complete with blackened faces, 
black costumes sewn with bells and 
rattles, and an accordion band. These 
were strenuous dances, calling for strong 
legs and wrists. As the dancers went 
through their intricate steps, they also 
provided their own percussion effect by 
hitting each other with the heavy sticks 
in a rhythmic pattern-stick on stick. 
Theyhitwithsuchforcethatifonedancer 
missed with his stick, the other guy’s 
troubles would be over. But we didn’t 
need to worry about such mishaps, as 
this group was well-rehearsed (twice a 
week), and everyone knew exactly what 

everyone else was going to do at all 
times. 

Another evening we attended a 
concert of classical music by the 
Lansdowne String Trio, with pianist 
Johnny Pearson at the magnificent 
Bosendorfer Imperial. Other events in- 
cluded an auction of tools, and a video 
showing of the 1992 PTG Convention in 
Sacramento and activities of the “Hang 
Loose” Chapter in Hawaii. 

The original plans for this trip 
included the International Association 
of Piano Builders and Technicians 
(IAPBT) Convention, which had to be 
cancelled, due to logistical problems. 
However, the Japanese members of 
IAPBT happened to be on a whirlwind 
(three countries in 12 days) tour of 
France, England, and Germany at the 
same time, and all 37 of them came up to 
Colchester to joinus for the banquet and 
an organizational meeting on the last 
day of the PTA Convention. We knew 
many of them from previous PTG trips 
to the Orient, and it was great seeing 
them again in England. The mayor of 
Colchester was there to welcome them, 
too. With the many rounds of greetings, 
speeches, and gift exchanges, the Con- 
vention ended in a most festive spirit. 
Every participant at the Convention 
received a special gift-a PTA A-440 
tuning fork. We were delighted to dis- 
cover that we were all on pitch. 

The organizational structure of 
PTA (Pianoforte Tuners’ Association) is 
similar to that of PTG in many ways, or 
rather, the way we used to be, but on a 
much smaller scale. Founded in 1913, 
PTA has a current membership of around 
300, about five per cent of whom are 
women. Membership in the organiza- 
tion is by examination, except for the 
“Friends of the PTA” category, which is 
by invitation only. (This is a special 
group of people who have made signifi- 
cant contribution toward the field of 
piano service. There are only six mem- 
bers in this distinguished group.) 

The PTA is made up of mostly 
regular members who are divided into 
two categories: Tuners and Technicians, 
depending on their respective special- 
ties. Tuners earn their livelihood doing 
tuning and minor repairs, while Techni- 
cians do mostly extensive repairs, re- 



storinghistoricalinstruments,etc. Ithink 
the Technicians would be called 
“rebuilders” in the United States. Al- 
though a Tuner can rebuild and a Techni- 
cian can tune, the difference is in the 
proportion of emphasis. Put another 
way, a Technician does mostly shop work, 
and a Tuner does mostly field work. 
They hold equal status in the PTA. 

The Student members can be 
anyone receiving training at a school or 
workshop that meets PTA standards. 
They can attend all PTA general meet- 
ings, but cannot vote. They do receive 
the PTA Yearbook (same as our mem- 
bership directory) and the newsletters 
(equivalent toourPiunoTechni&nsJour- 
nul). However they’re not allowed to 
advertise their PTA registration, and 
cannot use the PTA name or emblem. 
Incidentally, the PTA emblem is a tun- 
ing fork with three parallel lines run- 
ning diagonally through it, the three 
lines representing the three-string uni- 
son. The ideal of this well-designed 
emblem is to keep pianos on pitch and in 
tune. 

Another category is the Afili- 
afe, which is for piano tuners, techni- 
cians, or builders with at least three 
years’ experience at a factory or work- 
shop approved by the PTA, or for Sfu- 
dents who have taken, but not passed, 
their membership examinations. This 
category is similar to PTG’s Apprenfice, 
which is, of course, no more. 

The membership exams for ei- 
ther Tuner or Technician are a rigorous 
affair, and the candidate takes his exams 
in the presence of at least two PTA mem- 
bers. The exact procedure is confiden- 
tial, but according to what I was told, 
these exams are so tough that the unpre- 
pared or the phony are exposed imme- 
diately. Computers are not used in the 
grading, and a portion of the evaluation 
process is done by “gut feeling.” Doesn’t 
it sound just like the way PTG used to 
be? 

Because these exams are so 
tough, passing them to become a full- 
fledged member (either Tuner or Techni- 
cian) is considered a high honor. As a 
PTA member told me, this is a profes- 
sional organization; it’s not for “cow- 
boys,” a derogatory English term for the 
incompetent. PTA also maintains a li- 

brary, and members can check out books 
on piano technology by simply paying 
the postage for mailing. The annual 
membership fee is fZ37, about USS59.00. 

Unlike PTG, PTA actually rec- 
ommends what its members charge for 
their work. For the self-employed tech- 
nician, the 1993 recommended repair 
rate is between $21.00 and $26.00 per 
hour. For tuning, it’s between $37.00 
and $61.00, depending on the cost of 
living in the tuner’s work area. The high 
end ($61.00) is for areas with high cost of 
living, where travel restricts the tunings 
to four a day. These tuning fees are for 
pianos that are tuned at least twice a 
year and located within one mile of the 
tuner’s base of operation (usually his 
home). The tuning fee does not include 
any mechanical work, which costs extra, 
or the Value Added Tax (VAT), which 
the tuner must collect for the govem- 
ment. These rates are worked out by 
PTA, based on the tuner working 231 
days a year (out of which 34 days are 
spent on paper work), and doing five 
tunings each tuning day. 

If a tuner charges the recom- 
mended rate and tunes 197 days a year 
at five tunings per day, his annual in- 
come would be between $36445.00 and 
$60,085.00, based on the current ex- 
change rate of $1.60 to El. PTA consid- 
ers this range the lowest amount an 
English tuner has to earn to run a suc- 
cessful business. On top of these fig- 
ures, PTA recommends that the tuner 
add on the annual inflation rate, so he 
won’t fall behind in the economic race. 
The fact remains that, if one can’t sur- 
vive financially, one can’t survive. PTA 
is simply doing what it can to help its 
members. Compared to the United 
States, the cost of living in England is 
high, and my very unscientific survey 
found that one pound there has about 
the same purchasing power as one dol- 
lar here. So, in terms of purchasing 
power, this range is actually between 
$22,778.00 and $37,553.00. Believe me, 
our colleagues in England are not get- 
ting rich on their piano-service busi- 
ness. 

These recommendations by the 
PTA may seem strange to technicians in 
the United States, where even a casual 
discussion about fees carries implica- 

tions of “price-fixing,” which is totally 
illegal. In reality, the PTA-recommended 
fees are just guidelines from which each 
tuner has to vary, depending on the 
economic situation of his area, and, more 
than anything else, what he thinks his 
work is worth. It’s here that his back- 
ground, training, experience, educa- 
tional level, credentials, etc., make the 
biggest difference, and in this regard, 
the situation in the United States is the 
same. It’s the principle of free economy 
at work. 

The only paid employee of PTA 
is a part-time secretary, who takes the 
minutes at the general meetings, pro- 
duces the annual Yearbook and bi- 
monthly Nezdeffer, handles all the ad- 
vertising, answers all PTA phone calls, 
takes care of all PTA correspondence, 
mails out all publications and announce- 
ments, organizes various PTA functions, 
etc. All this work is done in one room of 
her house set aside for the purpose. This 
gives the expression “home office” a 
new meaning. In fact, the official PTA 
address is her home address. With so 
much of PTA business under her con- 
trol, this secretary is easily the most 
powerful person in the entire organiza- 
tion, but by shouldering these responsi- 
bilities, she frees up the members to do 
their work. 

One aspect of travel that’s of 
great interest to me is the food of each 
country I visit. How and what did we 
eat in England? The answer can be 
summed up in two words: well and 
much. Let’s start with breakfast. The 
exact items varied from day to day, but 
typically, a Continental breakfast in- 
cluded four kinds of cold cereals (corn 
flakes, rolled oats, granola, shredded 
wheat, etc.), five kinds of fruit (prunes, 
apricots, pears, orange or grapefruit seg- 
ments, apples, bananas, melons, etc.), 
four kinds of juice (orange, grapefruit, 
apple, apricot, etc.), freshly baked rolls 
and croissants with butter, margarine, 
and an assortment of fruit preserves, 
plain or fruit-flavored yogurt, cold sliced 
ham, three kinds of cheese, and the 
usual beverages, such as milk, coffee, 
iced and hot tea, iced and hot water, etc. 

But an English breakfast in- 
cluded all of the above, plus pork sau- 
sages, pan-fried mushrooms, skinless 
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bacon (cooked English style, soggy and 
not crisp), scrambled, poached, and 
hard-boiled eggs, sauteed potatoes, 
toast, and of course, the ever-present 
broiled tomatoes, without which the 
English breakfast just wouldn’t be the 
same. 

On most days, we had English 
breakfasts, with unlimited quantity on 
any item. It was an enormous amount of 
food, even if we took a tiny sampling of 
each item. Realizing we had taken too 
much, which happened almost daily for 
some of us, we faced the decision 
whether to let the extra food go to 
waste-or waist. We had to tell our- 
selves (and each other) that we don’t eat 
like this backhome, and then, went ahead 
and indulged. The fact is, even native 
Englishmen don’t eat like this back home 
either, except for very special occasions. 
When we were on the road, every meal 
was a “special occasion” and we didn’t 
pick the menu either. In that atmo- 
sphere, eating was more than just re- 
plenishing nourishment for the body; it 
became a dangerous form of entertain- 
ment. Then we looked at the itinerary, 
and said, “Well, only ten more days to 
go now.” 

If you think our breakfasts were 
fancy, our dinners were even more so. 
On most days, we didn’t just eat; we 
dined, and in style. English dinners are 
very eleborate rituals. Every evening in 
the dining room, we were greeted by the 
uniformed staff, one of whom would 
bring us our individual menus, with a 
choice of several entrees, which varied 
daily. Another waiter (or waitress) 
would later come to take our orders. 
While the food was in the works in the 
kitchen, waiter No. 3 would come around 
and ask what we’d just ordered, and 
bring each of us the appropriate silver- 
ware for our meal. (For example, some- 
one having fish would have different 
silverware from someone having beef.) 
And each diner had the exact number of 
utensils needed for his meal-no more 
and no fewer, as unnecessary silver- 
ware served no purpose other than clut- 
tering up the table, which, in such for- 
mal settings, would be a no-no. Waiter 
No. 4 would then come around to take 
our beverage orders. Among other 
things, he was a wine expert, and could 
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recommend the appropriate one to go 
with any meal. 

Our food didn’t come on indi- 
vidual plates. Rather, we were each 
served an empty warm plate first, so the 
hot food would stay hot longer. The 
dinners were often served European 
style, where one waiter would bring a 
huge tray of, say, just meat, and make 
his rounds serving everyone who or- 
dered that. Once he got going, a second 
waiter would bring a tray of just veg- 
etables and make his rounds the same 
way, and the same with a third waiter 
who would serve us potatoes, etc. The 
plate and silverware for each course 
were removed before the next course 
was served. While all these people were 
going round and round about us, the 
beverage waiter was busy refilling our 
drinks as they got low. It was a very 
labor-intensive affair, and the dinner 
was as much a meal as a ceremony, with 
fixed procedures. Needless to say, the 
food was superb. In fact, I don’t recall 
having any bad meal on the entire trip, 
although some meals were a lot fancier 
than others. We also had our share of 
Yorkshire pudding in England, which is 
neither a dessert, nor a pudding. Rather, 
it’s a pastry shell baked in the drippings 
of roasting meat and eaten with the roast. 
This one item alone is enough to make a 
vegetarian gag, but you must remem- 
ber: We don’t eat like this back home. 

On most evenings, the men wore 
jackets and ties for dinner. In these 
formal settings, one would feel out of 
place without the right attire. To the 
English, such formality must be the 
equivalent of elegance, style, and class. 
Just look at ,how the average English- 
men greet their Royalty, and you’ll get 
an idea how important it is for them to 
preserve the country’s history, tradition, 
ceremonies, rituals, pageants, etc. Maybe 
these elaborate dinners were a reflection 
of the same mentality. 

From Colchester, we traveled 
by bus to the harbor of Harwich (pro- 
nounced “har-rich”), where we took an 
overnight Danish cruise to Esbjerg, Den- 
mark. It was in the first-class restaurant 
on board that some of us had our first 
encounter with the famous det store kolde 
bord (literally “the cold table”), which is 
a buffet arrangement with a large vari- 

ety of hot and cold fish and meat dishes, 
and smorrebrod, for which Denmark is 
well-known. Smorrebrerd are open- 
faced sandwiches (with bread on the 
bottom side only, usually rye or French 
bread), and covered with meat (either 
roasted or smoked), fish (herring is a 
favorite), vegetables, and cheese-all 
piled on in a most colorful arrangement. 
These are really edible works of art, and 
they look almost too pretty to eat. Ac- 
companying the “cold table” were other 
tables loaded with many varieties of 
everything: bread, crackers, cheese, fruit, 
desserts, etc.-again, all in unlimited 
quantities. As soon as any tray became 
half full, the waiter would take it to the 
kitchen, and bring back a full tray of the 
same thing. Instead of going round and 
round as in England, these waiters were 
busy going back and forth. Faced with 
such abundance, we ate ourselves silly, 
and it was delightful. We really don’t 
eat like this back home. Honest. 

The bus from Esbjerg took us to 
Skallerup Klit for the Europiano Con- 
gress. Skallerup Klit (meaning “holiday 
village”) is at the extreme northwest 
comer of Denmark, right on the shores 
of the North Sea, directly facing Nor- 
way, which is too far away to be seen. 
The nearest city you’ll find on the map is 
Hjorring. Skallerup Klit is a very iso- 
lated beach resort owned by anon-profit 
organization. It’s made up of about 150 
chalets. Most of them are small houses, 
and the rest, duplexes. Other than the 
restaurant, a small grocery store, and a 
sports center (with swimming pool, 
handball court, exercise room, etc.), the 
village has no commercial establishment 
at all. There are jogging trails among the 
sand dunes, and the beach, miles and 
miles of it, is within a two-minute walk 
from any of the chalets. The chalets all 
have a fully equipped kitchen, televi- 
sion, furniture, but no telephone. This is 
a perfect place to do nothing at all, en- 
gage in deep thinking, or get away from 
it (city life) all. There are no ringing 
doorbells or telephones, and no noise or 
pollution associated with modem civili- 
zation. Everything here was built with 
compatibility with Nature in mind. It’s 
a very, very quiet place-so quiet you 
could hear the sand crunch under your 
feet as you walk along the beach. In this 



environmentalists’ paradise was held 
the 1993 Europiano Congress. Maybe 
it’s a very appropriate choice of location 
for a piano technicians’ get-together. 
After all, our job mostly consists of re- 
storing harmony to achaotic world, well, 
at least a very small part of it: the piano. 

Attending this Convention were 
90 people, 70 of whom are technicians, 
and the rest, spouses and children. 
Among the technicians, three were from 
England, three from Switzerland, seven 
from Germany, 11 from the United 
States, 20 from Denmark, 10 from Nor- 
way, 11 from Sweden, three from Fm- 
land, and two from France. It was a very 
international group, and many lan- 
guages were spoken there. If you spoke 
either English or German, you could 
cope, since almost everyone there could 
speak one of these languages. To learn 
Danish in a hurry is absolutely hopeless. 
After a weekthere, the only Danish word 
I learned was “tak,” which means “thank 
you.” 

This Europiano Congress was 
originally scheduled for Paris. Due to 
numerous communication problems, it 
was moved to Denmark at the last 
minute. We’re most grateful to Odd 
Aanstad, the Norwegian technician, who 
put the Convention back on tracksingle- 
handedly. (Please note that “Odd” is his 
first name, not an adjective.) Working 
from Norway by phone, he had every- 
thing under control within four days- 
from selecting the site, to negotiating a 
reasonable price with the resort, to pick- 
ing the menus, to lining up the classes, 
instructors, and exhibitors, to arranging 
for equipment to be shipped in.. . and to 
sending out publicity materials. I can 
well imagine those four mad days he 
went through, but it’s proof how much 
a determined person could accomplish 
even in such a short time. Odd deserves 
the public recognition for having saved 
the Congress. 

This being a multi-lingual Con- 
vention, all participants could under- 
stand either English, German, or Dan- 
ish. Therefore, most classes were of- 
fered in one language first, and then 
repeated two more times in the other 
two languages. Kevin Gouldmann’s 
class on Piano Disc was an exception. 
(More about him later.) Being fluent in 

all three languages, he did it all in one 
class period by saying everything three 
times, each time in a different language. 
That must be a four de force of sorts, 
trying to think, teach, and do simulta- 
neous translation in three languages all 
at once. This is quite a contrast to the 
many Americans who don’t even know 
English very well. 

Like the participants’nationali- 
ties, the classes offered at this three-day 
Convention had diversity. They in- 
cluded such topics as: Grand Regulat- 
ing, Accu-Tuner, Piano Disc, IPAS Ac- 
tion, Finish Repair, Refinishing, Voic- 
ing, and a few others that I couldn’t even 
figure out, since the class schedule was 
all in Danish. The afternoon of the sec- 
ond day was reserved for sight-seeing. 
We visited a private art museum in the 
countryside, where the building, dating 
from the 14OOs, was a lot older than the 
paintings and drawings it contains. 

We also visited the Borglum 
Monastery in Vendsyssel, which is now 
privately owned by a farming family. 
This enormous monastery is used as a 
church during the summer to bring in 
some income. In the winter, it’s not used 
at all, as the family can’t afford to heat it. 
This building is a Danish historical land- 
mark, so it can’t be tom down. Al- 
though the Danish government contrib- 
utes something toward the horrendous 
maintenance costs, the owner said it’s 
nowhere near enough, and he can’t af- 
ford to maintain it with his income from 
the farm either. At the time we visited 
the place, he said the immediate needs 
are for a new roof and some emergency 
repairs, without which the deteriora- 
tion would quickly accelerate to the point 
where the building couldn’t be saved 
any more. We were suddenly made 
aware that owning an historical build- 
ing is not always fun and glamorous. It 
could be downright depressing and fi- 
nancially ruinous. 

The first class I attended at the 
Europiano Congress was Grand Regu- 
lating taught by Ingo Steinbach, a Ger- 
man technician who had worked at the 
Hamburg Steinway factory for eleven 
years, and then came to Copenhagen to 
work for a dealer. Now, he has opened 
his own shop, does all the important 
concert work in Denmark, and is gener- 

ally recognized as the finest technician 
in the whole country. As grand pianos 
are hard to come by in a place as isolated 
as Skallerup Klit, a 40-year-old Steinway 
grand was shipped in from Norway for 
this class, thanks again to Odd Aanstad. 
It was immediately apparent that we 
were in the presence of a master techni- 
cian. Unfortunately, Steinbach’s English 
was so poor that he was uncomfortable 
teaching in it. He’s much more at home 
with German or Danish. Just then, Leo 
Duricic, the Europiano Congress presi- 
dent who now works for Bechstein in 
Berlin, happened to walk in, and he was 
put to work immediately. Steinbach 
would talk to Duricic in German, and 
Duricic would translate his remarks into 
perfect English for us. Most American 
technicians attending PTG Conventions 
in the U.S. probably have no idea how 
serious a communication problem lan- 
guage barriers can create. 

With simultaneous English 
translation, everything took twice as 
long, and it was obvious that Steinbach 
couldn’t cover the materials he had 
planned for this hour-and-half class. By 
the time the class was up, he had just 
barely gotten through the early stages of 
grand regulation. We were a bit let 
down by this, but we only had ourselves 
to blame: we didn’t learn the language 
of the host country, and in Denmark, we 
were the foreigners. Still, we learned 
some valuable things from this master 
technician, such as a different and possi- 
bly more efficient way to set the glider 
bolts (domes to the Englishj, that the 
most efficient angle for back-checks to 
work is 72 degrees and how to make a 
special tool just for that purpose, how to 
make and use a space-saving two-piece 
home-made key-levelling device, and 
so on. I hope I’ll have the opportunity to 
hear him again another time. He simply 
had too much to offer. 

The Finish Repair and Refinish- 
ing classes were taught by Erik 
Christensen and Fransk Polering. Again, 
these two Danes are master craftsmen of 
their trade. As there wouldn’t be time to 
demonstrate their techniques on one 
sample from beginning to end (some 
procedures require several days of wait- 
ing time in between for chemicals to 
dry), they had many fallboards in vari- 
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ous stages of completion lined up, and 
just went quickly from one piece to an- 
other, explaining everything in Danish, 
which was translated into English for us 
by Kevin Gouldmann. They knew ex- 
actly what to do with every kind of 
finish repair, and also what could hap- 
pen if the proper sequences were not 
followed. From the first fallboard that 
was full of nicks and dents to the last 
one, which could easily be mistaken for 
a fallboard from a brand-new piano that 
just left the factory, the transformation 
was incredible. It was like watching 
great chefs at work: a pinch of this, and 
handful of that, no measuring devices of 
any kind, and no need to refer to any 
cook books, because the recipes have 
long been memorized and become part 
of their working knowledge. Basically, 
what these two craftsmen put on for us 
was a magic show. If one hasn’t put in 
the many years of practice to perfect the 
results, one wouldn’t even understand 
the procedure. Watching alone won’t 
do it. 

One of the chemicals they used 
frequently is a solution called “Vaseline 
Oil,” which is neither Vaseline, nor an 
oil, but it smelled like some kind of 
petroleum distillate. Nobody there could 
tell us what it was or its English (or 
American) name. It doesn’t matter, since 
we couldn’t do that kind of work any- 
way. We came away from that class 
witharenewedappreciationforapiano’s 
finish. 

The most controversial class at 
the Europiano Congress had to be the 
one on IPAS Action taught by its inven- 
tor, Ingvor Petersen. Petersen is a sixty- 
ish Danish engineer, who had spent three 
years developing this action. IPAS is the 
acronym for Integrated Piano Action 
System, which was “hot off the press.” If 
you weren’t there, you haven’t seen it 
yet. The advantages of this action, ac- 
cording to Petersen, is better geometry, 
technical reliability, faster repetition, 
greater dynamics, ease of control, and 
reduced wear. The idea for the IPAS 
action came in the most unusual way: It 
all started because Petersen realized that 
he was a bad pianist and that he found 
the traditional piano action (both grand 
and vertical) hard to play. Instead of 
practicing more to overcome his techni- 
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cal shortcomings at the keyboard, he 
decided to design a better action for the 
piano that’s easier to play and less 
troublesome to maintain. 

The idea for the IPAS action is 
to integrate all the movements in the 
piano action, rather than treating the 
moving parts as separate entities, such 
as the key, hammer, jack, etc. Except for 
the damper, all the moving parts in IPAS 
are interconnected at all times, and this, 
Petersen said, would reduce the amount 
of wear in the action. He showed com- 
parative charts to illustrate the hammer 
acceleration paths of both the traditional 
and the IPAS action, and they clearly 
showed that IPAS was superior. He 
said a pianist’s sense to touch is so 
sensitive that he could feel the slightest 
movement in the hammer, such as the 
let-off, acceleration, etc., through the 
key-just like a blind person who could 
feel the objects on the floor through his 
cane. His tests showed that IPAS re- 
peats better, and lets off with less resis- 
tance. 

Petersen had both a grand and a 
vertical IPAS action model on display. 
From what I could tell, neither action 
had a wippen, jack, back-check, let-off 
button, capstan screw, etc., as we know 
them. They didn’t even have center pins 
or felt bushings. Instead, both actions 
were made of a series of black plastic 
and aluminumlevers. These levers were 
all interlocked through a ball-and-socket 
arrangement, which had an internal 
tongue-and-groove set-up. The ball- 
and-socket allows the moving parts to 
move freely while the tongue-and- 
groove system inside the ball-and-socket 
keeps them from coming apart. Since 
the parts are made of self-lubricating 
plastic, no lubrication will ever be nec- 
essary in the IPAS action. (Please for- 
give my clumsy description. Words 
simply fail me in explaining such a sys- 
tem. You really have to see it for your- 
self to understand how the IPAS works.) 

The IPAS action, according to 
Peterson, is far superior to the tradi- 
tional action, but it could also mean that 
pianists would need to learn a new tech- 
nique to play pianos equipped with 
IPAS. (Right now, there are none.) In 
the IPAS, the hammer is in contact with 
the key (through the linkages) at all 

times. This would give the pianist more 
control than he has over the traditional 
action where the key, jack, and hammer 
all go their separate ways after a point. 
Petersen also acknowledged that, al- 
though simple in concept, the IPAS 
action is extremely expensive to build, 
because every part has to be precisely 
engineered, or the action wouldn’t work. 
But that’s a manufacturing, rather than 
a pianistic, problem. 

Well, the fireworks started as soon as 
Petersen showed his first graph on ham- 
mer acceleration. A German scale de- 
signer in the class immediately pointed 
out that IPAS appeared superior only 
because the acceleration curve for the 
traditional action was drawn wrong, and 
that the IPAS would “never work.” In 
case anyone sitting behind him didn’t 
hear it, he turned around and repeated 
his remarks loudly, “The IPAS would 
never work. Never!” I didn’t know who 
was right, since understanding such 
charts, graphs, and equations requires 
intelligence, but it looked like at least 
one of them was wrong on this point. 

That was only the beginning. Then, 
more charts led to more arguments. And 
soon, the class degenerated into several 
private discussions, each with its own 
leader telling his group (those who hap- 
pened to sit nearby) what he thought of 
the IPAS action. One person even 
quipped, “IPAS? Yes, I pass.” At that 
point, there was so much noise in the 
room that almost nobody was paying 
attention to Petersen any more. It was 
an incredible display of bad manners. 
Being a soft-spoken gentleman, he 
couldn’t shout over the talking noise to 
be heard. I’m not sure whether he even 
finished his presentation, but it was clear 
he had lost control of the class. There 
was nothing he could do, except to wait 
for the break, which was still ten min- 
utes away. Those were probably the ten 
slowest minutes in his life. 

To Be Continued. 

The conclusion of this report, as well 
as a report on the last leg of the 
European trip will be featured in the 
next issue of the PT Journal. 



1993EVENTSCALENDAR 
4-7 

6 

11-14 

7-8 

11-13 

New York State Convention 
Westchester Marriott 
Contact: Michael Meade, 27 Perch Drive, Mahopac, NY 
10541,914-5283365 

Orange County Chapter Seminar 
1st Presbyterian Church 
Contact: Peg Browne, 11511 Wasco Road, Garden Grove, 
CA 92641,714-530-4768 

North Carolina State Conference 
Omni Hotel-Richmond, VA 
Contact: Lewis Spivey, 15 Rachel Drive, Nashville, NC 
27856,919-937-4777 

Arizona State PTG Seminar 
Tucson Chapter-Aztec Inn 
Contact: Bob Anderson, 5027 E. Timrod Street, Tucson, AZ 
85711,602-326-4048 

California State Convention 
Cathedral Hill Hotel-San Francisco, CA 
Contact: John Schaecher, 2015 Divisadero Street, San 
Francisco, CA 94115,415-567-1800 
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AUXILIARY 
Dedicated To Piano Technicians Guild Auxiliary News and Interests 

I 
just arrived home 
from the Conven- 
tion Planning 
Meeting in Kansas 
City. Did we ever 

accomplish a lot of work in 
one day’s meeting! Hang 
on to your Jessie James hats, 
members; you heard it from 
me for the first time. We 
are going to have some new 
innovative things happen in 
Kansas City. My husband 
was able to go with me, and 
did he ever come in handy. 
He and Paul and Sue Speir 
went out to look over KC 
while I was in the meeting. 
They came up with some 
great things for us to 
consider for the Auxiliary 
program. Yes, members, we 
are going to be able to 
attend PTG classes this next 
summer. They will be 
opening up classes for us on 
Sunday morning, and I will 
work with Steve Brady to 
make sure there are classes 
that non-tuner spouses 
would want to attend. 
Hang on to your Jessie 
James hats, we ain’t done 
yet! I went into the Plan- 
ning Meeting asking for 
four points of interest for 
the Auxiliary program and I 
believe I got all four. 
Classes for Auxiliary 
members, children admitted 
to exhibit hall, drawing for 
free auxiliary registration 
for 1995 convention, and all 
people registering for the 
convention Auxiliary 
program automatically 

becoming Auxiliary mem- 
bers for the year. Now 
that’s not bad for one day’s 
work. 

It was a very 
cooperative group of people 
and we covered much 
territory and planning in 
the hours that we met. I do 
believe your tuner/spouse 
will be very pleased with 
his/her program too. There 
will be something for 
everyone in 1994. Now 
what we have to do is sell 
the program and what 
better way than our new 
theme. . . . Expanding 
Horizons, Cultivating 
Artisans. Remember, you 
heard it here first!!!!!!!!!!!!!!! 

Yes, members, we 
have a swimming pool next 
summer. So start your diet 
now and look for that latest 
fashion suit because we are 
even going to have water 
classes with an instructor. 
Remember the black swim 
suit you helped me buy in 
Philadelphia? Well, I 
haven’t had a chance to 
wear it much, so I have to 
keep on my diet. All of you 
who were with us in 1985 in 
Kansas City know what a 
wonderful hotel that Hyatt 
is there. They have even 
made things better-they 
have remodeled the atrium 
and several conference 
rooms. And the front desk 
receptionists were most 
courteous and helpful. 

I will tell you more 
as the year goes on but I 

wanted to relay the excite- 
ment of the September 
weekend in KC. I hope all 
of that excitement lasts the 
whole year long so that all 
of you will want to be there 
and see our new headquar- 
ters and attend the GREAT- 
EST CONVENTION EVER. 
Come on Home! 

Oh yes, one more 
word of warning. The good 
news is that we were able to 
hold most costs at the 
present level; however, 
remember to get your 
reservations in by the 
deadline because the after 
deadline fee has gone up 
considerably. It pays this 
next year to get your plans 
made early and to make 
your reservations to Kansas 
City by the deadline and 
spend that saved money on 
a good steak! 

More next month. 
In the meantime, enjoy the 
Fall colors. 

Phyllis Krahmer Tremper 
President 

SO-NOVEMBER 1993 PIANO TECHNKUNS JOURNAL 



Check Out 
Those New Officers 

OURNEWTREASURER: 
Writing an article about 

myself is not something I especially 
enjoy doing, but I was asked to write a 
short article about me so everyone 
would know more about their PTGA 
Treasurer, so here goes! 

I grew up on a farm in a very 
small town in central Oklahoma with 
my parents, two brothers and one 
sister. I must admit, although I have 
lived in Dallas for 30 years, country 
life is still what I dream of. Leon and I 
met in our sophomore year of high 
school and married in 1962. We have 
been married 31 years and have three 
children (Rheba 29, Darren 26, and 
Tiffeny 14), two grandsons (Stephen 8, 
and Blake 3) and are expecting an- 
other (Granddaughter?) in November. 

Leon and I operate a tuning 
and rebuilding business in Dallas. My 
responsibility in the business is 
recovering piano keys for the trade. 
Working in our shop adjacent to our 
home has been very convenient 
because while the kids were growing 

up I was able to work and still be a full 
time Mom. I could set my work 
schedule and take time off for all the 
important events in my life-school 
activities, dance recitals, drill team, 
and driving the kids to the million 
places they had to be (Mom’s taxi 
service.) 

I have several hobbies which 
include sewing, decorating, cooking, 
reading and painting. However, with 
family, work, and our involvement in 
PTG and PTGA, I never spend as 
much time on these activities as I 
would like. Maybe someday I’ll 
decide to quit work and just play! 

I look forward to serving as 
your PTGA Treasurer in the coming 
year. To work with Phyllis, Paul, 
Pearl, Judy Rose and Arlene to set the 
course for PTGA is an exciting pros- 
pect. As we constantly explore new 
ways to provide an organization that 
will meet the needs of all our mem- 
bers, I would like to see everyone 
become more involved in Auxiliary 
activities. Let’s all do our share to see 
PTGA grow and become a successful 
supportive arm of PTG. 

Sue Speir 
PTGA Treasurer 

The Results Are Isz-From Auxiliaru VP-Paul Cook 

L. Paul Cook has finished 
compiling the results of the question- 
naire and has come up with the 
following statistics: 

In all, 36 questionnaires were 
returned, 92% of which came from 
females. 78% of the questionnaires 
were filled out by Auxiliary members. 
This meant that about l/4 of them 
were completed by non-members. 

The majority of us are in our 
forties, and rising into our fifties, 
although our overall age range is from 
the thirties through the seventies. 

81% of us do not have chil- 
dren under 18 years of age at home, 
which is a very interesting phenom- 
enon. It makes me wonder if those 
spouses who have children simply are 
not able, for various reasons, to 
participate in our functions. 

./ 

64% of us do professional 
work other than piano business. 
However, approximately half of us are 
full time homemakers. Approxi- 
mately 60% of us work in the piano- 
related field part time. Most of that 
work is in scheduling customers, 
billing and shop work. Only one 
respondent indicated that they did 
any tuning at all. 

60% of us work with comput- 
ers, and most of that work is in word 
processing. 

40% of us teach music, and 
that is split between piano and voice. 
2/3 of us said we do not teach music. 

40% of us have access to a fax 
machine. 

Those wishing to attend 
classes at the convention said they 
would like to attend 2 or 3 classes. 

10% said they would not like to attend 
any classes and 2 people said they 
would like to attend 10 classes or 
more. The classes that were most 
frequently requested dealt with 
business and computers, this was in 
addition to 6 who wanted to attend 
piano-related classes. Next up was 
time management, cooking, crafts, 
business development and self im- 
provement classes. 

Our favorite hobbies seem to 
be reading and sewing with cooking, 
walking, musical listening, gardening, 
running, reading and writing poetry 
all coming in next. 

As was mentioned above, 78% 
of the people responding to the 
questionnaire were members of the 
Auxiliary. Half of those belonged to 
local chapters. Most of those not 
belonging to a local chapter said they 
would be interested in seeing a local 
chapter formed. Whereas 30% of us 
felt the name “Auxiliary” should be 
changed, 67% thought that it should 
not be changed. Most of the people 
wanting the name “Auxiliary” to be 
changed liked the name “Associates” 
or “Association.” Other good names 
suggested were “PTG Partners” and 
“Friends of FIG.” 

89% of us felt that offering 
child care service would not encour- 
age them to attend conventions. 
However, this is probably due to the 
fact that 81% of us do not have chil- 
dren under the age of 18 at home 
anymore. We should investigate this 
issue further to determine whether 
children and related problems are 
keeping the masses from attending 
conventions. If so, what (if anything) 
can we do to help? 

Lastly, we asked what were 
the most fun things people liked to do. 
The winners there were ‘being with 
friends,” followed by “tours.” We also 
like to discover what the convention 
city is about, in big and small ways. 
We like sight-seeing, shopping, 
playing with grandchildren, traveling, 
seeing museums, old mansions, 
churches and places. 

So far, this is what we know! 
L. Paul Cook 

PTGA Vice President 
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Classz?ed Advertising rates are 35 cents 
per word with a $7.50 minimum Full payment must 
accompany each insertion request. Closing date for 

placing ads is six weeks prior to the month of 
publication. 

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

products listed. 
Send check or money order (U.S. funds, 

please) made payable to Piano Technicians ]ournal, 
3930 Washington, Kansas City, MO 64111-2963. 

FOR SALE 

HANDCRAFTED SOUNDBOARDS 
BY NICK GRAVAGNE. Ready to 
install crowned boards or semi- 
complete. Your choice. Ordering and 
installation instructions $15.00.20 Pine 
Ridge; Sandia Park, NM 87047 (505) 
281-1504 

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

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

SANDERSON ACCU-TUNERS from 
Authorized distributor. Tuning lever 
note switch for Accu-Tuner: $35/ 
coiled cord, $30/straight cord. Con- 
signment sale of used Accu-Tuners 
and Sight-O-Tuners or new Accu- 
Tuner customers. Call for details. Rick 
Baldassin (801) 2924441 

USED STEINWAY GRAND Piano 
action parts. Genuine used ivory 
clean. Charles Wilson, 1841 Kit 
Carson, Dyersburg, TN, 38024,901- 
285-2516 

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

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

WONDERWAND: Try the Tuning 
Lever you read and hear about. Enjoy 
Less Stress; Better and Faster Tunings: 
$55.00 p.p. Charles P. Huether, RPT, 
34 Jacklin Court, Clifton, NJ 07012 

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

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

BASS STRING SPINNING MA- 
CHINE, for sale: Spin bass strings to 
your own specifications. Profession- 
ally constructed machine. Two speeds 
available in forward and reverse. Why 
pay taxes on that rebuilding profit this 
year? Reinvest in your business and 
improve the quality of your work! Call 
Rappaport’s 512-255-0440 

SANDERSON ACCU-TUNER. Accu- 
Tuner with MIDI. Serial #1099. 
Includes case and switch. Best offer. 
414-251-2305. Ask for Bill 

ZAP CA GLUE by Pacer Technology. 
All new lower prices!!! For informa- 
tion on ordering calI Tom Hoyt at 904- 
789-1226 or write to PO Box 5548, 
Deltona, FL 327285548 

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

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

KEEP YOUR JOURNALS OFF THE 
FLOOR! IJse our Mag-Protectors! 
Jordan’s Organizers will help you 
keep valuable information in our 
Journals readily at hand; all those 
papers from technical classes in our 
Notesbook. Also unusual tools, T- 
shirts, gift items and more. Write, call 
for free brochure. Ruth Ann Jordan, 
RPT, 4 East Granville Dr., Silver 
Spring, MD 20901(301) 587-7757 

YAMAHA V50 Digital Synthesizer. 
$1,000. (Listed-$1800) 61 key, 200 
voice, 8 track sequencer, card slot, 3.5” 
720 Kbyte disk drive, rhythm machine, 
MIDI, Ryan Poe, 816-232-8032 



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

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

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

USED STEINWAY KEYBOARDS: 1 
Steinway M (1972), plastic, excellent 
condition. 1 Steinway A (1935), ivory, 
can be reinstalled or ivory can be 
recycled. Other misc. keyboards 
available. Also, usable old style 
Steinway whippens (felt-bushed) no 
problems-cheap. Call Rappaport’s 
512-255-0440 

1989 YAMAHA C5 Grand Piano. 6’6”, 
satin ebony, mint condition. $11,700 
OBO 607-786-5889 

1927 MASON & HAMLIN AMPICO 
A, piano and player portions fully 
restored, refinished mahogany case, 
$28,000.00,5% commission, Rand 
Reeves, 3505 Galway Road, Ballston 
Spa, NY 12020,518-885-5472 

FANDRICH STRING LIFTER: The 
first tool of piano voicing. Introduced 
at the Milwaukee Covnention. Com- 
plete instructions $20.00 plus $2.00 
shipping. Fandrich & Hobbs Pianos, 
12515 Lake City Way NE, Seattle, WA 
98125 
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PLACE AN AD FOR ONLY 294. 
Refrigerator magnet reminder cards 
advertise for you all day, every day 
and constantly remind customer of 
next suggested service. The 1 l/2 x 2” 
size looks like traditional grand rim 
and keyboard with imprinted re- 
minder message. You fill in blank 
spaces for your name, phone and next 
date and/or time with included pen. 
Try some today. Send check or M.O... 
for $29.00/100 to: Sonnenburg’s 
“Stick-Tites”, PO Box 82, Denison, TX 
75021-0082. Allow 2-3 weeks. Order 
l,OOO-get free preprinted name and 
phone. Details 903-465-9337 

USED PIANOS DIRECT FROM 
JAPAN. Yamaha, Kawai, Atlas, etc. 
Floor ready, as is, rebuilt. One or a 
container full. For info call Lin Roath 
at IT’s Corp., Ltd. 61-8 Kotobuki-cho, 
Neyagawa-shi, Osaka, Japan T572. 
From U.S. dial 011-81-720-32-1111 or 
fax 011-81-720-32-3628 

SANDERSON ACCU-TUNER. Used 
only a few times. Must sell right away. 
$800.00 or best offer. Brian Voll415- 
366-5817 

EARN EXTRA MONEY and spread 
the word about proper piano care! 
“Dear Doctor Piano” is a delightful 
book full of humorous cartoons and 
helpful information on understanding 
and caring for your piano. Already a 
hit with boys and girls and their 
parents. List price is $11.95 US, $14.95 
CAN. Your discount for 25+ copies is 
40% shipping and applicable taxes 
extra. Send check, money order or visa 
number with order. Send Canadian 
order to: Temeron Books Inc., Suite 
210 1220 Kensington Road, NW, 
Calgary, Alberta, Canada, T2N 3P5, 
Phone: 403-283-0900, Fax: 403-283- 
6947. Send American orders to: 
Temeron Books Inc., PO Box 896, 
Bellingham, WA 98227, Phone/Fax: 
206-738-4016 

SANDERSON ACCU-TUNER. Serial 
#0057; FAC Feature with 82 memo- 
ries-updated, newest program; ‘91 
battery. $700.00.607-547-8238-leave 
message 

FANDRICH VERTICAL ACTIONTM 
models, $195.00 pd. in advance-we’ll 
pay shipping or $20.00 deposit, 
balance COD. We also accept VISA 
(send order and we’ll call at shipping 
time). Darrell Fandrich, 23000 74th 
Avenue, NW, Stanwood, WA 98292. 
206-623-6493 

NEW KEYS. Enhance your overhaul 
or rebuilding with new keys. The 
Kluge Co., in Germany can fabricate a 
new set of keys onto the old keyframe 
with new pins, bushings, capstans, etc. 
Call for details and instructions: 
Rappaport’s 512-255-0440 

COMPUTER SOFTWARE-Billpower 
Software is the absolute best billing & 
scheduling software for the piano 
tuner. The program prints work 
orders, invoices, and estimates. the 
accounts receivable report will im- 
prove cash flow, and the postcard 
reminder feature will encourage 
repeat business. Put the power in your 
hands, call today for a free catalog. l- 
800-762-0301. Marathon Date Systems, 
1001 Deal Road, Ocean, New Jersey 
07712 

HAMMER BORING DEVICE. All 
metal, weighs 15 lbs. Accurate and 
easy to use. $180.00. Instructions and 
photo available on request. Kent 
Gallaway, 709 Thome, Ripon Wiscon- 
sin 54971,414-748-3265 

SELL YOUR PRODUCTS the easy 
way-through a PT Journal classified 
ad. Only 35~ a word-or a $7.50 
minimum for one month. You’ll reach 
over 4,000-in the US and around the 
world! Call 816-753-7747 for details 

- COLEMAN-DEFEBAUGH - 
VIDEO CASSETTES 

l Aural & Visual Tuning-$79.50 
Pitch raising, femperumenf setting, bent counting, 

Sanderson Accu-Tunn 

VHS or Beta-o2-9669159 
Swerior Instruction Tapes 

4 W. I&l Rio Drive * Tempe, A? 85282 



HELP WANTED 

PIANO TECHNICIAN for large music 
store. The Alabama Gulf Coast area. 
Only highly qualified experienced 
technicians need apply. 904-438-1628 

LITERATURE 

REGULATING GRAND PIANO 
Touch and Tone,” by Danny L. Boone, 
RPT, technician at Baylor University, 
20 years; registered PTG member, 25 
years. 200 pages, 57 photos and 
drawings covering every phase of 
grand regulating and voicing includ- 
ing necessary repairs. Instructions for 
producing 24 shop-made regulating 
tools. $29.50, postage paid (Texas 
residents add 8.25% sales tax). Piano 
Technology Resources, 9707 
Timberview, Waco, TX 76712 

SERVICES 

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

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

RENT A SANDERSON ACCU- 
TUNER: FAC, MIDI and 60-page 
memory, available for short-term 
rental. Perfect for replacement while 
your SAT is in the shop. $50/week; 
deposit before shipping. Lawrence 
Becker, RPT. 606-781-1812 

88 KEYS REBUSHED with quality felt. 
Both rails $70.00. Return freight paid 
with prepaid orders. Tommy L. 
Wilson, 1313 Highway 210, 
Dyersburg, TN 38024,901-285-4046 

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

SENECA PIANO KEY. Quality key 
services at competitive prices. Sharps 
replaced, key bushing and the finest 
key recovering at any price. Write or 
call for price list and information on 
quick return of your key work. Seneca 
Piano Key, Ted Oberhaus, 4593 E. 
Seneca Road, Trumansburg, NY 14886, 
(607) 387-3095 

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

52 PIANO KEYS RECOVERED-.050 - 
$85.00; .060 - $90.00; .075 tops with 
fronts - $85.00. New gloss sharps - 
$40.00. Keys rebushed: felt - $75.00; 
leather - $95.00. Other services avail- 
able. Call or write for price list. Return 
freight paid with pre-paid orders of 
$50.00. Walker Piano Service, Route 4, 
Box 364, Fulton, KY, 42041,502-838- 
6889 

STRAIGHT SIDES, SQUARE FRONTS 
and crisp notches are the benchmarks 
of our quality key recovering. Tops 
with fronts $100 plus $10 return 
shipping and insurance. Call or write 
for free list of our key and action 
restoration services. Yvonne Ashmore, 
RPT and Associates, 12700 La Barr 
Meadows Road, Grass Valley, CA 
95949,916-273-8800 

ADVERTISE YOUR SERVICE in the 
Piano Technicians Journal. You will 
reach a target audience of over 4,000 
piano service technicians each month. 
Only 354 a word-still a great buy. 
Call 816-753-7747 for details on the 
next deadline. 

KEY BUSHING: We use over 20 
different sizes of Spurlock Precision 
Cauls. Send the micrometer measure- 
ment of the key pins and we will give 
you a perfect fit. Both rails high 
quality felt $75.00 or leather $80.00. 
Write or call for free price list of our 
key and action restoration services. 
Yvonne Ashmore, RPT and Associ- 
ates, 12700 La Barr Meadows Road, 
Grass Valley, CA 95949,916-273-8800 

REFINISH PIANO HARDWARE in 
nickel, brass, or chrome. Metal finish- 
ing specialists for over thirty years. 
Parts shipped back to you in 2-3 weeks 
Rush jobs can be accommodated. 
Whitman Company, Inc. 356 South 
Ave., Whitman, MA 02382.617-447- 
2422 

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

TRAINING 

THE RANDY POTTER SCHOOL OF 
PIANO TECHNOLOGY - Home 
Study programs for beginning stu- 
dents, associate members studying to 
upgrade to Registered Piano-Techni- 
cian, and RPT’s wanting to continue 
their education. Tuning, repairing, 
regulating, voicing, apprentice train- 
ing, business practices. Top instructors 
and materials. Call or write for 
information: Randy Potter, RPT; 61592 
Orion Drive; Bend, OR 97702. (503) 
3825411. See our ad on page 3 

Classifieds continue on next page 
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NILES BRYANT OFFERS WO 
HOME STUDY COURSES: Electronic 
Organ Servicing: Newly revised. 
Covers all makes and models - 
digital, analog, LCT’s, synthesizers, 
etc. Piano Technology: Tuning, 
regulating, repairing. Our 87th year! 
Free booklet; Write or call Niles Bryant 
School, Dept. G, Box 19700; Sacra- 
mento, CA 95819 - 
(916) 454-4748 (24 hrs.) 

BILL GARLICK SEMINARS-Upgrade 
your skills at intensive six day resident 
seminars at Bill’s home. Applications 
are invited for upcoming seminars in 
tuning, grand action regulation, 
historic tunings, harpsichord mainte- 
nance. Tuition includes instruction 
and use of facilities, private bedroom 
(share baths), breakfast and lunch. 
Write or call for information. Bill 
Garlick, RPT, 53 Weeks St., Blue Point, 
NY 11715, (516) 363-7364 

WANTED 

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

PIANOS! PIANOS! PIANOS! !!!Free 
phone appraisal.. . “1 Buying all types of 
usable pianos. Cash or bank check on 
pick up. Won’t hesitate on price. Call 
us first for fast professional service. 
“Steinway, Mason-Hamlin command 
specialty prices.” Jay-Mart Wholesale, 
P.O. Box 21148, Cleveland, OH 44121. 
Call Irv Jacoby collect (216) 382-7600 

WE BUY ALL GRAND PIANOS. 
Premium price paid for Steinways. 
Cash on the spot and immediate pick 
up. Call Home Piano Center toll free l- 
800-876-1748 

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

VIDEOS J 

1 

PIANO TECHNOLOGY EDUCA- 
TIONAL materials. Vertical Piano 
Regulation by Doug Neal, $115; Plate 
& Pinblock Installation by Cliff Geers 
(2 reel set), $148; Wood Repairs by 
Cliff Geers, $68. Soundboard repair by 
Cliff Geers, $86; Grand hammer 
replacement by Cliff Geers, $86. Add 
$5 per order for shipping and han- 
dling. Questions? Call 712-277-2187. 
Mail orders to PTEM, 3133 Summit, 
Sioux City, IA 51104 
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PTG Marketing Tools 

hochures: 
) How should I take care of my piano? 
1 How often should my piano be serviced? 
1 Special care and maintenance of the 

teaching piano 
i0/$20,100/$35,500/$150 

rechnical Bulletins: 
B Pitch Raising 
b Regulation 
1 Humidity Control 
) Voicing 
@ Finish Care 
w Rebuilding 
50/$12,100/$20,500/$90 

Educational Materials 
n PTG Technical Exam Source Book 
n PTG Tuning Exam Source Book 
$29 each 

Merchandise 
0 Journal Binders 
1/$6.50,2l$12 
@ Membership Lapel Pin” 
$5.00 
0 Tie Bar* 
$5.50 
0 PTC Gray Tie 
$15.00 
PTG Blue Luggage Tag-Embossed 
$3,00 
0 Coffee Mug 
1/$4,00,4/$13.00,6/$22.00 
0 Pedestal Mug-10 Oz. clear 
$1/$5.00, w$16*00,6/$22.00 

*RPTs Only 

Call 816-753-7747 
to place your order today! 
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Piano DisCussions 
November 1993 

News From The. World Of PianoDisc 

Sfar service for celebrities 
PianoDisc techs offer stellar service for the rich and famous 
What do actor Arnold Schwartzenegger, 
pro tennis player Ivan Lendl, actress 
Geena Davis and 49er wide receiver 
Jerry Rice all have in common? Just ask 
the PianoDisc certified technicians that 
have worked on their pianos, That’s right 
- all of the prominent people listed are 
happy owners of a PianoDisc system. 

In fact, some celebrities are so happy 
with PianoDisc that they own more than 
one. Author and screenwriter Sidney 
Sheldon, for example, owns two systems 
- one fitted to a turn of the century 
Chappell grand, the other to a Steck. 

Of course we at PianoDisc think that 

everyone who owns and enjoys a 
PianoDisc system is a star. But, if you do 
an installation for a prominent person and 
you’d like to brag a little, send us a note 
(with a photo, if you can manage it), and 
if we mention you, we’ll send you some 
cool PianoDisc stuff! 

PianoDisc welcomes 
Mr. Rogers to our 
neighborhood 

We’re sure that all of you PianoDisc 
technicians will be just as grateful as we 
are that Tom Rogers has joined our 
PianoDisc family. Tom is not the Mr. 
Rogers of PBS TV fame (although he’s 
just as nice), but he’s already a star 
around here! 

Tom’s background includes manufactur- 
ing experience as Production Manager 
for Memorex and quality assurance back- 
ground gleaned from over ten years with 
the Verbatim Corporation. Here at 
PianoDisc, Tom has assumed the position 
of Director of Quality Assurance. This 
means, among other things, that he wants 
to hear from all of you about any QA 
issues you may have. Tom will also be 
developing improvements in our tech 
support system and fine tuning our man- 
ufacturing and shipping procedures (so 
that you don’t get any “surprises” when 
you open our kits!) 

We hope that you will enjoy working 
with Tom, and he’s looking forward to 
hearing from all of you soon! 

01993 by PianoD,rc” and Burg&t. Inc All nghts resewed 
PiunoDisdaimer: PianoD~ reserves the right to change product design and speafications at any hme without pnor notice 

France Skilan of Precision Piano Services in 
North Hollywood fitted this tum-of-the-centu- 
ry Chappel burlwood mahogany 5’9’ grand 
with a PDS-32 system for Sidney Sheldon, the 
renowned author and screenwriter. The 
piano is one of two PianoDisc-fitted pianos in 
Mr. Sheldon’s exclusive Hollywood residence. 

Tech Spotlight 
During our September training session 

we hosted technicians from all over. But 
one technician stood out, not for what he 
has done, but for what he is about to do. 
Steven Westfahl of Laramie, Wyoming, 
PTG technician and owner of Westfahl’s 
Piano Co. has become our first certified 
PianoDisc technician in the Cowboy 
State. With the addition of Steven to the 
PianoDisc family we are now represented 
by at least one factory authorized music 
dealer in every state of the Union, as well 
as in Canada and Mexico. Of course, in 
most states there are many more than 
one, but considering that more people 
live in Flushing, New York than in the 
entire state of Wyoming, one is a good 
start. So, good luck to you Steven! 
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DisklavierTMPiam .-~ 
Service Seminars - 

Yamaha Piano Service November, 1993 

Mark Hullibarger Richard Luebbing Ralph Stilwell Jack Thomas Wes Velkov Peg Browne Robert 
Conrad Charles Hansen Michael Kemper Larry Newhouse Jim Rule Richard Davenport Greg 
Rorabaugh Ernie Juhn Jack Caskey David Reed Tom Servinsky David Roundtree Jim Davis 
Elizabeth Ward George Burke Don Case Chuck Cohen Dan Levitan Nick Morris Pete Remneff 
Christine Cometta Bob hell Walt Eckstein Nori Kowato Larry Crabb Bob 
Simmons Raymond But1 &Keene 
Nemeth Teri Meredyth 
Sander Kenneth Snow 
Paul Mueller M. Jack Rick Florence 
Joseph Goheen Dave H h Vesely Bert 
Bartlett John Cavanaugh topher Johnson 
Mike Rucks Bill Zabiels reaux Lorelle 
Nelson Dean L. R Paul Keogler 
Edward Lucibello DeTar Steve 
Fairchild Larry Fis mford Wayne 
Yockey Gregg Abl :ley R. David 
Huey Lane Miller scher Michael 
Hagen Clark Hale Ler Phil Glenn 

ore Jon Laird 
Cousins Jack 

Mark Stuedli 
vluncy Randy 
el Miccio Joel 
Reed Simon 
Krefting Don 

Shoffner Dav roe1 Engelsberg 
Susan Babcock 

idson Lon Ja vecki Charles 
trom David Abdalian Bake h Hawkins Sam 

Jones Micha mbell Alan Nishimura thy S es Bryant Jack 
Cashion Thomas Fendon Douglas Her Dar in William McKaig 
Patrick McCormick Frank Nelson Greg Paul I 

Stosich -Fran Tanguay 
:a Bo Gotrich Joseph 

Heisler Michael Oliver David Snyder -LouThiry Dennie Chambers 
James Davis Adam Fiore Paul Graeber Kerr Curtis Moore Robert Payne Michael Spreeman 
John Thomas Ed Whitting Martin Arroy hris Cook G.ib Crippes Ken Esthete Anne Garee 
William Glesner Brian Holt Tom Levings Mark Mattson David Schonfeld Lee Wilkinson Allan 
Cate Ron Dasaro Lynn Evans John Kim Jonathan Langham Harold Markstrom Ted Mitchell Gay 
Omellas Thomas Winter David Eriksen Stuart Fischer David Fry Frank Hendricks Timothy Hollis 
Craig Lege David Nate Bob Ottermann Thomas Seay Gerald Gaines James Herrick Don Lovelee 
Allen Macchia Paul Monroe Gary Mushlin Norman Neblett Michael Slavin 

PARTS & SERVICE: (800) 854-1569 FAX: (714) 527-5782 

YAMAHA 
0 1993 Yamaha Corporation of America l Keyboard Division l P.O. Box 6600 l Buena Park, CA 90622 
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Setting Uv The Technical Exam In Your Chapter 
Bill Spurlock, RPT 

This article is intended to 
give an overview of the set-up and 
operation of the PTG Technical 
Exam, and hopefully will encour- 
age those chapters not currently 
offering testing to consider doing 
so. Testing activity can benefit 
chapters by stimulating discussion 
of state-of-the-art tuning and 
technical procedures within the 
chapter, and by motivating Associ- 
ate members to upgrade. 

Areas with several small 
chapters might consider pooling 
resources to set up Area Exam 
Boards. These have worked very 
well in several locations and offer 
the following advantages: 

AEBs avoid duplication of 
efforts by several chapters. Instead, 
one set of exam props and 
one test piano serve several 
chapters; volunteers from those 
chapters then join forces to 
administer the exams. 

Smaller chapters can 
participate in testing even if they 
only have need for one or two 
exams per year. 

Examinees may find the 
exam process more comfortable in 
the more anonymous setting 
of an AEB rather than within their 
own chapter. 

Exam dates can motivate 
Associates to prepare. Running an 
AEB requires advance scheduling 
at regular intervals to keep all area 
chapters informed. Thus test dates 
become specific target goals that 
Associates can work towards. 

To learn more about 
setting up an Area Exam Board, 
contact Carl Lieberman, 
Secretary/Treasurer of Southern 
California Area Exam Board, 121 
Clubhouse, Venice, CA 90291; or 
Brian Mahaffy, Chairman, Twin 
Cities Exam Board, 2629 Fremont 
Ave., Minneapolis, MN 55408. 

Help For Your Examinees 

Perhaps the most impor- 
tant step a chapter can take in 
preparation for testing is to 
provide some basic training 
programs for their Associate 
members. Actually, this need not 
be specialized material of interest 
only to beginners; it has been my 
experience that chapter 
technicals featuring basic repair 
and regulation procedures appeal 
to a large percentage of the 
membership. Most of us derive the 
majority of our income from basic 
in-home tuning and repair. By 
sharing our favorite methods at 
the chapter level we all have a 
chance to improve our skills and 
efficiency. The PACE Lesson Plans 
offer ready-made programs 
covering essential skills that can be 
easily integrated into chapter 
meetings. 

The next important service 
chapters can provide is monitoring 
and evaluation of Associate 
members progress. As examiners 
we want applicants to pass the 
test; however, frequently examin- 
ers have not gone to the trouble of 

Continued nexf page 

I wish to express my 
appreciation and thanks to the 
Piano Technicians Guild for 
the honor of being inducted 
into the PTG Hall of Fame. For 
many years I watched expres- 
sions of surprise, joy and pride 
as each new selectee accepted 
their certificate. No observation 
of another’s reaction can come 
close to the feelings I had when 
my name was called. 

The time, labor and 
worry which serving the Piano 
Technicians Guild represents 
have been amply repaid 
through the years by the 
benefits of friendships, 
achievements (especially small 
ones) and the widening of my 
knowledge, not only of things 
piano and organizational, but 
of people, places and the joys 
of serving. 

Seeing how the Piano 
Technicians Guild has grown 
and prospered in size and 
respect through the years is 
reward enough. To be recog- 
nized as having had at least a 
small part in that success is 
something which I will cherish 
for years to come. 

Wifh gratitude and thanks, 
Charles P. Huefher, RPT 
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evaluating the applicant s readi- 
ness. This has sometimes resulted 
in a high failure rate, discouraged 
examinees, and burned out 
examiners. 

The PACE Checklist 
provides a simple way for both the 
Associate member and chapter 
advisors to keep track of study 
needs and progress. Once the 
Associate member feels ready 
for the technical exam, the pre- 
screening quiz in the exam book 
can be given to the applicant 
(orally, by phone or in person) on 
a voluntary basis to give both 
examiner and applicant some 
idea of the chances of success. The 
results of this quiz do not provide 
a basis for refusing to test an 
applicant; the purpose here is to 
give some feedback to those 
applicants not under the tutelage 
of someone familiar with RPT 
level as defined by the current 
exams. This procedure, combined 
with study of the Technical Exam 
Source Book, goes a long way 
towards reducing fear of the exam. 

Acquiring Exam Props 

You will require two 
action models and a few easily 
made props to run the exam. The 
exam text lists the specific require- 
ments and preparation steps for 
the action models. Any 
action model meeting these 
requirements may be used; how- 
ever, an actual piano is not 
permitted since this would alter 
the degree of difficulty of the exam 
(time limits, etc. are 
based upon the greater visibility 
and tool access and easier han- 
dling of models as opposed to 
a full action in a piano). Yes, the 
models cost money; however, five 
exam fees will just about 
pay for a grand and a three-note 
vertical model, which then become 
permanent fixtures for 
use in future testing as well as 
teaching aids for chapter 
technicals. 

The technical exam 
consists of Grand, Vertical, and 
Repair sections. Materials required 

for the Grand section are: 
Single note action model 

with removable key frame (or 
modified to be removable, as 
outlined in the exam text). 

l Spare action parts for above, 
for replacement as needed. 

l Regulating hand tools for 
examiner use. 

l Timer (inexpensive electronic 
count-down timer from Radio 
Shack suggested.) 

l Gram resistance gauge (from 
supply house). 

l Ruler and calipers. 

Materials requiredfor the Vertical 
section are: 

Three-note vertical action 
model w/pedals, cheek blocks, key 
slip and fall strip. These are 
available from Home Office, 
having been generously provided 
by Kimball Piano at the 
Guild’s request. Price: $150.00. 

l Spare action parts for above. 
l Regulating hand tools for 

examiner use. 
l Ruler and calipers. 

In Memory 
Robert Edward Bailey 

November 27,1943 
September 18,1993 

Robert Edward Bailey, editor of 
the “Vancouver Beat” newsletter, 
died tragically on September lBth, 
the victim of a head on crash. He 
was on his way home after doing 
what he liked most, hiking. 

Bob was not only a very 
well respected piano technician, 
but also a fully qualified plumber 
as well. 

He always attended the 
PNWC Conference. At the most 
recent one in Seaside Oregon, he 
was an instructor. Bob said that he 
couldn’t afford to go to these 
conferences, but that from a 
learning stand point, he couldn’t 
afford not to go. 

He was a very devout 
Christian and was also the organist 

for the Christian Life Assembly in 
Langley. 

Bob was always a domi- 
nant person in the Vancouver 
scene. He helped organize the 1984 
PNWC held at Coquitlan, B.C. Our 
sincere condolences go to his wife 
Bonnie and their three daughters; 
Deborah, Donna, and Laura. 

Keith Hardesty 
January 20,1914 

June 24,1993 

Keith Hardesty was a 
pioneer in the field of piano 
technology, a master craftsman 
who never settled for good 
enough, a man whose genius and 
insatiable curiosity made his 
journey through life an extraordi- 
nary adventure. He was a student 
of his craft, and of the human 
drama, and a beloved teacher of 

both. He was a man with the great 
heart of a king whose presence on 
this earth did not go unnoticed, 
one of those exceedingly rare 
individuals who made a differ- 
ence. 

Among the kind notes I 
received upon my dad’s passing 
was one from Henry Z. Steinway 
which said simply, “So sorry. A 
great loss to the piano world.” 
And another from Roger Williams 
which said “What a great talent he 
was. I’ll miss him!” Then there 
were the accounts from piano men 
like Jim Bryant, Jim Christopher 
and so many others, who told me 
how Keith Hardesty had saved 
their lives by showing them value, 
leading them through despair into 
hope, teaching each to love what 
would become his life’s work. And 

Continued Page U4 
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Materials required for the Repair 
section are: 

Stringing jig consisting of 
a scrap of pinblock with tuning 
pins, agraffes, and a steel plate to 
anchor the hitch pins. C-clamps to 
fasten the stringing jig to a table. 
#13 piano wire. Band aids, eye 
protection. Grand shanks and 
flanges for rebushing and 
repinning. An old keyframe w/ 
keys or a mocked-up keyframe 
with appropriate felts, keypins and 
keys, for rebushing. An old vertical 
action in a cradle with fileable 
hammers or a jig with several 
hammers mounted, for hammer 
filing and shank replacement. 

Timer Stringing and Measuring 
Tools For Examiners 

Anyone in the chapter 
doing much rebuilding should 
have scraps of left-over pinblock 
available for the stringing jig; a 
welding shop can cut the small 
square of l/4” steel plate and 
drill it for hitch pin and mounting 
bolt holes very inexpensively. The 
next time you condemn an old 
upright and the customer asks 
how they can get rid of it, offer to 
haul it away and you will have the 
keys, key frame and action needed 
for the repair section. If you do 
come up with a spare keyframe 
and keys, you might glue the key 
rails to a l/4” plywood backing, 
saw up into one-octave lengths, 
and offer these extra test fixtures to 
other chapters through a notice in 
the Journal Update section. 

To ensure fairness to 
examinees, it is important that all 
test models and props be reliable 
and well prepared. The exam 
sections all have time limits, and 
the examinee is frequently 
nervous; exam day is not the time 
to test one’s ability to improvise. 
Examples of unsuitable test 
apparatus would be a vertical 
model that requires an extreme 
amount of lost motion for jack 
return, or a hammer filing set-up 
with hammers that are very 

difficult or impossible to 
file smoothly. In the first instance, 
the examiners should ease tight 
centers, change butt leather, or 
weight keys as needed so the 
action regulates normally. In the 
second case, the hammers should 
be changed since the examinee 
may not have time to experiment 
with different techniques or 
ironing to achieve a smooth 
surface. 

Facilities and Personnel 
Step-by-step instructions 

for setting up and running the 
exam are contained in the exam 
manual. When more than one 
applicant is to be tested, the exam 
props for each section 
should be set up in separate rooms 
(or in private areas of the same 
room). This way, three 
applicants can be working simulta- 
neously. When their time is up, 
they leave the room as 
their work is scored and the props 
are prepared for the next appli- 
cant, then they rotate to 
the next available section. Two 
examiners can test three applicants 
in approximately four 
hours. 

Exam Forms and Paperwork 
Examiners need to have 

the following forms on hand: 
l Reclassification forms - 

available from Home Office. This 
is a three-part form used to record 
exam results, dates, and examiner 
names, for the purpose of docu- 
menting an applicant’s progress 
through the three exams. This form 
is first given to the examinee 
upon taking the written exam. It is 
the examinee’s responsibility to 
bring it to all subsequent exams for 
the examiners to fill out. 

l Instructions for Examinee - 
found in the exam manual, pg. 8 
(photocopy as needed from 
this master.) Mailed to each 
examinee 2-3 weeks before the 
exam date, this form specifies 
the exam time, date, and location 

and briefly lists the jobs they must 
be prepared to do. 

l Exam Scoreforms - a three-part 
carbonless form available from 
Home Office. The examinee’s work 
is compared with the scoring 
criteria in the exam manual, then 
their scores are recorded on the 
scoreform. At the conclusion of the 
exam one copy is sent to Home 
Office, one is given to the exam- 
inee, and one is retained by the 
examiner-in-charge. Note: It is 
important that scoreforms from all 
exams passed as well as failed be 
sent to Home Office. This allows 
accurate record-keeping on the 
number of exams given around the 
country, pass/fail rates, particular 
problem areas in the exams, etc. 

These records are also 
used to maintain a list of examin- 
ers for special mailings such as The 
Examiner News1etter.U 

MEMBERSHIP 

PTG 
STATUS 

Northeast Region.. ................. .848 
Northeast RM’s ...................... ,518 

Southeast Region ................... .624 
joutheast RI’Ts ...................... .377 

South Central Region.. .......... .313 
5outh Central RPTs ............... .199 

Central East Region.. ............. .622 
Central East RPTs .................. .383 

Central West Region ............. .382 
Central West RPTs ................ .247 

Western Region ..................... .630 
Western RPTs.. ....................... ,377 

Pacific NW Region ................ .395 
Pacific NW RPTs ................... .234 

Iota1 Membership ................. .3,814 
Total RPTs .............................. .2,335 
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the loving recollections and 
encouragement of friends like 
Alan Eder and Larry Broadmoore. 

Dad’s life began in Fort 
Dodge, Iowa. The youngest of five 
children, he grew up poor, but 
never hopeless. It was his mother’s 
burning desire that her only son 
become a concert pianist and to 
that end young “Bud” Hardesty 
was absolutely dedicated. Until the 
Japanese attack on Pearl Harbor 
sounded the death knell to Dad’s 
aspirations, he spent every waking 
moment, when he wasn’t working, 
practicing at the keyboard of an 
old Knabe upright, rented for the 
staggering sum of $5 a month. His 
lessons at that time were paid for 
by his mother’s excellent home 
cooking. 

He spent four years as an 
officer in the European Theater of 
Operations in the Second World 
War. He was a brilliant, sensitive 
man whose mind and spirit were 
horribly assaulted by the atrocity 
of war; and though he told me 
wonderfully detailed stories about 
everything else in life, the only 
thing he had to say about that 
experience was: “There is nothing 
romantic or gallant about war, 
nothing you can learn from it save 
that it is wrong.” 

After the War, he disem- 
barked from the troop ship, 
gathered up my mom and all their 
belongings and headed for Califor- 
nia. Shortly thereafter, he was 
walking down a street in L.A. 
looking for work when he spotted 
a sign in the window of Berkel- 
Richardson Music Company that 
said “Piano Tuner Wanted.” He 
walked in immediately and 
applied for the job. 

“Can you tune?” he was 
asked. 

“Of course,” he said, 
though he’d never held a tuning 
hammer. 

“Bring your tools and 
report to work at 9:00 a.m.,” the 
man said. And so, naturally, that’s 
what he did. He went out and 
bought himself the necessary tools, 
watched and listened a bit...then 

proceeded, over the years, to make 
history in what became his chosen 
field. 

He died as he lived, with 
class and dignity. Over the last few 
years, he had almost completely 
curtailed outside tuning...but there 
were a very few old friends whose 
homes he would occasionally visit 
and to whose precious instruments 
he would attend. On June 23rd, he 
made such a visit to the home of 
his old friend, Don Cole, a pianist 
and cellist with the Los Angeles 
Philharmonic Orchestra. 

Of all pianos, Dad’s 
favorite was the Steinway B and it 
is fitting that it was such an 
instrument...one, in fact, that he 
had earlier rebuilt...to which he 
gave his final attentions. He didn’t 
feel well that night, but just as 
anyone who knew him would 
have expected, he willed his great, 
exhausted heart to keep beating 
until he had finished his last task. 
He began work in the early 
evening, took a break for dinner 
with Don and his friends, then 
returned to the job at hand. A little 
over two hours later, he tuned the 
pianos final note...and then, he was 
gone. 

My husband’s wise and 
loving mother said to me, “God 
must have loved your Dad very 
much to take him that way.” And 
my husband says that Dad was 
called home because God figured 
it was time He had His own 
Steinway rebuilt. My son, Rob, 
says he can just see Dad up there 
in his Army uniform riding across 
the clouds on a motorcycle with 
Mom in the side car, smiling from 
ear to ear. Myself, I see him 
leaning over a Steinway, his right 
hand on his tuning hammer, his 
left, toying with the notes of his 
tuning song...but try as I might, I 
just can’t hear that song. 

Written by Jo Hardesty-Lanter 
Submitted by Alan Eder, RPT 

IN BRIEF 

PTG 
THE BYLAWS PROCESS 
Wade Johnson, RPT 
Bylaws Committee Chair 

The new December 31 cutoff date 
for submission of Guild bylaws 
proposals means that the board, in 
its January 13-15 midyear meeting, 
can be aware of whatever changes 
the chapters and committees are 
proposing for consideration at 
Council next July, and will have 
better opportunity to evaluate these 
and have informed, thoughtful 
positions on them. 

We believe this change will make 
for a more constructive process- 
but it puts an onus on the chapters 
and Guild committees to be heard 
from early if they have a proposal. 
The new deadline, so close to the 
midyear Board date, is truly 
“unstretchable” and obligates us to 
refuse proposals that arrive after 
December 31. 

If the Bylaws Committee can be of 
any assistance with proposal 
development or wording, please 
contact us as early as possible...By 
the time of the holidays, we can’t be 
of much real help! 

TESTS! TESTS! TESTS! 

The tuning and technical tests 
will be offered on January 14,1994 
at Fredonia State University, New 
York. Contact Chuck Erbsmehl, 335 
Chestnut, Fredonia, NY, 716-679- 
4530, for more information. 

OFFICE HOLIDAY HOURS 

The Home Office will be closed 
November 25 and 26, December 24, 
27,31 and January 3 for the holiday 
season. 
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