


Anuts and bolts glide to the 
newYoung Chihg G-208. 

Our engineers are obsessed 
with the little things because 
they recognize the importance 
of attention to detail. But lately, 
they’ve become equally obsessed 

stability, and offers a longer 
soundboard lifetime. We’re so 
pleased with this new design, 
we’re now incorporating it into 
all our grand pianos. 

then terminated in equal length 
offering improved sustain, pro- 
jection and clarity. 

Together these innovations 
create an instrument with a rich, - ._ 

evenness 

instrument offering out- 

features a hard 

we’ve discovered a brass rod 

in the Capo DiAstro 
bar Because steel 

and brass are a self- 
lubricating combination, 

with big things, and the result is 
1 

6’ 10” long. Our new G-208 
grand is a departure for us and 
represents the smallest and 
largest of our latest innovations. 

offers better control of strings 
during tuning. In addition, the 
brass rod is easily replaced later 
in the life of the instrument 
eliminating the need for 
reshaping of the cape bar. The G-208 is a 6’ 10” grand 

piano of an entirely new scale 
design. It features our new 
“Asymmetrically Crowned” 
soundboard which places the 
highest part of the crown in each 
rib directly under the bridge 
providing maximum support 
under the downbearing pressure 
of the strings. This new sound- 
board design exhibits improved 
power, projection and tuning 

We also took a close look at 
our action and developed an 
al-new action design which 
improves response without loss 
of projection or clarity. 

Our new double duplex 
system terminates the strings at 
the rear of the bridge and near 
the tuning pins with duplex 
bars. Both duplex lengths of 
the strings for each note are 

standing tone and performance 
for the stage or studio. And we 
think the Young Chang G-208 
truly hits the nail on the head. 

1 9, 
Because strings bear against a replaceable 
brass rod, tuning control is improved. 

For technical information 
on our new G-208 grand piano, 
write to us at Young Chang 
America, Inc., 13336 Alondra 
Blvd, Cerritos, CA 90701. Or 
call 310/926-3200, ext. 237. 

TOlmgg@C~ 
The best the world has to offer.” 
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Faxes, computers, cellular 
phones, E-mail -where will it all end? 

The simple answer is, it won’t. 
I recently talked to a sales 

representative for a telephone equip- 
ment company about upgrading our 
phone system in the office. He told me, 
“There are some amazing products on 
the market now. You can get a new 
system that will do twice as many tbiugs 
for about half what you paid for your 
present system. But - and don’t tell 
my boss I said tl.G - my best advice to 
you is to wait if you can. There are so 
many new things coming out now and 
so many things are chauging, you’ll be 
better off to wait until things settle 
down a bit.” 

I appreciate his honesty, 
because he’s right. The pace of change 
has double-timed, and if you can keep 
up with alI the new toys that are 
becoming available mow, you’re doing 
better than I am. Not so long ago, the 
basic tools of a home-based business 
were a rotary-dial phone and a cus- 
tomer file, probably in the form of 3x5 
cards. Now, the computer you bought a 
year ago is totally obsolete. The disk 
drive you thought you’d never pill up is 
now woe&lly inadequate to do even 
basic functions. If you were really 
sophisticated, you might once have 
used an answering service. Now, you’d 
better be thinking about a celldar 
phone, so anyone can reach you, any 
time. 

Keeping in. touch is the name 
of the game. You have to be able to be 
accessible to your customers. And you 
have to be able to keep track of them. 
That means compiling information in a 
form you can use efficiently. . 

At tbe recent American Society 
of Association Executives Convention, 
tie buzzwords were “broadcast f&x” - 
which allows you to f;u: a zillion people 
at once - and “fax-on-demand)) - 
which lets customer dial up from their 
f&x machines, tell your f&x machine 
what information they want, and 

receive it automatically. 
All over the United States, 

telephone and cable companies are 
nervously eyeing each others’ turf. 
What we wind up with is any body’s 
guess at this point, but two things are 
certain: we’ll all be involved in making 
some difficult choices, and those 
choices will dramatically change our 
personal and professioual lives. 

Even PTG? It’s tnae that the 
basic mechanical systems that produce 
music ikom a piano are generally 
speaking not exacdy at the leading 
edge of technology, but the people 
who make and service them have to live 
in a world where high tecbuology is 
becoming more and more common- 
place. Who knows, you may even 
receive the~obu57zaZ electronically 
someday. 

We’re making a few toddling 
steps in that direction. President Leon 
Speir has appointed John Baird, RPT, 
to head a committee to study new 
methods of electronic communication. 
John has already hosted two confer- 
ences on the CompuServe on-line 
network, and more are planned. The 
committee is studying ways to make 
PTG’s technical information available 
to both PTG members and to the 
public. John can be reached at 
7I023.221@compusewe.com. 

Thanks toJohn, Danny Boone 
and others, we’ve accumulated over 80 
E-mail addresses. We plan to publish a 
separate listing of tiose electronic 
addresses in next spring’s membership 
directory, so if you’re on-line, send 
your address to the Home Bff’ace for 
inclusion. PTG’s College and Wniver- 
sity Technicians Committee, through 
Jack Reeves, RPT, at BrighamYoung 
Unive&y, also is maintaining a 
database of E-mail addresses. 

Messages to the Home Office 
can be sent to me at ‘75032.3’711@ 
compusewe.com. 

~ Larry CGoldsmith 



TRANSFER -STORE * EDIT 
GRAPH-PRINT 

*Scheduling On Screen 
l Customer/Piano Database 

Harness the power of your IBM and Accutunor 

REQUIRES MIDI 

‘Prints Labels~Reports 

*Reminder Notices 

-WrItten for Piano 
Technicians by an RTT 

Piant 
est steel: 

* Fast, easy, no cleanup 
* Immediately ready to finish 
* Over 700 Fallboard & Soundboard 
* Custom Decals - send tracing for 

Music Racks 

c Authentic Steinway Designs 

eering and looks 
0 Two brakes included for added stability 

c !hooth and effortless movement 
@ No finish damage to piano legs 
e Shipped UPS 
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PIANO TECHNICIAN8 

Leon J. §Peir, BIT 
Pr&t 

1110 Forney Road 0 Dallas, TX 75227 
(214) 2%‘7343 

1052 South Fork Drive p River Falls, WI 54022 
(715) 4256474 

Colette Collier, WIT 
Sme~yTrcustirar 

12113 Somersworth Drive 0 Silver Spring, MD 209Q2 
(301) 649-7330 

Fern Nemy, RFP 
h?mki&?iePastPr~PPesidcnt 

3574 Car&low Road 0 Vacaville, CA95688 
(707) 4484792 

Charles Erbsmehl, 
NmtheaMegiml ViiPren’Lt 

335 Chestnut Street 0 Fredonia, NY 14063 
(116) 6794530 

Eugenia Carter, RYI’ 
SauthcmtReglml VicaMnt 

4317 Commonwealth Avenue @ Charlotte, NC 28205 
(104) 5681231 

Robert L. Johnson, RPT 
South C&ralRog&aZ ViceI+esidmt 

7908 Joliet Avenue * Lubbock, TX 19423 
(806) 192-9712 

Robert J. Russell, RPT 
CenlralEastRqiunal VicePresident 

1414 Lander Road 0 Maylield Heighk, OH 44124 
(216) 449-5212 

David P. Durben, RFT 
Canlrd West&gional ViiPreridant 

1233 5th Street, N. @Fargo, ND 58102 
(701)293-1181 

Paul J. Monroe, RPT 
wesfem h%gional l4cePresidant 

5200 Irvine Boulevard, Sp. 310 @Irvine, CA92120 
(714) 730-3469 

Taylor Ma&on, RFT 
PacifiNcl’~ona1 &cd P&t 

772 NE Arrington e Hillsboro, OR 97124 
(503) 648-524’7 

Readers respond to editorial content of r.heJoumaZwith opinions, 
comments and questions. 

1 
JournaZ readers ask experts in the piano service industry about effkient 
tuning methods, planning ahead, more on hide glue and pitch raising. 

Tantalizing tricks of trade from piano techni s include topics such as 
agraffes, clogged CA glue spours, a GO/NO auge and hmmer %im. 

Marketing Committee Chair, Bill Spurlock, ~anlocks some of the tools and 
procedures to creating a professional and personalized newsletter for 
your business and your clients. 

xplores organization and efficiency the David 
mitb way as he shows how two piano technicians set up 

shop and organize their tools. 

“Piano Tuner” is the nam of this creative work@om Yang Qui of th Pomona Val&, 
Calij?oprziu Chapter. The fodz is in the position of tb human ear--since a piano techni- 
cian should have good hearing. 
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By Bill Spm10ck~ IWT 
Technical Lesson #14-Vertical Regulation 
Adjusting Checking Distance and Setting Shar- Mq Di$ By 
The Equal Checking Method 
Follow the step-by-step procedures outlined to advance 
your technical knowledge with vertical regulation. 

2 By Midmel Travis, 
Tuning Lesson #14--‘ironing 4:% Double Octaves 
Fine tune your skills and practice the principal aural 
tuning tests dealing with tuning fifths and fourths. 

Articles dedicated to the news, interests and organiza- 
tional activities of Piano Technicians Guild. This 
section highlights information which is especially 
important to PTG members, calendar events, 
membership updates and much, much more! 

By Kent Swafford, RPT 
Kent Swaford takes a look at what he calls, Vze bmt way yet 
devised” to tune a tm~~ament. 

h-t 3 in a series of ankles designed to focus on ~~r~~p~~~ 
tuning* beat ratp and intervals. 

By Nick Gravagne, 
Nick continues his lo the grand that Emma hates and 
concentrates on preparing the piano. 

The continuation of this series ofatiicles, rep~~te~~~orn @.st 
Journals. 

5 e 
ByY=wLam Hong, KPT 
A final closmq9 look at many of th.42 mamfactwm who attmded 
the I994 Convention and Technical Institute in Kansas City0 Yat- 
Lam exfdo~es r&at is nm and reviews the many option. 
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ctober marks the unofficial 
beginning of our Regional 
and State Seminar season. If 

you want to attend a class on basic skills 
or an advanced class on piano con- 
struction, you should be able to find 
one at an area seminar. Regional and 
state seminars are sponsored by 
chapters or other governing bodies to 
provide educational opportunities in 
areas closer to the sponsoring entity. 
Since these seminars are more local- 
ized, informatmn is available to a 
broader base of our membership. 
Some classes are presented at area 
seminars which are unavailable at (be 
Annual Institute. The increased 
popularity of the PACE classes have 
resulted in more hands on classes 
being taught at State and Regional 
seminars. If you were unable to attend 
the Institute classes in Ransas City but 
want to participate in the education 
PTC has to offer you should make 
plans to participate in at least one of 
the seminars in your area,You will find 
a complete seminar list below. Alot of 
hard work has gone into making area 
seminars availa0le to you. Cive the 
organizers and planners of these 
seminars your support. You will be 
glad you did! 

This year for the first time PTC 
will team up with an area seminar 
(North Carolina Regional Conference) 
to present a class titled BusinessCrafl, 
This one-day business seminar is 
designed to teach skills necessary to 
efficiently take care of the “business 
side” of managing a piano service 
business. BusinessCraftwill be pre- 
sented in a full-day seminar on Novem- 
ber 3rd at High Point, North Carolina. 
Instructors will be Larry Goldsmith, 
PTG Executive Director; Fern Henry 
and Bill §purlock, Spurlock Specialty 
Tools; and SCORE (the Small Business 
Admiuistration’s Service Corps of 
Retired Executives). You must be a 
PTC member ,and register for the 
North Carolina Regional Seminar in 
order to attend the BusinessCraft 
seminar. The fee for attending is 
$35.00 (prior to Ott 5th. $40.00 after 
Oct. 5th) plus the registration fee for 

the North Carolma Regional Confer-- 
ence. For more information contact 
Evelyn Smith at 910-230-1783. If you 
have all the technical skills necessary to 
run a business but feel you don’t have 
all the business savvy you need, this 
seminar is for you. 

When we view PTC objectively, 
we mustrealize that our product as an 
organization is our membership. We 
must provide the tools to prepare the 
best possible product for our custom- 
ers. If we succeed we will solidify the 
validity of PTC as an organization. It is 
stated so well in a slogan at a sandwich 
shop where I often eat; “You must 
build your top line before you can 
build your bottom line,” Through the 
many educational programs offered, 
which include classes at our Annual 
Institute, classes at Regional and State 
seminars, omrJcxwnaZ, the PACE 
program, and classes developed to 
teach specific skills, we are able to 
provide the tools for developing a 
quality product. Support of our 
educational offerings will make you a 
better technician and make PTC a 
stronger organization. 

1994 
Sept. B$/Pomona Valley Annual Seminar 
Claremont, Cal@56 ’ 
Oct. 6-g/Ohio State Conference 
C!euelani$ Ohio 
Oct. 1315/New York State Conference 
Symuse~ Neu l’orh 
Ott, 27-30/Texas State Association Seminar 
Wichita Fulls, Texas 
Oct. 29/Lehigh Valley One-Day Seminar 
Bethlehem, PA 
Nov. H/North Carolina State Conference 
High Point, North Carolina 

1995 
Feb. l?-19/Califomia State Conference 
Los Angels, California 
Mar, 23-%/Pacific Northwest Conference 
Vancouver, B.C. 

Mar. 30-April4/Pennsylvania State Conference 
Wilkps-Barre, PA 
April 21..23/Florida State Seminar 
O&&o, Florida 
April 2%3O/NEEG§O 
White Riuerjmtion, bnzunt 
May 5-?/Central West Regional Seminar 
St. Louis, bfissouti 
July 19~‘%/PTG International 
Albupuqtu, Neru M&co 
Oct. H/NewYork State NYSCON 
O&i& On&i0 
Oct. 13-15/Texas State Association 
Wuo, Texas 
Oct. 19-21/Central East .Regional Seminar 
Brookfield, Wiscokz 
Nov. SS/North Carolina Regional Seminar 
Durham, North Carolina 
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‘S THE FIRST TIHING THAT GOES 

INTO A WURLITZEK PIANO. 

EVERY TIME WE SELECT A KIND CRAFTS- 

MEN LIKE YOU 

UNDERSTAND AND APPRECIATE. 

PUTTING THE SQUND FIRST IS 

A TRADITION WE’VE HONORED FOR 

OVER 135 YEARS. IN FACT, THE 

REASON THE “T” IN OUR NAME 

STANDS OUT IS TO REMIND US 

THAT’S WHY OUR PIANOS HAVE EVERY DAY JUST HOW IMPORTANT 

A GRAND PIANQ STYLE PIN BLOCK. TONE IS. 

SO OUR HIGH-FIDELITFY’ SOUND UT DQN’T TAKE OUR WORD 

BOARDS ARE LARGER, FoR 1-r. LIGHTEN. THE , .‘:; 
DELIVERING ACCURATE, SOUND THINKING THAT 

FULL-RANGE TONE- AND GOES INTO EVERY 

OUR BASS STRINGS ARE WURLITZER SPEAKS 

LONGER, FQR RICHER, FOR ITSELF. 

FULLER REASQNANCE. 

422 Wards Comer Rd, Lovelard, OH 45 I40 



A Wide Variety Will Serve Us 
I want to take issue with the letter written by Fmncis 

Elmer, published in theJuly 1994JournaZ. I am fairly new to 
the PTG, and a lot of the articles written in the &no 
2khniciunsJouruZare too difficult for me to understand 
now, but I woulclnot like to see all the technical articles 
made much simpler for those of us who are not as experi- 
enced in this business. I know that if I study harder and 
learn more, I will eventually get much more out of those 
articles than if they had been written so that the “6th grader 
next door could read and understand” them. There are 
many technicians who can understand and utilize the 
concepts and theories, and you would be doing them a real 
dissetice if you only printed beginning-level information. I 
would like to see a wide variety of articles written to,,meet the 
needs of all technicians, whether they are beginners, 
intermediate level, or advanced. 

P.S. I really enjoyed reading the Q&A and the TT&T 

Most of you are probably aware that every July, at 
our PTG Technical Institute, there are some classes for the 
visually impaired technicians. Although these are designed 
with people who have no sight, or limited vision, any techni- 
cian would be welcome to attend. My purpose in mention- 
ing this is so that everyone will fully understand the follow- 
ing. 

The fu-st two class periods of the above mentioned 
classes were instructed by Wally Brooks. The subject was 
tone regulating and voicing of piano hammers. This is a 
subject on which he is an acknowledged expert. I am sure 
that many of you have attended his classes. 

Mr. Brooks had obviously done some preparation 
for this presentation. Me realized that wall charts, projec- 
tions on a screen, or printed hand-outs would be meaning- 
less for us. Not only did he plan his props and discussion 
accordingly, he made a concerted effort to see that each and 
every one of us fully understood the entire procedure. 

I believe that I can safely say that everyone who 
attended this class would agree that it was a resounding 
success. I heard comments such as “This is the best day I 
have ever had at a PTG convention.” 

I have no doubt that any technician, sightless or 
light-dependent, would have benefited from this class. For 
us, however, it was superb. 

It is indeed unfortunate that Jack Sprinkle was 
unable to attend the convention or this cIass. It was he who 
approached Wally about doing this class for us, and he 
deserves full credit for the idea. 

On behalf of the Visually Impaired Piano Techni- 
cians Concerns committee, and speaking for myself, thank 
you, Jack. Thank you, Wally. It was terrific. 

At the recent national convention in Kansas City, I 
was surprised, humbled and even shocked to have received 
the PTG “Member of Note” award. So unexpected was this 
that I wasn’t in attendance at the opening ceremonies when 
the award was announced. Actually, I was resting from a day 
of prepping pianos with friend and co-instructor Norman 
Neblett who, incidentally, was later to receive the well 
deserved “Golden Hammer Award” on Banquet Night. It is 
often said that no greater recognition can be given than that 
of one’s peers. I am sincerely honored. I will treasure this 
gift always and hope that I may live up to the trust placed in 
me. Thank you all! Let us in PTG continue to “accentuate 
the positive and eliminate the negative.” 

Nick Graaagtae 
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espsnding to the ever-dunging needs of tlxe mcdxn 
musician, the AT- 170 A me Piano is a unicpe combination of ace 
upright piansa, personal I control device, and MID 
sound module m s . all in one. It’s the Acoustic igital piano -br ’90s life-style. 

The AnyTime Piano is built to meet the same 
exacting quality standards demanded of all Mawai 
acoustic pianos. In normal playing mode, it 
Qffers the eXceptiQna1 tone and touch that ysu 
wQuld expect from a Kawai upright pians. 

In “AnyTime” mQde, the AT- 170 operates silently. 
Its ur&ue actisn lets you easily mute the acoustic 
sound Qf the pians strings. Your touch on the 
keybszu-d csntrsls the internal digital sound gen- 
erator, allQWing you ts hear your playing through 
headphsnes. True to its name, the AnyTime 
Piano lets you practice, multi-piano class PQQP~P 
teaching . . . Qr whenever you want to practice in 
private, the AT-170 iS the perfect SQhtiQn -- 
csmbining the tsuch and feel sf an acQustic piano 
with the “AnyTime” Practice capability Qf a 
digital instrument. 

For I Uses 
TQ Qffer more ways to enjoy the Anytime Pians, 
the AT-170 includes a digital sound genterator 
which allows ycsu ts play other internal ssunds, 
Harpsichord and Vibraphsne. AdditiQually~ the 

AT-170’s MIDI terminals let you connect TV any 
external h/dIDI ssunf device (such as ICawai’s I<1 1 
Synthesizer or GMega ssund Module). Im this 
situation, the AT-170 becomes a unique 8%nste 
MIDI contrsller with real acoustic piaus touch. 
The keyboard action incorpsrates a “photo 
sensQr” system ts detect and send velocity 
infQrmatiQn. The MIDI CQntrQl Unit c~me§ 
complete with Audio In/Out as well as MI 
In/Out/Thru j acks . 

AT- 170 Vertical Piano (Ebsny Polish) 
Height: 45” 
Pedal: kQud, Sisft, I”sactice (AcQustic) 

Loud, SQft 
Tone Generator: 32-note pslyphsny, Pc1B/f 
Tone: Piano, &rpsicQrd, Vibraphone 
Others: TQEE Spreader (Acsustic) 

Reverb Tune control, 2 
MID 

Kawai America Corporation 
~055 E. University Drive 

Compton, CA 90220 



Each of the following questions were submitted by Jey Raz from 
Berkeley, Cal@omia. 

I have had the opportunity to tune several square 
grand and birdcage upright pianos. Akbougb I have had no 
major difficulty tuning them, I wonder if there might be a 
better way to mute the strings during the tuning process. For 
square grands, I remove the complete damper assembly, 
strip-mute everything I can, and then selectively use indi- 
vidual mutes where necessary. I also use masking tape to 
reduce ringing on those strings I am not tuning. 

On birdcage pianos, I remove the action, strip-mute 
the entire piano, replace the action and remove the strip as 
necessary when tuning unisons. 

Since I do a relatively small number of these pianos 
I would appreciate a more efficient way of doing these jobs. 

From Joe Gmett 

Joe Garrett is an RF’T who has trained with Del and Darrell 
Fandrich and many current @ants” of the trade. He has been, 
servicing antique $ianos for a&n-oximatel. 20 years. 

Regarding your inquiry of strip muting square 
gmnds and overdamper, (“Birdcage”) pianos, your system 
on the “Birdcage” piano is partially correct. I always remove 
the action to strip the entire piano. The one exception is the 
German style, that often times has an over-strung scale and 
the bass can be stripped as in an ordimuy upright. One key 
tool to tuning “Birdcages” is the papp stick mute. I believe 
this tool was speScifically designed for the “Birdcage” piano. 
The tuning procedure is the same as regular uprights, as to 
tuning the entire piano, single strings. However, the easiest 
method I have found, is as follows: Start tuning the left/ 
right unisons of the tenor (bichords) . Do this immediately 
after tuning the bass/tenor singles, as the tension of these 
strings has the greatest effect on tuning stability. (I usually 
stop atA=ZOcps.) Next, tune the single strings up to the 
top. Then pull out every other one of the strips and tune 

down from the top, tuning the left/right unisons. When you 
reach A=220, pull the action again, and pull the strips 
completely out. (This will make a very ethereal sound, if 
done correctly.) Return to the top and tune down to A=220. 
If any unisons are a little off, use the papp stick mute to get 
at the offenders. Another tool that I consider essential to 
tuning those “Birdcage” pianos with oval tuning pins is a 
double headed, tipped tuning hammer, The slots of each tip 
should be at right angles to the other. 

Regarding square grand pianos, your system does 
not lend to solid tuning as the ringing of all the other 
strings, with the damper system extracted, is an exercise 
leading towards insanity. (Maybe that’s why all the tunew in 
my area think I’m crazy to work on this type of piano!) The 
method I use to strip-mute the square grand does not 
require the removal of the damper system. I use a strip of 
spring rail felt. It is inserted with strip directly over the first 
plain wire unison (at the break). Insert the strip all the way 
down and through the plain wire unison. Proceed all the 
way up the piano to the treble strut. As the majority of 
square grands only have two string unisons up to that point, 
it is simply a matter of muting two notes with one insertion. 
Once past the over-strung area, standard methods are 
employed. The upper treble area of most square grands is 
three-string unisons. I usually use wide, rubber grand mutes 
in that area. (The use of masking tape should be avoided 
since it leaves residue on the strings.) 

It should be said that tuning antique type pianos, 
takes a totally different mind set, especially with square 
grands. The tuning technique is “mirror image” of standard 
tuning techniques on standard grands. Where most techni- 
cians encounter problems is when “antiques” are ap- 
proached as they would a modern counterpart. Because of 
different bridge, aggraffe and top nut conf&urations on 
antiques, the even pull technique is verboten. There are 
many other “tricks” to tuning these pianos, but space does 
not allow me to pursue them at this time. 

I schedule my customers’ next appointments six 
months in advance and have occasionally scheduled up to a 
year ahead (particularly with institutional clients). As a 
result I have a continuing need for calendars for the next 
year well before most office supply stores have them in 
stock. Do you know of any suppliers that print calendars that 
hr in advance? 
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The Piano Actisn 

VisdMasterCard Acce 
PlBxle chders: 814-7x3-7747 

8:30 am to 5:oo pm M-F 

Fax QrQers: 816-531-0070 
24 hours/7 clays a week 

Please add $2 p&tern for shipping and handling 

Webb Phillips, established in 1967, is one of the 
country’s leading giamo repair and restoration 
factories. In addition, the company is the leading 
expert and distributor for the following products: 

@ Will not shrink or crack 
* Can be planed, stained, sculpted, 

filed or drilled 
* Suitable for indoor & outdoor use 

@ DAMPP-CHASER@ PRODUCTS 
@ Traditional French Polishes 
@ Complete Line of Industrial Finishing Products 
@ Wcdd’s Best Fillers, Stains 

and Lacquers 
.S Water - Based Finishes 
@ HVLP Spray Systems 

3836 STOUT DRIVE #16 a IVYLAND, PA 18974 
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I won’t say it is impossible to find calendars which 
are pre-printed beyond the most current year, but I have not 
been able to uncover the suppliers, if they exist. In talking 
with JA3oy Edwards and Evelyn Smith, our recommenda- 
tion would be to create your own. Fortunately, there are a 
variety of software packages in existence that are made for 
creating calendars and most of them have other features as 
well. One of the most popular packages is published by a 
company called Now Softie, Inc. This package will 
maintain your schedule, remind you of upcoming events, 
manage your to-do list and will allow you to print your 
calendar in a wide variety of formats, including layouts 
which fit most popular appointment books. When used in 
conjunction with a second product, Now Contact, (pub- 
lished by the same company) you can keep your client list 
(address information, etc.) up-to-date and accessible. These 
programs go on to include features like form letters, faxes, 
mailing labels, envelopes and will also keep track of all of 
your correspondence and related documents for each client. 

This is not the only program available. Check with 
your local software distributor for more details and they will 
no doubt be able to help you select the perfect program to 
fit your needs. 

In addition, there are a variety of sofuvare manage- 
ment programs available from suppliers and members of 
PTG. bong them, Jim Coleman, Sr. sells Piano Technician’s 
Management System and Reyburn Piano Services sells a 
management program called Piano Service Manager. Both of 
these programs include organizational type applications 
such as calendars, customer database information, appoint- 
ments, reminders and a wide variety of other features. 

Also, be aware that if you are a MAC user, there are 
some very good bundle prices for the two programs from 
Now Software. Good luck!! 

I’llease discuss the best method for preparing hide 
glues. I have been told that one should soak the glue crystals 
in water (just enough to cover them) overnight prior to use. 
But what should one do if a job needs to be done quickly 

and time is not available to soak the glue overnight? WiIl the 
glue retain its strength? Please discuss additives to retard 
glue set-up time. 

Thefol~owing answer is based on manufacturer’s recom- 
mendations according toJane Aisenbny, Vice Presihat of Pianotek 
Supply Company. 

The best method for preparing hide glue is cold 
soaking. The preparation of animal glue for industrial uses 
is exceedingly simple. The proper amounts of dry glue and 
cold water are mixed together and the glue allowed to soak 
until swollen. The swollen ghle is then melted at 140” F 
(mild heat) and stirred until dissolved. The glue solution is 
then ready for immediate use. 

While animal glue will stand considerable abuse in 
its preparation and use, there are a few basic considerations 
which will enable the users to always obtain maximum 
economy and uniformity of working properties in the 
handling of this material. 

If the technician has forgotten to prepare the glue 
and needs it in a hurry, he/she can pour the uystals directly 
into 180” F hot water. Pour the crystals very slowly with 
vigorous agitation. Ilowever, it is difficult to do this success- 
fully on a small scale, such as for piano work. The chance of 
hmps occurring is greater. If lumps do occur, all you can do 
is strain the glue, discarding the lumps. 

The manufacturer suggests first trying to slow the 
set time by warming the pieces ofwork under a heat lamp. 
You might also try using regular table salt to give you a 
longer work time. No more than 5% based on weight of dry 
glue should be used. Finally, urea can be added up to 15% 
by dry weight. 

The follow general considerations may be used for hide 
glue. 

use clean Equipment. 
Clean equipment means a clean glue solution with best 
results. 

Weigh Glue and Water 
Correct glue-water ratios ensure uniform, consistent work- 
ing properties of the glue solution. 

Continued page 14 
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distributors of 
Satellite City Hot Stufl 

adhesive products 
1-8oo-GLuE ALL 

ask for our complete guide of 
piano applications 

10% discount on first order 
when you mention this ad 

A PIANO TECHNOLOGY 
CERTIFICATE IN 
EIGHT MONTHS.. . 

Tuning, regulation, repair, and rebuilding of grand and upright pianos. 
Buaineaa practices, including computer app1ications.c Elective studies in antique instrument construction. 
Program Coordinator; David Hoffman, RTT e For more information, call or write Director of Admissions. 

- 1460 Universitv Drive Winchester, Virtiia 22601-5395 0 I-800-432-2266 

Immediate 
AvoilabiliPy 

ice 

??ecently Demonstrcded af- the PTG Naf-ional Convenfio 

and important 7-3qionctl Seminars, by Chris Robinson an 

?hone: 203/221-7500 Fax: 203/454-7866 

or Contact: 
Rick Ba sin 
Teachin Technical Consultant 

PhorK?:8clli292-4441 Fax:881/298-1441 
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For general adhesive work the dry glue should always be 
soaked in clean, cold water to ensure speedy glue prepara- 
tion. (For dilute sizing solution, a’ pulverized glue may be 
dissolved directly in hot water under many conditions.) 
Coarse ground glue will require from one to two hours to 
thoroughly swell. 

To minimize possible lumping and to ens&e speedy prepa- 
ration, tbe.dsy glue is preferably added slowly to the cold 
water witi stirring un@ the dry glue is wet-out. 

When the glue has been thoroughly soaked until soft, it is 
then preferably heated in a jacketed kettle, tank or pot. 
Swollen glue dissolves readily at temperature of from 110 to 
150” F. with gentle stirring. a glue temperature in excess of 
140” to 150” is unnecessary, is wastefd of heat, increases 
evapomtion losses, slows the speed of set and introduces 
needless process variables. 

In general, if a piano is 4 cents or more flat I do a 
pitch raise (by Sanderson Accu-‘Tuner) and then tune the 
piano. I read in theJuly, 1994JourrzaZin the QQAsection, a 
response in which it was stated that a pitch raise was done 
only if the piano is 10 cents or more flat. Am I doing unnec- 
essary work? Could you present a thorough discussion about 
the basic theory of pitch raising to include any precautions 
to take with pianos that are very flat, the possibility of 
cracked plates, and the even distribution of pressure while 
doing the procedure. Please describe different methods of 
pitch raising including pros and cons of each. 

Dr. A2 Sandenon has been twning and doing research on. 
pianos for over twenty years. His aural train*ing was through 
private lessons *with Bill Garlick,, aad ebctronSically he is well kn~own 
as the inventor of the Sanderson Accu-Tuner, its FAC Tuning 
program and its Pitch Raise Caldator program. He lectures 
extensively at PTG Corzventions, is a 1980 Member of Note, and 
was elected to the Hall of Fam.e in 1993. 

Pitch raising is a very important subject because of 
the amount of time (money) consumed by the process, and 
the amount of frustration it can create for the average piano 
tuner. Understanding what is going on within the piano 
during a pitch raise is the best mehod I know of reducing 
the time and frustration involved. 

The first thing to understand is that to a pitch raise, 
a piano is kind of squishy soft. As a result, no string can be 
tuned without affecting its neighbors for about an octave on 
either side. The second thing is that strings not being tuned 
change pitch in the opposite direction from the string being 
tuned. These two factors account for the famous “antici- 
pated drop” of a pitch raise. To counter the drop we over- 
shoot the correct pitch, but this can never be done with 
perfect accuracy because some sections of the piano are 
squishier than others. 

Think of the process of pitch tiing as successive 
approximations that will converge on the desired result with 
as few iterations as possible. Even with the best techniques, 
you can only improve a piano by about a factor of ten to 
twenty on a single pitch-raising pass. Using poor techniques, 
i.e., no ovemhoot at all, you can only improve it by a factor 
to two or three per pass. So it is very important to use the 
best techniques to save yourself time as well as an aching 
back! 

The answer to Jerry’s question is clear from the 
above. If the piano is 4 cents flat, and you are using good 
techniques, yoga can bring it into tune within 0.2 to 0.4 cents 
in one pass. Good enough for almost anyone! If a piano is 
10 cents flat, you can bring it into tune with 0.5 to 1.0 cents 
in one pass. Sometimes this is good enough, sometimes not. 
So the question is answered by asking another one in 
return-how fi~sy do you want to be? Just divide the flatness 
by ten and ask yourself if the result will be good enough. If 
not, then two passes will be necessary. 

When a piano is very flat, I run scared (don’t you?). 
I recommend on the first pass just to bring it up to pitch to 
see whether or not the piano can take it. If you start to break 
strings it won’t be on account of overpull, it’s not your fault, 
so just back off and tune the piano below pitch. Assuming 
the raise “to pitch” works; use the normal pitch raise proce- 
dure on the next pass because the piano will still be about 
one quarter as flat as it was to start. As far as cracked plates 
are concerned, they are exwemely rare if that’s any comfort 
to you. I believe that it always indicates a defect such a~ a 
crack that grew in the plate over the years, because the plate 
actually underwent far greater stresses in the factory during 
mmticture. Factory stringers have never worried about 
cracking plates! 

As far as different methods of pitch raising go, there 
are probably four main categories: 1) aural, unisons la% 2) 
aural, unisons-as-you-go; 3) electronic, unisons last; 4) 
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electronic, unisons as-you-go. In my 
opinion, these are in order ofincreas- 
ing precision and decreasing time 
required. 

The problem with aural 
methods is twofold: loss of a good pitch 
reference as the center of the piano 
sinks under the weight of the pitch 
raise, and the difficulty of estimating 
overshoot based upon beat rates, which 
of course double per octave. Just as a 
carpenter needs a tape measure to cut 
a board accurately, a piano tuner needs 
a pitch-measuring device to cut a pitch 
raise accurately. 

Finally, many;tests and the 
experience of many tuners, both aural 
and electronic, has established that 
tuning unisons as you go is superior to 
tuning center strings only and then 
bringing in all the unisons. You need 
the tension of the two outside strings to 
fully “squish” each section of the piano 
as the pitch raise proceeds. Assuming 
the correct overshoot has been taken, 
each section of the piano reaches its 
correct pitch as soon as an octave 
above it has been tuned. This cannot 
happen with single strings first. Only 
one-third of the squishing takes place 
as you go, and the pitch will drop the 
additional two-thirds when you pull in 
the unisons. Bad news! 

The ability to measure the 
flatness of the piano is especially 
important in pitch raising the treble 
end of the piano. Beat rates become 
too fast to hear up there, and you need 
to know the flatness to calculate the 
proper overpull. The flatness is always 
least in the bass, most in the treble, 
and therefore should be measured at 
several points along the scale. IIowever 
flat the piano is, the overpull correc- 
tion is always roughly one-quarter of 
the flatness in cents, so you need to be 
able to work in cents to do a precision 
pitch raise. 

One last thing, taper off the 
overpull in the last octave down to zero 
on note C8. There is no need to pitcb- 
raise C8 if you are pulling in unisons as 
you go. Notes are knocked flat when 
the notes above them are pitch raised. 
Since there are no notes above C8, no 
overpull is necessary! 

Rennet- believes in traditional voicing techniques. and manufact,ures 
over 400 basic typs of hammers for +ho worlds greuf piunos. 

The S??i? 58th Hammers at-4 a special execution. designed and 
produced for lVorth America. and w-e ideal for ever-y high quality piano, 

European or American, particularly +ho groat vinfage Sinway, 
Chicleering, Knabe, and Mason & Ham/in pianos produced in the past. 
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Before you get out your left-handed bit, power drill, 
and Moto Tool to remove a broken agraffe, consider the fact 
that the stem of the busted agraffe is probably not Pi-oaen 
into the threads of the plate. To quote from Larry Scheer in 
the December 1970JoumzaZ, “no stub has yet been found 
tight enough in the hole to need this procedure.” Because 
of the way old agraffes (Steinways in particular) were 
designed, they were often overturned during installation. 
When. the underside of the agraffe shoulder bottoms out 
against the plate, the stem stops moving but the top part can 
continue to be twisted causing a microscopic crack or 
weakness that eventually fails. Bmss also seems to have some 
naturally lubricating properties, which probably helps the 
agraffe stem from being truly frozen in the threads of the 
plate. 

There seem to be two major differences between 
agraffes on old Steinways vs. the modern replacements. Not 
only are the old agraffes sometimes not threaded all the way 
up the stem to the bottom of the shoulder, the entire under- 
surface of the agraffe shoulder bears against the plate, 
creating a good solid contact between the plate and the 
agraffe. Since it would have been difficult to remove such a 
wide swath of material from the bottom of such an agmffe, 
the temptation would have been to overtighten the agraffe 
to get the correct alignment, creating a weakened agraffe 
that lets go at the darndest times-midnight in a quiet 
house, or on a senvice call, just when you can’t spare the 
time to repair it. Modern replacements are consistently 
threaded all the way up the stem, and only the outer rim of 
the under surface of the agmffe shoulder bears against the 
plate. This small area of contact between agraffe and plate 
makes it much easier to grind away material for proper 
angle of alignment using a counterbore, reducing the 
temptation and need to overtighten the agraffe to get that 
last little bit of correct alignment. (Consult Susan Graham’s 
article from October 1989 for a complete discussion of 
agmffe replacement and tools.) I compared two sets of 
Steinway agraffes from old pianos. The set from the piano 
that had four broken agraffes was not consistently dreaded 
all the way to the tops of the stems, and it was possible to 
observe where extra threads had been cut by overtightening. 
(Three more agrafIes broke as we were removing strings, 
because of changing tension!) The other set of agraffes, 
from a piano where none had broken, was pretty consistent 
in having threads all the way up to the stem. 

Try the folkwing m&hod fm= br&en agaffe removal first: 
1. Buy a regular flat blade 3/ 16” screwdriver, so that 

the tip is just narrower than the diameter of an old Steinway 
agr-affe stem. Grind a V-shaped notch into the center of the 
top and a little material off the sides so that there are two 
sharp points. According to what I can find in my personal 
library of Jozwds, this “fish-tail” tool was first invented and 
popularized by Herman Koford of the South Bay, CA, 
chapter. (There are many articles on agraffe repair in the 
old Journals; although I didn’t read them all, the nightmar- 
ish ones usually seemed to start with drilling a hole in the 
stub.) 

2. Tap your modified screwd&er into the agraffe 
stem so that the points dig into the brass. (Use the uneven 
surface of the break to your advantage.) Now bear down and 
turn the screwdriver counterclockwise. The stub of the 
agraffe stem should start to turn out quite easily. Continue 
to tap, bear down and turn until the stem is out. 

3. Sometimes an even simpler tool such as an awl 
can be tapped against one of the high spots of the ragged 
surface of the break, close to the perimeter of the stub, to 
start turning the stub out. 

The only time the above method didn’t work was 
when a well-meaning customer had already drilled a hole in 
the agraffe (way off-center, of course). That agraffe did not 
respond to the above technique, probably because the act of 
drilling into the brass had splayed itjust a little bit into the 
threads. That one was very difficult to remove. If you can 
avoid even starting to drill a hole, you won’t have to worry 
about splaying out the brass and jamming the agraffe into 
the plate threads. 

Margie Williams 

Clogged glue spouts seem to be one of the major 
frustrations in working with CA glue (a.k.a. super glue or 
stupid glue). Here’s my solution: 

1. Acquire several extra spouts and caps for the CA 
glue you use. 

2. Drop the clogged spouts and caps into ajar of 
acetone (best left safely in the shop) and let them soak until 
the glue is dissolved. (This may take awhile, 24 to 48 hours 
sometimes.) Acetone is the main component in the CA glue 
solvent, and it does not harm the material of the spout and 
cap because they are a teflon product. 
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3. Simply keep recycling the spouts and caps 
through the acetone, and make sure you have at least one or 
two Eresh ones with you in your kit at alI times. 

4. Also, before capping the glue for the final time 
and periodically during a long gluing project, gently purge 
tie spout of glue while the bottle is standing up, wiping the 
glue carefully, quickly and completely with a dry rag or 
tissue. Try to keep the rag away from the opening in the 
spout. 

For additional excellent information, consult the 
August 1990 Jouvnal for a reprint of a Pofiular Science article, 
‘“Secrets of the superglues.” 

Where possible, it is better to make objective 
judgements when adjusting things rather than performing 
subjective adjustments since objective adjustments tend to 
be more repeatable and teachable. In gauging or setting 
aftertouch some technicians use touch alone. While it is 
relatively easy to feel the onset ofjack movement it is less 
easy to judge whether the tip of the jack has really cleared 
the knuckle. Other factors, such as drop amount, tend to 
alter touch, making key-to-key comparisons more difficult 
unless all of these other adjustments have already been 
optimized. 

The other classic method is the use of the penny 
with the hole drilled in the middle placed over the front rail 
piin. This requires the subjective judgement of the 
aftertouch just starting. It also requires the key hold down 
rail to be removed and is tedious to perform on the naturals. 
Getting the pemly over the front rail pin of a sharp is a real 
fairground exercise. Fortunately there is a simpler answer. 
The GO/NO-CO aftertouch gauge. 

Make this from an ordinary hardwood tongue 
depressor. The next time you say “Ahhhhhh” to your doctor 
ask to keep the wooden depressor he is just about to throw 
away. They are usually .060” thick. Square off both ends. In 
each end cut a dleep ‘V’ notch about 3/8” deep. Sand one 
end to ,060” thick, (measure with your center pin microme- 
ter) and the other to .040”. Label them 60 and 40. (You can 
change these thicknesses to your requirements once you 
understand the principle). 

To use the gauge, pass the 40 end under a natural 
so that the notch fits snugly over the front rail pin. Depress 
the key and the onset of aftertouch should be felt. This is 
best done before drop has been set and is large. This 

exaggerates the aftertouch feel. Repeat the test but use the 
60 end of the gauge. Aftertouch should not be felt. You now 
know that aftertouch is greater than .040” (about the 
minimum in many pianos for the jack to clear the kuuckle), 
but less than .060”. Quibble with the numbers if you wish 
butjust remember that repeatability due to front rail 
punching stack compression and general perversity is five to 
.OlO” so that the minimum spread should be at least .OlO” 

Here is the nice part. The gauge is just as easy and 
fast to use on the sharps. Just slip the gauge between two 
adjacent natural front pins and it will automatically locate 
on the sharp front rail pin, Voila! Consistent aftertouch 
between sharps and naturals! How many times have you 
found a piano with too little aftertouch on the sharps 
compared with the naturals? 

Chris Day 

RecentIy I had the occasion to install a new set of 
hammers. As is my usual practice I filed them to remove 
dead felt. As usual, there was a lot of fuzz on the hammers, 
which I usually try to remove by repeated filmg, each time 
with a finer grit of sandpaper. Suddenly it occurred to me 
that this fuzz could be burned away. Using my Unger heat 
gun I applied heat to the hammers, scorching the felt, which 
turned a golden brown. (Photo I) Next, I used a suede wire 
brush to remove the burned felt (Photo 2). The result was 
the cleanest hammers I have ever had. Photo by C. Callaher. 

Sincereh. 
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If you have a particular 
trick of the trade, system for accotmplish- 
ing a particular funckm or a special tool 

which seems to make your job 
easier...share it with the readers of the 

Jounal. 

We are always interested in helping you 
uncover information alaout the piano 

service industry. Send us your 
questions-we’ll do our best 

to find the answers. 

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

Now the Accu-Tuner has the power to create &X-note FAC tunings right at the piano by 
simply measuring three notes (F3, A4, C6) and storing the stretch numbers. It automatically 
computes and stores an entire expert-level tuning for the piano, making it easier and faster 
than ever to tune. The Accu-‘Dmer also enables you to store FAC tunings with 3 pitch offset, 

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

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

Send today for the FREE Inventronics catalog: 

In MA, 508-256-797 

Compact, lightu~ei~ht, fas 
The Sanderson Accu-lkne 
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Bill Spurlock, FWT 
Chairman, Marketiq Committee 

you could hand or mail to clients, but were daunted by the task ofwiting the 

articles, designing a nice page layout, and printing it up? If so, you’re not alone. 

Few members have ever done so. Yet, most seem to understan the benefits sf 

prsviding informative, reader-friendly information to eir clients. Whether it’s 

a copy of Larry Fine 9s Piano ookz, mr technical bulletins or brochures, PT 

members are providing educatisnal materials to their clients like never before. 

Now you can easily produce your own client newsletters as well, usin 

ten articles and page layouts provided in the new PT usan~ss 

The idea for ese 6‘pre-written” newsletter pages came from member requests 

for more client education materials and more public relations tds. We de- 

cided that both these nee s could be met with client newsletters a 

common customer questions on tuning, piano placement in the home, piano 

storage, buying 8~ selling, moving, etc. --questiions we’re often asked that are 

not covered in our technical bulletin series. The result is a series of 13 pre- 

written pages containing articles on these topics as well as iano facts an 

era1 interest reading. The pages are laid out in camera-ready form and include 

e, and rear pages. ing your newsletter is just a matter of choos- 

ing the pages you prefer, adding your personal information to the front pa 

and taking the job to your k-inter or a local copy shop 
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The B includes three each of pages one, two, three, and four2 plus an extra page. To make a two-sided, single sheet 8- 
l/2 x 11 newsletter, choose one front page and one back page with the articles you like. For a four page newsletter on 
folded, 11 x 27 paper, add pages 2 and 3. 

Page 1: The first pages have 
spaces at the top for a header, 
so you can personalize yam 
newsletter with a title, name, 
address, etc. There are several 
ways TV go here: 

@ Use an existing letterhead 
from your statimery, if 
suitable. Cut and paste it 
in place. 

* Design a new header 
including a title for the 
newsletter, your comect 
member logo version, 
name and address. TEs 
requires desktop 
publishing software (or a 
modern word processing 
Pro ) and a laser 
printer. Lacking these, you 
can rent computer time at 
a copy shop such a3 
Kinko’s, or have your 
printer execute the design 
for you. Choose typefaces 
compatible with those in 
the templates, 

Bob Jones, l3?T 123 Main Street, Oakland, CA 95667 (9X6)334-1234 

“If I move my piano to another room, does it need ly. Those near the soundboard’s edge move the least, 
to be re-tuned? My grandmother had a fme old upright and those near the center move the most. So, unless it’s 
that she never got tuned. Why does my piano need regu- in a hermetically sealed chamber, every piano is con- 
hr tuning? Back home we always kept a jar of water m stanuy going out of tune! 
the bottom of the piano. Does this help keep the piano The good news is there are some simple things you 
in tune? HOW often does my piano need tuning?” Piano can do to keep your piano sounding sweet and harmo- 
technicians hear these 
questions way day. 
Tuning is the most fre- 
quent and hnportaut 
type of pianomainte- 
name. but it’s often the 
least understood. Here 
we’ll look at why pianos 
go out of tune and how 
you can help yours stay 
in better tune between 
visits from your techni- 
cian. 

First, new pianos are a special case; their pitch ky to keep the temperature moderate (below 70 degrees) 
drops quickly for the first few years as new strings during the winter heating season. 
stretch and wood p”ts settle. It’s very important that a Get a portable room humidifier, or install a central 
new piano be maintained at proper pitch (A-440) dur- humidification system to combat winter dryness in cfi- 
ing this period, so the string tension and piano structure mates with very cold, dry winters. 
can reach a stable equilibrium. Most manufacturers rec. A pottable dehumiditier or a dehumidifier added to 
ommend three to four tunings the first year, and at least your air-conditioning system can remove excess mois- 
two annually after that. ture during hot, muggy summers. 

Aside front this initial settling, seasonal change is 
the primary reason pianos go out of tune. To understand 
why, you must realize that the piano’s main acoustical 
structure, the soundboard, is made of wood [typically 
3/8-inch thick Sitka spruce). And whiIe wooden sound- 
boards produce a wonderful sound, they also react con- 
stantly to the weather. As humidity goes up, a sound- 
board swells, increasing its crowned shape and stretch- 
ing the piano’s strings to a higher pitch. During dry 
times, the soundboard flattens out, lowering tension on 
the strings and causing the pitch to drop. 

‘Unfortunately, the strings don’t change pitch equal- 

If controlling your home’s environment is imprac- 
tical. or ifvou want the best mote&on oossibIe. have a 
humidity control system ins&lled inside your piano. 
These are very effective in controlling the climate with- 
in tbeinstmment itself. Besides improving tuning sta- 
bility, they help minbnize the constant swelling and 
shhking of your pianO’S wooden parts. The critical 
pat of such a system is the humidistat, a device that 
monitors the relative humidity within the piano and 
adds or removes moisture as needed. Jars of water, light 
bulbs, or other “home remedies” have no such control 
and can acmally do more harm than good. 

nious between regular ser- 
vice appointments. 
Although it’s impossible 
to prevent every minor 
variation in indoor cli- 
mate. you can often im- 
prove conditions for your 
piano. 

Stat by locating the 
piano away from direct 
sunlight, drafts. and heat 
sources. Excess heating 
causes extreme dryness, so 

* Use the sample “l%no Note~‘~ masthead provided, as shown here. Paste in your Pr6G member logo to the left of the 
title. (Because of the black background, it’s best to use a color-reversed logo image as shown here. This can be 
obtained by takir~g the logo sheet from your Graphics Standards Mam1aJ1 to a copy shop such a$ Kinko’s, which can 
reverse the image colors for you.) Then paste in your name, address, etc. along the bottom of the masthead as 
shown in this example. (The typeface used in the newsletter text is Times, so Times Bolid is a good choice to use 
here.) 
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Pages 2 8~ 3: Most of the second 
and third pages are paired, with 
one of the articles flowing from 
one page to the other. Choose 
articles that comgllement your 
other pages. 

Back page: The last pages are 
blank along the lower third; this 
allows space for addressing and 
folding as a self-mailer, as shown 
at right. If you will be handing 
out the newsletters instead of 
mailing, this extra space can be 
used for extra pictures or infor- 
mation about your business. 

Most technicians will want to 
include a little information about 
their own businesses, such as 
specific services they offer, pianos 
for sale, rentals available, etc. 
This can be easily done by writing 
up the information, formatting it 
to match the column width and 
type&e of the existing text, (the 
body text is set in Times; head- 
ings are Fenice Bold), and 
pasting it over another article or 
in the blank “self-mailer” space. 

on, all of these things are a problem. 
What people don’t realize is that we are very often 

practicing not for the concerts that we are doing tonight 
OK this week, but for next week and the week after. I 
play generally anywhere between eight and twelve dif- 
ferent concertos in a season, usually two recital pro- 
grams, and a fair amount of chamber music. That is a 
lot of music, maybe 15 to 20 hours of music that one is 
responsible for iti the course of a season. The am-a of Jeffrey Kahane’s success in both the 

198 1 Van Clibum and 1983 Aurthur Rubinstein Compe- 
tition (first prize ) has never been dished and 
continues to be reflected in his busy schedule ofperfor- 
mantes with leading orchestras both here and abroad 

Mr. Kahane made his Carnegie Hall debut in 1983 
in a special concert tribute to Aurthur Rubinstein. He 
was one of three pianists chosen in Lmcoln Center to 
inaugurate a new piano series at Alice Tblly Hall in the 
spring of 1986. piano Teclmicians Journal contributor 
Rick Baldassin spoke with Jeffrey Kahane in April 
1989: 

How many program do you hme to keep in your 
repertoire cat a time, and how much rime to do you hnve 
lo spendpracticing while you QE on the road? Is rhis 
something that is hardfor you? 

K&me: 
Probably the single hardest thing about my life, and 

I think I speak for a lot of my colleagues, is pmcticing 
on the road. First of all, being on the road is thing. 
When you get to a place, you may be hungry, you may 
be tired, you may be late. Lf it is difficult to find a place 
to practice, if the piano is lousy that you have to practice 

If you multiply each hour of music by the number 
of hours necessary to practice it to keep it in shape, 
and/or prepare it, you can see the problem of finding 
hundeds of hours of praotice time over a period of sev- 
eral months, during which many hours are spent on the 
road, doing sort of fundamental things one has to do to 
survive. It is a real problem. 

When adding your own text, 
stick to typefaces that are similar 
to those on the template pages. 
While some variety can add 
interest to a page, using too many different typefaces will give your newsletter the “ransom note” appearance-a patched- 
together look that’s distracting to the reader. Remember that you don’t have to supply the final copy yourself-most 
printers can format your text to fit the existing page style, or you can rent time on a computer and laser printer at many 
copy shops. Once you have your custom header and personal information, save it to paste into future editions of your 
newsletter. 

You can also dress up your newsletter with additional clip art. The BRPla contains several pages of camera-ready piano 
images in a variety of sizes. These can be added here and there to fill empty space, to illustrate some text, or pasted in 
place of an existing article. To make your newsletter most inviting to the reader, don’t cram it too full of text. White 
space and pictures sprinkled throughout will attract the reader’s eye and interest much more than solid text. 

Assembling your &nal camera-ready copy is simple. All you need is a glue stick, scissors, and a roll of 3M Post-it 
correction & cover-up tape, Better copy shops have self-service work tables equipped with these supplies. Just cut and 
glue down your personal infoosmation, additional pictures, etc. For an 11 x 17 folded newsletter, tape pages 1 8c 4, and 
pages 2 8-z 3, togetiter using the white cover-up tape. 
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For small quantities, photocopying will be comparable in cost to printing on a press. There is a big variation in print 
quality among copy machines though, depending upon their design and how well they are maintained. A good machine 
should be able to produce clear, clean copies. The minimum quantity run for a printing press is usually arotmd 100 copies, 
at a cost similar to that of photocopying. For larger runs, the cost per copy of press printing drops quickly. 

An attractive paper will really enhance the appearance of your newsletter compared to printing on plain white stock. 
Most printers and copy shops have a variety to choose from. These custom papem let you add color without the expense of 
two-color printing. Remember that you want to portray a professional image. I’d suggest a nice parchment or speckle-tone 
paper in a muted color. Hot neon pink may work well on a garage sale poster, but it’s not appropriate for someone trying 
to sell old-world craftsmanship! 

Newsletters are a great way to buiId a positive reputation with clients. By providing information that helps them under- 
stand their piano and better care for it, you demonstrate concern for their needs, notjust your own self interest. In return 
you gain their trust and their business. 
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This lesson will cover 
adjustment of hammer 
checking for natural and 
sharp keys. In addition, 
participants will learn how to 
set sharp key dip using 
checking distance as a 
measure of equal capstan lift 
between natural and sharp 
keys. 

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 neclessaiy 
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 matei-ial for the 
lessons. 

To teach this lesson in a 
hands-on format, you will 
need one or more direct 
blow vertical pianos in good 
condition. Used pianos in a 
dealership or pmctice room 
pianos at a college are good 
candidates, as long as they 
have only light wear. Ideally 
the following work will have 
already been done on these 
pianos: parts alignment 
(lessons #8 8c 9), choosing 
blow SL: dip dimensions 
(lesson #IO), adjusting lost 
motion & leveling keys 
(lesson #1 I), setting white 
key dip (lesson #la), and 
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By Bill Spurlock, RPT 
Sauanmto Vullg Cl~ajtt7 

This monthly Ipssanplaiz is desipd to 
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21st this material as the baskfor special 
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meeting @agram, prejrahly in a hnnds-an 
jimat. This method allom th written 
informufion to Be transfmme~ irrto 0,n 

a&al skillfir ~2ck menderparticijating. 

setting let-off (lesson #13). 
At minimum, the following 
adjustments should be 
reasonably set: backcheck-to- 
catcher alignment, 
backcheck rotation, white 
key dip, and lost motion. 

Depending upon time 
available, this lesson may 
consist of each participant 
adjusting checking on one 
or two octaves or an entire 
piano. 

Additionally, meeting 
setup should include: 

e Extta regulating tools 

For this lesson, partici-. 
pants should bring a selec- 
tion of regulating tools, 
including: 

@ wire bending pliers 
@ wire bending tool 
(see Figure 1 $age 25) 
@ dip block 
@ 8”-12” straightedge or 

ruler 

PTG Technical Exam 
Source Book (PTG Home 
Office, 8 16-753-77X7), pages 
III.8 to III.9 

aCheck fmctian: 
The purpose of the 
backcheck is to catch the 
hammer assembly as it 
rebounds from the strings, 
holding it close to the 
strings in preparation for a 
repeat blow. Remember that 
before a quick repeat blow 
can be played, the key and 
wippen must return at least 
part way toward rest, allow- 
ing the jack to disengage 
from the let-off button and 
rotate back underneath the 
hammer butt. If the hammer 
assembly were to rebound 
unchecked all the way back 
to the rest rail, the key and 
wippen would likewise have 
to return completely to rest 
before the jack could get 
back under the butt to play 
the note a second time. In 
this case repetition would be 
very slow, md only possible 
if the player released the 
finger from the key com- 
pletely between each blow. 
Ghecking, however, stops or 
at least slows the rebound of 
the hammer assembly cllose 
to the strings. The springy 
wire and felt cushion of the 
backcheck then act as a 
spring, exerting a separating 
force between the wippen 
and hammer butt, allowing 
the wippen and key to 
return slightly ahead of the 
hammer. The jack is then 
able to slip back under the 
hammer butt before all parts 
retmm to their rest positions, 
allowing faster repetition 
and repetition “withii the 
key stroke”; that is, repeti- 
tion can occur without 
necessarily allowing the key 
to come all the way back up 
or removing the finger 
completely from the key. 

The actual repetition 
ability depends upon the 
action type and design. 
Those with full-sized parts 



Align backcheck heads 
side-to-side with catckers 
and veriical. 

perform best, “compact” 
console actions may not 
repeat as well, and spinet 
drop actions often require 
full key release to repeat 
reliably. In addition to 
acting as a repe &ion spring 
of sorts, the backcheck 
simply serves to maintain 
control of the rebounding 
hammer. Without this 
control the hammer would 
bounce back and forth 
between the hammer rail 
and strings several times 
after a hard blow. 

Two methods of setting 
checking will be discussed in 
this article: 

Rotate backcheck heads 
parallel to catchers. 

1) simple adjustment of 
checking distance for both 
natural and sharp keys. This 
assumes that key dip has 
already been set for both; 
2) a procedure for setting 
checking of natural keys, 
adjusting sharp backchecks, 
and a@ Wing sharp key dip 
as part of a single operation. 
This method assumes that 
key dip has only been set for 
the natural keys so far. 

Backcheek adjustmenti 
Most mantictieE specify 
a checking distance of l/2” 
to 5/8”. Consult manuf8c- 
turers’ service manuals and 
tie PTG Pimo Action 
MancEbook for specific 
recommendations. 

l-lold backcheck wire stationary with wire bending tool; use 
thwnb to adjust head angle so catcher and backcheck r-met 
~~~r~~i~~t~l~ parallel. 

ing distance, the backchecks 
Before adjusting check- 

should be aligned to the 
cat&em and Checked to see 
if they are meeting the 
cat&e13 at the correct angle, 
as shown in Figure 1. The 
catcher leather and 
backcheck felt should meet 
approximately parallel, 
when viewed from the side. 
To test, set the checking 
distance to S/S” on one note 
and play with varying force. 
If the checking distance 
varies more than about 3/8” 
between a soft and bard 
blow, try bending the 
backcheck wire to tilt the 
head out at the top (away 
from the catcher) slightly. 
Make &is change by holding 
the wire stationqjust below 

bending tool, then bending 
the backcheck bead back- 

the back&e& with a wire 

wards with the thumb so the 
catcher and backcheck no 
longer meet parallel. (Note 
that the bending tool is used 
just to hold the wire, while 
the fingers are used to make 
the bend right where the 
wire enters the back&e& 
head.) Readjust checking 
distance and l-e-test. 

Conversely, if the 
bamrner does not check 
reliably, espectiy on a soft 
blow, bend the backcheck 
wire so the head tilts inward 
slightly at the top. This will 
prevent the catcher tiom 
bouncing out of check on a 
soft blow. 
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Photo 2: Adjust checking distance where 
necessary by bending the backcheck in or 

out slightly as shown here. A. slight bend 
will make a big change in checking 

distance. 

Ph~tc~ I: With white key dip, hammer blow distance and lost 
motion careClly adjusted, test checking distance by playing 
three or four adjacent kep as a group, trying to play with equal 
Force. If the key dip is already set for both natumls and sharps, 
checking can be set for all keys at this time and the job will be 
lone. If only white key dip is set, then adjust only the 
backchecks of natural keys at this time, as shown in this photo. 
rhen, proceed as shown in Photos 2-4. 

You can use a gauge or ruler to measure checking distance 
every so often, then just estimate by eye. Re-check with the 
puge occasionally to keep your eye calibrated. Checking 
listance will vay with playing force, so play each group of keys 
;everaJ times until you capl see a consistent pattern. 

I%cd.o 3: When checking for 
all natural keys is set, bend 
the backcheck wires of all 
sharp keys to put their heads 
in line with those of the 
naturals. Test with a ruler. 
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Photo 4: Now the sharp key dip can be evaluated by 
comparing the checking distance ofsharps and naturals, 
as follows: Recall from lesson #12 that key dip should 
result in ecmal capstan travel-and therefore equal 
wippen travel-for all keys, whether they are sharps or 
naturals. Therefore, assuming that natural key dip is set, 
lost motion adjustment for all keys is even, and all 
backchecks are in line at rest, then backcheck move- 
ment (checking distance) becomes a measure of how far 
a wippen is travelling and thus a measure of key dip. A 
key with greater dip will lift its w&pen higber, pushing 
its backcheck closer to the strings and checking its 
hammer closer to the strings. A key with less dip will not 
raise its wippen as far, causing its hammer to check 
farther from the strings. Thus we can use the checking 
distance of the sharp keys as a measure of their key dip, 
and add or remove front rail punchings from the sharps 
until their hammers check the same distance from the 
suings as their natural neighbors. 

In this photo, notice that the third hammer checks 
farther from the strings than its neighbors Thus, we 
would remove front rail paper punching-s from this key 
(a C#) until its hammer checked evenlywitb the others. 
The end result of this process would be sharp dip and 
checking correctly set. 

B method assumes that 

all catchers are m hne and ah 
catcher leather and backcbeck 
felt is of even thickness. (If 
catcher shanks were ofuneqnal 
length, for example, the 
backcheck heads would have to 
be offset accordmgly instead of 
being set in a straight line.) 
Therefore this method is most 
valid for well&made pianos with 
light wear. 

In practice, you will find 
that after setting checking of all 
naturals as in Photo 1, not ah 
natural backchecks will be 
exactly in line. This is due to 
discrepancies in your natural 
key dip and lost motion settings, 
variations in playing force used 
while adjnsting, and dimen- 
sional differences of parts as 
mentioned above. Nonetheless, 
this method works quite well 
and actually offers a cross-check 
on other regulation settings. 
Backcheck ahgnment can be 
varied from a straight line to 
compensate for uneven catch- 
ers. In addition, inconsistencies 
in the backcheck line might 
indicate uneven natural key dip 
or lost motion, which can then 
be re-checked. Ah in all, this 
method of setting sharp dip and 
checking generahy gives good 
results and is quite fast. 
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ln ais lesson, partici- 
pants will practice tuning 
both pure and expanded 4:l 
double octaves over the 
octave 2-4 range, using the 
M3-Ml7 test, the M3-IvIlO- 
Ml7 test, and other octave 
tests (lessons ‘7-9). Each 
participant will tune one 
double octave just, another 1 
bps wide, and will then tune 
the two single octaves within 
each double octave so they 
are equally clean-sounding. 
An analysis of the single 
octaves using 2:1,4:2 and 6:3 
octave tests, and the M3- 
M 1 O-M 17 test, will follow. 
This lesson will demonstrate 
the inter-relationship of 
double octave and single 
octave tuning and testing in 
the midrange. And, since 
most pianos will sound in 
tune when 4: 1 double 
octaves over the entire 
keyboard are about 1 bps 
wide, this lesson should help 
give participants a powerful 
tool to expand a tempera- 
ment into the bass, and 
treble. 

These lessons are most 
conveniently taught to a 
small group of four or five. 
Each group should have its 
own piano and RPT instruc- 
tor. Each piano should be in 
a quiet environment for 
close listening. Avoid using 
pianos that present serious 
obstacles to tuning, such as 
deeply grooved or mis- 
aligned hammers, string 
termination noises, etc. 

Profe’eseioaals Advae th..roughContitig Education 

By Michael Travis, WE 
Wmhin@m, D. C. Cluzpv 

This munth@ lesson plan series is designed to pm& 
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Review PACE Tuning 
lessons 7-9, on octave 
tuning, and practice the 
principal octave tests for 2: 1, 
42 and 6:3 octaves. Also, 
study the tests for 4:l double 
octaves in Owen Jorgensen’s 
Tuning, MSU Press 1991, p. 
758, bottom third of page. 
Some of these tests also 
appear at the end of this 
lesson. 

Practice setting several 
41 midrange double octave 
pure and several others 1 
bps wide, also tuning and 
testing the two single octaves 
within each double octave, 
as in the outline accompany- 
ing this lesson. 

Begin the session with a 
brief explanation of what 
each participant should 
accomplish in lo-15 m.in- 
utes: two adjacent unisons in 

octave 4, two double octaves 
and unisons in octave 2, two 
single octaves and unisons in 
octave 3 - a total of six 
unisons, inchu%ng the two 
double octaves and the 
octaves in the middle of 
each. This is a Lot to do for 
four participants in about an 
hour, so it’s important to 
minimize the talk and get 
right to work. 

First, simply clean up 
two unisons in octave 4, 
working on two notes 
descending chromatically 
from B4. Then, mute the 
corresponding two unisons 
to single strings in octave 2 
and &me the double octaves 
from the previously tuned 
unisons, as follows. Tune the 
upper double octave pure, 
using the equal-beating MS 
Ml7 test to prove it; then 
tune the lower double 
octave expanded by 1 bps, 
using the same M3-Ml7 test 
with de M3 beating 1 bps 
slower than the Ml7 to 

prove this degree of expan- 
sion. Then unison-tune the 
two notes in octave 2, and 
retese; this will help show the 
subtle differences between 
single-string and unison 
tuning. Then mute the 
corresponding octave 3 
notes to single strings and 
tune them “between” the 
previously tuned notes in 
octaves 2 and 4, so that the 
single octave up sounds 

about as good (or b.ad) as 
the single octave down in 
each case. Then tune the 
octave 3 unisons, and allow 
the next participant to beg-m 
cleaning up misons of the 
next two notes in octave 4. 

Once everyone has 
gotten ak far, we will as a 
group test the single octaves 
and see what we have. With 
volunteers doing the testing, 
we will look at the single 
octaves as 2:l (MlO-Ml7 
test), 4:2 (M3-Ml0 test) and 
6:3 octaves (m3-M6 test), 
and judge whether they are 
expanded, pure or con- 
tracted. pblso, we will listen to 
parallel ascending M3-M 1 O- 
Ml7 tests of the single and 
double octaves, (muting test 
notes as needed), and talk 
about how this test gives a 
lot of information about the 
2:1,4:2 and 4:l intervals. 
Remember that after the 
double octave tuning, there 
should be one whole-tone 
series of pure double 
octaves, and another whole- 
tone series of expanded 
double octaves. Listen for 
these differences as you run 
the tests. 

Here are some addi- 
tional equal-beating 4: 1 
double octave tests partici- 
pants can try for further ear- 
training practice, if there is 
time left over. In each case, 
first tune the double octave 
nearly pure at the 4: 1 level 
by aurally focusing on the 
upper D8ve note. Take 
advantage of a piano with a 
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I. Tuning and testing a pure 4:l CZ-C4 double octave, tuning C3 between C2 and CA, and testing the C2-C3 and CX4 single octaves that result. 

A. Tuning a pure C2-C4 double octave: Wedge mute C4 to a single string, and tone the 64 unison as cleanly as possible. Wedge mute C2 to a single 
string, and tune it to the C4 unison. Use the sostenuto pedal, if available, to sustain the interval while tuning. ITocus on eliminating the beat at the CX level while 
listening only to the double octave. When you are satisfied, tune the C2 unison strings. 

B. Testing for a pure CIC4 double octave: Wedge mute test note G#l to a single string and adjust for a comfortable beat rate at the C4 level on the 
wide side ofpure (34 bps) with both C2 and C4. Then: 

1. Test the CZ-C4 double octave by playing the M3, t.%l-Q vs. the M17, G%C4, If the M3 =M17 beat rate, go on to part&C+ If the M3 < 
Ml7 beat rate, go to step 4 immediitelybelow. If the M3 > Ml7 beat rate, go to step 3. 

2. Wedge mute C2 to a single string, raise it to speed up the M3 and retest; when you are satisfied that the M3=M17, tune the CZ unison 
strings and go to step 1 immediately above. 

3. Wedge mute 62 to a single string, lower it to slow down the M3 and ret& when you are satisfied that the M3=M17, tune the CZ 
unison strings and go to step 1 above. 

c. Timing C3 between C2 and C4: wedge mute C3 to a single string, and tune it so that the single octaves CX3 and L&C4 sound simiir. When you 
are satisfied, tune the C3 unison and listen to the L&rgle octaves again, muting and retuning C3 if necessary. 

D. Test the single octaves: using the principal octave tests from PACE toning lessons 7-9, test CZ-CS and CSC4 as 2:1,4:2 and 6:3 octaves, muting and 
adjusting test notes as needed. Observe in each case whether the octaves are wide, pure or narrow. 

E. Apply the M3-Mltl-Ml7 test: play in sequence and observe any differencesin beat rates of G&G!, cw1-C3, and G#l-C4. 

IT. Settingpitch atA4, tuning and testinga 1 bpswide4:1A2-A4doubleoctave, hmingA3betweenN andA4, and testing theA2-A3 andA%A4smgle 
octave3 that result. 

A. Setting pitch at A$ wedge mute test note F2 to a single string and adjust for a comfortable beat rate on thewide side ofpure (about 4bps) with an 
A-440 pitch source. Then wedge mute A4 to a single string, and tone it to an A&l pitch source, equaliring the M37 beat rates @‘%A4 = F2-A440. When you are 
satisfied, tune theMunison as cleanly as possible, and retest 

B. Tuning ASA& wedgemuteA2 to a single string, and tuneit to tbeA4unison. Use the sostenuto pedal, ifavailable, to sustain the intervalwhie 
tuning. Focus on tuning so that the beat at the A41evel is about 1 bps wide ofpurewhile listening only to the double octave. when you are satisfied, tune the A2 
uflison strings. 

C. Testing 1 bpswideASA4 play the M3, F&A2 vs. the M17, FZ-A4. 

1. Count the bps of the M17, subtract one, and see if that equals the bps of the M3. Ifthe M3 <Ml’? beat rate by 1 bps, you have a 4:l 
double octave 1 bpswide, and may proceed to D below, For example, if the Ml7 is at 5 bps, the M3 should be at 4 bps. Or if the Ml7 is at 4 bps, the M3 should 
be at 3 bps. If the M3 is too fast -which now means either less than 1 bps s!ower, equal to or faster than the Ml7 - go to step 2 immediately below. If the M3 is 
too slow- which now means more than 1 bps slower than the Ml7, go to step 3 below. 

2. Wedge mute82 to a single string, raise it slightly to speed up the lSA2 M3 and retest;when you are satisfied that the M3 <Ml? by 1 
bps, tune the A2 unison strings and go to step 1 immediately above. 

3. Wedge muteA to a single string, lower it to slow down the F2-A2 M3 and retest; when you are saiisfied that the M3 c Ml7 by 1 bps, 
tune the A2 unison strings and go to step 1 above. 

D. Tuning A3 between A2 and& wedge mute A3 to a single string, and tune so that the single octaves A2-A3 andA3-A4 sound similar. When you are 
satisfied, tune the A3 unison and listen to the single octaves again, muting and retuning A3 if necessary. Tune by comparing and equalig the overall octave 
sounds, with no other tests at this step. 

2. Test the single octaves as 2:1,4z2 and 63 octaves as in I-D above. 

F. Apply the MS-MlC-Ml7 test, playing in sequence and observing the diierences in beat rates of I&42, F%A3 and F%A4. If necessary, adjust A3 so 
that the Ml0 beats at a rate midway between that of the MB and the M17. 

ID. Compare the double and single octaves C.%CX4withA. Compare octave t&results. Compare M3-Ml!%Mb test results. 

October 1994PTj-29 



sostenuto pedal, sustaining and tuning 
double octaves while listening to the 
beats directly. Note that some of these 
tests require adjusting the test note 
and/or ghosting for an audible beat 
rate. These are usually less convenient 
and/or more difficult to hear than the 
principal M3M17 (fifth partial) test 
featured in this lesson. 

1. P4-P12 (a third partial test) - using 
a test note a P4 above the lower double 
octave note and a 1~12 bellow the upper. 
Adjust the test note for a suitable beat 
rate and awide P4 and narrow P12. 
Ghost the P4 at the upper double 
octave note to hear the proper beat 
rate. Tests 4:3 P4 vs. 3:l P12. 

2. P5-PI9 (a sixth partial test) - using 
a test note a P.5 bellow the lower double 
octave note and a P19 below the upper. 
Adjust the test note for a suitable beat 
rate and narrow P5P19 test intervals. 
Ghost the P5 at the upper double 
octave note to hear the proper beat 
rate. Tests 6:4 P5 vs. 6:l P19. 

3. m7-m21 (a seventh partial test) - 
using a test note a m7 below the lower 
double octave note and a m2l below 
the upper. Adjust the test note for a 
suitable beat rate and wide m7-m2 1 test 
intervals. Ghost the m7 at the npper 
double octave note to hear the proper 
beat rate. Tests 7:4 m7 vs. 7:l m21. 

4. M9-M23 (a ninth partial test) - 
using a test note a M9 (Sve-M2) below 
the lower double octave note and a 
M23 (T&e-M:! below the upper. Adjust 
the test note for a suitable beat rate 
and narrow M9-M23 test intervals. 
Ghost the M9 at the upper double 
octave note to hear the proper beat 
rate; this may require a sostenuto pedal 
to accomplish. Tests 9:4 M9 vs. 9: 1 
M23. 

5. M102-M24 (a tenth partial test) - 
using a test note a Ml0 below the lower 
double octave note and a M24 below 
the upper. Adjust the test note for a 
suitable beat rate and wide MlO-M24 
test intervals. Ghost the Ml0 at the 
upper double octave note to hear the 
proper beat rate (second pair ofMl0 
coincident pa.&&); this may require a 
sostenuto pedal to accomplish. Tests 
IO:4 MlOvs. IO:1 M23. 

Note: Do you find these lesson plans 
valuable? Do you have spec$c suggestions 
for changes or clar@ation? Please direct 
any commen.ts or suggestions to t?ti author 
c/o theJom-nal. 
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Pn his last column as tuning editor of the 
Piano TechniciansJournal, Bick 
Baldassin quoted Nels C. Bee ofKansas 
City, who wrote as follows in the Jarzuary 
1925 isme of the Tuner’sJournal in 
re.spon.se to a request for instructions on, how 
to tune a temperament seqwnce which used 
thirds and sixths: 

L’TIme are so many different 
j?ormulas ’ or ‘ways ar0un.d ’ to divide the 
temperament octave ido 12 equally-distant 
semitones that we sh.all not attem$t to give 
you any special method, orformula, 
because2 first, we are n,ot a sixth and third 
tuner, and therefore cannot from experience 
recommend any special system to be prefmeed 
to another; and, .second, ifwe suggest one 
method someone is sure to come back at us 
and say, That is not a good one, m&e is 
better. ‘Every tuner believes he has the best 
temperament. ” 

With tonguefirmly planted in 
cheek, may I say that I am a sixth and third 
tuner ana can suggestfiom experience the 
best way pet devised to tune a bn&ranmt. 

I hope that the 69 year delay in getting an 
answer to this question will have caused no 
imonvenience to anyone. 

Seriously, I never set out to in$?ict 
yet another temperament sequence on the 
piano-tuning moda. znfter reading Carl 

Roots ‘March 19881 Journal arti&, 
“Evaluating T~,p~~~~t Sequences, “1 
put together a t~~~~n~~t sequence that 
se&m& to sati@ the requirements as set 
forth in that article. The sequence also 
incor-orated ideas that I had leamedfiom 
George Defdaugh, Newton Hunt, and my 
piano tuning teacher, Matiy Hess. I have 
been using this temperament sequence in my 
twnizng classes for the past six years or so, 
and quite a number of people have told m4z 
that they have adapted it as their own, so I 
believe a complete discussion of th seqwmce 
is in or-oh-. I am aware that others have 
also dtml0ped this same temperament 
sequence in&pendently. A short description 
of this sequence was published in. the Ju& 
1992Jourmal, in a beautiful singlz-@age 
layout. 1 hoped that st~amts wouiafina it 
convenient to makt a photocopy of th.e 
sequence and carry it with them and refer to 
it while actually twaingpianos. When the 
sequence was repri~ntd in the Piano 
Techkcians Guild Tuning Exam Source 
Book, the layout was altered. T%e most 
recent one page version is availabb directly 
from me to anyone willi~ng to se& me a 
polite request for it. 

As for the name of the seqPlence, 
promin.ent in Carl Root’s articb was th.e 
ternperanzent sequence by WilliamV Stonaker 

call% 20th Ways from the imaale. “1 
figured that ifom could tune both waysfrom 
tb4 m.id& 09243 c0da al.50 t7.4m the midal. 
from both ways. So, because the question of 
whet&r OM is tun&g with thirds ad sixths 
ad checking with fowtihs and$j%s, or 
tuning withfourths and3flh.s and checking 
with thirds and sixths; is blurned at times in 
this sequence, the name f&r this temperament 
sequence becam clear upon release of the 

Clint Eastwood nzovie “Eva Which Way 
But Loose. ” 

October 1994 PTJ-31 



This discussion assumes 
general knowledge of musical scales 
and intervals, beats, the expansion and 
contraction of tuning intervals, and 
perhaps some knowledge of beat rate 
checks as well. 

TLme A4 to an A=440 pitch reference, 
using test note F2 or Bl. First, tune the 
piano A4 beatless with the pitch 
reference A4. It is important to first 
eliminate the bears between the A4 on 
the piano and the pitch source. Don’t 
make the mistake of skipping this step 
and listening to the beat rate between 
the test note and the A’s first, because 
in doing so there is a slight chance that 
you would be “checking” the wrong 
relationship. After eliminating the 
beats between the piano’s A4 and the 
pitch source, make the beat rate of the 
F2-A4 M17th on the piano exactly 
equal to the beat rate of the Ml7th 
between the piano F2 and the pitch 
reference A4, or make the beat rate of 
the Bl-A4 double-octave m7th on the 
piano equal to the beat rate between 
the piano Bl and the pitch reference 
A4. You need not check the A4 with 
both the Ml7th and the double-octave 
m7th. The M17th is the more common 
test interval, but the double-octave 
m7th will work just as well if, for 
example, the Ml7th cannot be heard 
clearly for some reason. The tuning of 
the test note may be adjusted to form a 
beat rate with the A’s that can be heard 
comfortably. The interval formed 
between the test note and the A’s 
should be expanded, not contracted. 

Tune A.3 to 684, using test note F3. 
Tune a clean-sounding octave and 
mcake the F3-A3 .M3rd beat slightly 
slower than the FB-A4 MlOth. These 
are conflicting requirements, to make 
the M3rd slower lthan the M 10th while 
at the same time keeping the octave 
clean-sounding, because the difference 
between the beat rates of the M3rd and 
the MlOthwill be the sarne as the beat 
rate of the octave at the 4:2 level. 
Balancing these two requirements 
should help the tuner zero in on the 
correctwidth of the octave. Octaves 
with slight “movement” (that is, very 
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slow beating) are considered by many 
tuners and musicians to be more 
beautiful than perfectly beatless, or 
“dead,” octaves. To be used as a test 
note, the F3 needs to form expanded 
intervals with the A3 and A4 that beat 
at rates that can be heard comfortably. 
If necessary, go ahead to the next step 
of tuning the F3, then recheck the 
tuning of the 83. 

Tune F3 ts A3, approximating 7 beats 
per second (bps) expanded. The exact 
beat rate of this interval varies from 
piano to piano and cannot be deter- 
mined at this point. It will have to be 
adjusted later. 

Tune D? to all of the following: 

. ..ts F3, approximating 8t bps ex- 
panded. 
. ..to A.3, approximating It bps ex- 
panded. 
. ..ts A4, approximating l/2 bps 
contracted, almost “clean.” 

Stop. The “stopping” points in this 
sequence are places where the tuner 
can evaluate how the overall tempera- 
ment is progressing, and are places 
where adjustments may need to be 
made to notes tuned previously. The 
A3-D4 P4th should beat faster than the 
D4A4 P5th, and in order for that to be 
the case, the /&A4 octave must be 
“stretched” at the 42 level. In other 
words, the D4 is another test note for 
checking the &%-A4 octave, albeit for 
the same 4:2 relationship that was 
checked by making the F3-A3 M3rd 
slower than the F3-A4 MlOth. After 
tuning four notes, the relationships of 
the various intervals that have been 
formed are already getting complex. 
The F3-D4 M6th should beat faster 
than the F3-A4 MlOth, insuring that 
the D4A4 P5tb is contracted properly. 
The F3-A4 MlOth should in turn beat 
faster than the F3-A3 M3rd, insuring 
that the octave is stretched. But the 
beat rate differences here are slight 
because the F3-D4 M6th need be only 
about 1 bps faster than the F3-A3 M3rd 
to insure that the A3-D4 P4th is 
expanded properly. Adjust the A3 and 

tie D4 as necessary to achieve the 
proper relationships; the A4 is “set in 
stone” and the F3 cannot yet be tuned 
with certainty. 

Tune A#3 to both of the folIowing: 

. ..ts D4, approximating 9t bps ex- 
panded. 
. ..to Hi?& approximating 1-k bps ex- 
panded, much the same as the A3-D4 
P4tl.l. 

Stqx Tuning the A#3 completes a 
‘“tuning loop” made up of F3, D4, and 
A#3. A tuning loop is a set of notes 
where the last note tuned has a known, 
checkable relationship to the fist note 
tuned. Be sure that the beat rates of 
the F3-A3 MBrd, the F3-D4 MGth, and 
the D4A#3 M3rd progress (approxi- 
mating 7, St, 9t bps, respectively) and 
that the F-A++3 P4tb beats about 1; bps, 
similar to the A3-D4 P4th (perhaps a 
bit slower). Adjust both the F3 and the 
A#3 as necessary to achieve the proper 
relationships. The F3 can be tuned 
now with a bit more certainty. This 
stopping point is important; until the 
7,8+, 9+, 1 t beat rate relationships 
between the F3-A3 M3rd, the F3-D4 
MGth, the D4A#3 M3, and the A#F3 
P4th, respectively, can be achieved, 
there is no reason to even try tuning 
the rest of the temperament sequence. 

A major feature of a number 
of temperament sequences is filling an 
octave with contiguous M3rds. This 
procedure works great for some tunens, 
but I always found achieving the 
necessary 5:4 beat rate relationships 
between contiguous thirds to be very 
difficult. In the “Every-Which-Way-You- 
Can” sequence, the F3-A3 M3rd and 
the A#3-D4 M3rd are tuned first, and. 
with any luck can be used as guides to 
tune the contiguous thirds. 

Tune IF4 to both of the following: 

. ..t~ 7lG.3 using test note C&3. 

. ..to A.@, approximating I/2 bps 
contracted, much the same as the D4 
A4 p5a. 

Tune a clean-sounding octave and 



make the C#3-F4 MlOth beat faster 
than the C#3-F3 M3rd. The C#3, being 
outside de F3-F4 temperament octave, 
need not be tuned itself, other than to 
foim expanded intervals that beat at 
‘“comfortable” rates. The F3-A#3 P4th 
will beat ihster than the A#3-F4 P5th, 
similar to the difference between the 
A3-D4 P4th and the D&A4 P5th. 

Tune 4 to boa of the following: 

. ..ts A.3, duplicating the beat rate (on 
the slow side) of the A#3-D4 M3rd. 
. ..ts I%, to beat somewhat faster (5:4 
ratio) than the A3-C#4 M3rd. 

Stop. Make the contiguous major 
thirds F3A3, A3-C#4, C#4-F4 (and F4 
A4) progress smoothly (45 ratio), 
Adjust W4 and F4 as necessary. If 
adjustments are necessary to F3 and 
A3, make the adjustments as small as 
possible. I put the F4A4 M3rd in 
parentheses only because the beat rate 
of this interval is rather fast and can be 
difficult to hear, especially for the 
beginners. Indeed, when I was a 
beginner, I had difficulty hearing the 
beat rate of the W4F4 Mdrd, let alone 
the beat rate of the F4A4 M3rd. 

T-63 F#3 to both of the following, 
beginning a new loop: 

. ..to A.#& duplicating the beat rate (on 
the f&t side) of the F3h3 M3rd. 
. ..to C#4, almost-clean PEith, about l/2 
bps contracted, much the same as the 
A#3-F4 p5a. 

Tune D#4 to both of the following: 

. ..to F#3, duplicating the beat mte (on 
the fast side) of the F3-D4 M6tb. 
. ..ts &KS, duplicating the beat rate of 
de A3-D4 P4th. 

Tune B3 to both of the following, 
completing a loop: 

. ..to D#4, duplicating the beat mte (on 
the fast side) of the A#3-D4 M3rd. 
. ..to F#3, duplicating the beat rate of 
the FS-A#3 P4th. 

Tme G3 to both Of the follotig, 
starting a new loop: 

. ..to B3, duplicating the beat rate (on 
the fast side) of the F#3-A#3 M3rd. 
. ..to 144, duplicating the beat rate of 
the almost-clean F#3-C#4 P5th. 

See ikit the G383 IvIBrd 
duplicates the beat rate of the F3-D4 
M6th. This is the first opportunity to 
use the “outside M6th, inside MSrd” 
test. 

Tune E4, to all of the following: 

. . .to G3, duplicating the beat mte (on 
the fast side) of the F#3-D#4 M6th. 
. ..to A3, duplicating the beat rates of 
the G3-D4 P5tb and the A#3-F4 P5th. 
. ..to B3, duplicating the beat rate of the 
A#3-D#4 P4th. 

See that G3-E4 IvIGth dupli- 
cates the beat rate of the A3-W4 IvI3rd. 

See that the E4A4 P4th beats 
1-t bps, and that it beats faster 
D4-A4 P5tb. 

Tune C4 to all of the following, com- 
pleting another loop: 

. ..to E4, duplicating the beat rate (on 
the fast side) of the B3-D#4 M3rd. 
. ..to G3, duplicating the beat rate of 
the F#3-B3 P4a. 
. ..ts F3, duplicating the beat rate of the 
F#3-C#4 p5a. 
. ..to F4, duplicating the beat rate of the 
B3-E4 p4a. 
Tune C&3 to all of the following, 
completing the temperament se- 
quence: 

. ..to C4, duplicating the beat rate (on 
the fast side) of the G3-E3 M3rd and 
duplicating the beat rate (on the slow 
side) of the A3C#4 M3rd. 
. ..to D#4, duphcating the beat rates of 
the almost-clean 63-194 P5th and the 
A3-E4 1p5a. 
. ..to C#4, duplicating the beat rates of 
the A%D4 3p4a and of the G4-C4 p4a. 
. ..to F4, duplicating the beat rate (on 
the fast side) of the G3E4 M6th. 

See that the G#3-F4 M6th 
duplicates the beat rate of the A#3D4 
M3rd and that the G##3-64 M3rd 
dupkates the beat rate of the F#3-D#4 
M6th. 

It should be the easiest thing 
in the world to tune the G-f#3 since it 
can be checked from every-which-way. 
If there is difIiculty tuning the G#3, 
there are mistakes in the temperament. 
Tune through the sequence as many 
additional times as necessary, using all 
of the available checks horn the 
beginning. For example, check F3 
againstA#3, 64, D4, and F4. 

Check the temperament for 
final refinements that can be made by 
playing through all of the parallel 
tuning intervals (M3rds, P4ths, P5ths, 
and MGtbs) and by making each 
progress as smoothly as possible, and 
by seeing to it that the P4th associated 
with each note is faster than the p5a 
associated with that note. For a com- 
plete discussion, see the article en- 
titled, “Temperament Refmement 
Procedures” in either the August 1992 
Piano TechniciansJournal or in the 
PTG Tuning Exam Sowm Book. 
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Last month? art&, about the 
effects of inharmonicitj on 
isolated temperam8rzt intermals, 
showed how i~ncreasingly higher 
levels of secondalgr 
inharmonicii$ i.n an interval 
make that interval afipear 
narrows. It does not follow, 
howarer, that in a well-tumzd 
piano with high secorzdary 
inharrnonicity all the 
narrow interuals beat more 
quickly, and the wide ones more 
slowly, than in a piano with no 
inhannonici@. In this article 
we’llfind out why, as we explore 
the ways that seconda? 
inharmonicity aflects the! size of 
the octave within which the 
temfieramtrzt is set. 

t’s begin by doing some more 
tmi~g OQ our imaginary 

piano in which we can 
vary the primary inharmonic&y of the 
strings at will. If the primary 
inhartnonicity in the piano is zero, we 
can tune the octave F3-F4 pure at all its 
levels: 21, 42, 6:3, 834, a~cl so on. If 
we increase the primary inharmonic&y 
of alI the piano’s strings, secondary 
inharmonic&y will, as we have discov- 
ered, make the octave appear narrow. 
Aml, like the fifth in last month’s 
article, the octave will be narrower to a 
greater degree at successively higher 
levels of coincident partials. For 
example, because the fourth partial is 
sharper above tbe second partial than 
tbe second partial is sharp above the 
first, de octave will be narrower at the 
42 level than at the 21 level. 

Two factors cause this greater 
difference between coincident partials 

at higher levels: first, the partials of 
piano wire climbing sharper at a 
geometric rate as they ascelnd the 
harmonic 
series; and second, the numbers of the 
partials which are coincident being 
more widely separated at higher levels. 

Ifwe retune the octave by 
widening it to be pure at the 21 
level, it wih still be marrow at all higher 
levels. Ifwe widen it more to be pure 
at the 4:2 level, it will still be narrow at 
the 6:3 level and above, but it will now 
be wide at the 21 level. If we tune it 
pure at the 6:3 level, it will be wide 
at the 2:1 and 4:2 levels and still narrow 
at the 8:4 level and higher. This is, in , 
fact, the kind of octave tuning that we 
ordinarily fmd in most real pianos. 

Let’s return the primary 
inharmonic&y of our imaginary piano 
to zero, retune our perfect octave F3- 
F4, and then set an absolutely perfect 
equal temperament within the octave 

F3-F4. By a perfect equal temperament 
within the octave I mean a series of 
thirteen notes which exactly subdivide 
the octave into twelve equal steps. 
%QCe our imaginary piano now has the 
condition of zero inharmonicity under 
which the standard beat rate tables 
have been calculated, all the beat rates 
in our imagkrary temperament will 
match the theoretical rates exactly. 

Ifwe now increase the primary 
inharmonicity in the piano without 
retuning any notes, all the tempem- 
ment intervals will appear to narrow, 

just as before. But as tuners we would 
reject this temperament out ofhand 
because the octave within which it is set 
wodd now sound much too narrow 
and therefore out of tune. 

Notice that this is just the sort 
of temperament that would result if 
one tunecl the fkndamentals of the 
notes of the temperament of a real 
piano to the theoretically ideal h-e- 
quencies of equal temperament by 
using a tuning device without any 
stretch compensation. This sort of 
tuning was probably not uncommon 
when the strobe tuner first became 
widely available, and as is well- 
known it resulted in temperaments 
that were commonly found to be 
unacceptable to the ear. 

Ifwe widen the temperament 
octave to make it sound more 
acceptable, we must also change the 
pitches of ah the other notes in the 
temperament to accommodate that 
widening. (In our imaginary piano, of 
course, this readjustment takes place 
automaticalLy whenever we change the 
width of the temperament octave.) 
After readjustment the temperament 
will be perfect once again-the funda- 
mentals of the notes of the tempera- 
ment will again exactly divide the 
distance between the fundamentals of 
F3 and F4 into twelve equal steps. All 
the temperament intervals will have 
been widened: the semitones by 
exactly one-twelfth the amount by 
which we expanded the octave; the 
major seconds, by two-twelfths, or one- 
sixth, that amount; and so on. This 
widening of all the intervals will slow 
down the beat rates of the narrow 
intervals, and speed up the beat rates 
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of the wide ones. We can generalize 
this observation as- 

eaf 7IT.mmb 373 (for Rules of 
Thumb numbers 1& 2, see last 
month’s article) : The wider the octave 
waxin which a temperament is set, the 
mom till beat the fourths, 
maj or d major dxtbs, mrd the 
more beat the fifths, lrllirmr 
thirds, and major seconds. 

As octave size alters, all the 
intervals of a particular size-all the 
major thirds, for example, or ah the 
perfect fifths-change by the same 
amount, and as a result tbe ratios 
among their beat rates remain con- 
stant. For example, ifwe use the ratio 
of the speeds of the three contiguous 
major thircls that make up the octave- 
F3-AS, .MX#4, and CM-F&-as a 
benchmark, we will find that as we 
widen the octave, all these thirds will 
v&den by the same amount, and even 
though they will beat faster, the ratio of 
their speeds will remain constant. This 
is our- 

e cd- #4: zinging the size 
0f the teml3erament octzkv~ does not 
affect the ratis of ae qeeas of the 
intervals 0f a p&icul~~ size rel&ive to 
each other. 

Notice that widening the 
temperament octave to accommodate 
secondary inharmonicity negates to 
some extent the earlier effect 
that secomb.ry inharmonicity had on 
the beat rates of the temperament 
intervak. The wide intervals, wbicb 
secondary inharmonicity slowed down, 
now speed up again as the octave 
widens. The narrow intervals, whose 
beat rates increased due to secondary 
inharmonicity, now slow clown. 

In our imaginary piano, we 
alterecl the level of primary 
inbarmonicity to the same clegree in all 
the strings. This uniform level of 
primary inharmonic&y resultecl in a 
uniform level of secondary 
inharmonicity for all intervals of the 
same size, and for that reason the beat 
rates of those intervals changecl by the 

same relative amount as the in- 
harmonicity increased. As a result the 
ratio of their beat rates remained 
cons~t. In the special case of our 
imaginary piano, therefore, there is a 
point in our wiclening of the octave to 
compensate for the narrowing effect of 
secondary inbarmonicity when the 
intervals of a particular size are wid- 
enedjust enough to exactly compen- 
sate for the amount that secondary 
inharmonicity originally appeared to 
narrow them. At that octave size all 
those intervals beat at exactly the same 
rate as they clid when there was no 
inharmonicity at all 

Unfortunately, this compensa- 
tion point is different for each size of 
interval For example, we can make 
the octave just wide enough that all the 
major thirds beat at the same rate that 
tiey would if there were no inhar- 
monicity; but at that octave width 
none of the other intervals beat at their 
theoretical speeds. 

It would be useful to know 
where, in this imaginary piano, the 
compensation points for the various 
temperament intervals lie along the 
continuum of octave widths that runs 
between the pure 21 octave and the 
pure 8:4 octave. Unfortunately, we 
don’t yet have the cgrantitative tools 
which will enable us, in the fifth 
article in this series, to determine those 
points exactly. We can, bowever, make 
a few general observations about their 
relative positions. 

Let’s fist examine the four 
temperament intervals whose 
coincident partials lie at neighboring 
leveb in the harmonic series: the 32 
fifth, the 43 fourth, the 5:4 major 
third, and the 65 minor third. 

Notice that in each successive 
interval the neighboring partials are 
higher in the harmonic series. Each 
will therefore have been made nar- 
rower by the effect of secondary 
inharmonicity, and so each successive 
interval will require a greater amount 
of widening to reach its compensation 
point. 

Notice also that expanding the 
octave by a certain amount expands 
an interval within the octave by only a 

fhction of that amount. For example, a 
fifth which is seven semitones wide, 
expands by seven-twelfths the amount 
that the octave expancls, while the 
minor thircl expands by only tbree- 
twelfths, or one-fourth, of that amount. 
1x1 thisgroup offour intends, the ones 

with higher partial levels are also the 
smaller ones. Therefore, each 
successively smaller interval will rec@re 
an even greater octave expansion to 
reach its compensation point. 

Therefore, tb.e smaher the 
inte in this group, the wider the 
octave size that will be necessary to take 
the interval to its compensation point. 

The DNQ remaining tempera- 
ment intervals are the 5:3 major sixth 
and the ancl6:4 fifth. The high partial 
levels and the gap of a partial in both 
these intervals indicate that they might 
need more widening than the tempera- 
ment intervals in the group we just 
examinecl to reach their compensation 
points. On the other han& octave 
widening wih have a greater effect on 
these larger intervals-the major sixth 
is nine semitone5 wide, and the 6~4 
fifth seven semitones wide. It would 
seem reasonable to specubte that the 
compensation points of these twcr 
intends would probably be close to the 
camp ensation points for the major 
and minor aid. 

We can also speculate on the 
placement of the compensation point 
of the 32 fifa relative to ae v2u-i~~~ 
octave widths. The 42 octave has a 
of one partial, which would make it a 
good deal na.rrower am the 32 fifth 
On tbe other hand, the fifth expancls 
at only seventwelfths the rate that the 
octave expancls. A reasonable guess 
woukl be that the compensation point 
for the fifth would be an octave slightly 
narrower than 4:2--which, as we 
shall see later in the series, is in fact the 
case. 

At octave sizes of 42 or 
greater, in other words, the fifth is 
always wider am its theoretical size; 
ancl in real pianos it is not at all 
unusual to find fifas that are enlarged 
to the point that they are pure or even 
wide of pure. I-Iere is one more 
reason to trust the rnle of thumb 
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Mentioned in the last article, that we 
should choose, ifwe must, a too-wide 
fifth in the temperament over a too- 
narrow fourth. If we want, as most 
tuners do, a temperament octave size 
somewhere between 4%’ and 6:3, all 
our 3:2 fifths wilI necessarily be wider 
than the theoretical amount. (The 
same is not true of 6:4 fifths.) Gon- 
versely, smaller fourths in a tempera- 
ment will necessitate a smaller 
octave size. Granted, real pianos are 
not the same as our imaginary piano, 
because in our imaginary piano all the 
strings have the same primary 
inharmonicity; but as a general rule, a 
comfortable octave size, between 45 
and 6:3, for an inharmonic tempera- 
ment does usually result in 32 fifths 
which are noticeably wider than in 
Eheory. In fact, 63 octaves in real 
temperaments on smaller pianos 
routinely result in wide 3:2 fiiths. 

We aIs.0 now have the means to 
examine another common rule of 
thumb that cautions us not to choose 
too small an octave size for a tempera; 
ment in a small piano. Sometimes the 
reason given for this rule is that a 
temperament ‘“won’t fit” within too 
narrow an octave. Taken at face value, 
this reason makes little sense, 
because no matter how small an octave, 
there will always be a series of pitches 
that divide it into twelve equal parts. 
Sometimes the reason given for this 
rule is that the temperament fifths wiIl 
be too small if the temperament octave 
is too narrow. But as we have seen, 32 
fifths of about the correct theoretical 
size correspond to octave widths of 42 
or less; and these narrow octaves are 
often intolerably noisy in a small piano. 

Avoiding a small temperament 
octave in a small piano does make 
sense, though, and the reason is that it 
keeps the fiths from being too noisy at 
higher partial levels. Even a pure 3:2 
fifth in a small piano can be suite noisy 
due to rapid beating at the 6:4,9:6, and 
128 levels. Larger octave sizes, while 
they may result in 3:2 fifths that are 
pure or wide, also result in ftiths that 
are wide enough at the higher levels to 
be tolerable. 
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We have seen that changing 
the octave size of a temperament does 
not change the beat rate ratios among 
intervals of the same size. Changing 
octave size does, however, change the 
beat rate ratios among intervals of 
different sizes. This becomes especially 
evident ifwe compare the changing 
speed of any narrow interval to the 
changing speed of any wide one. As 
the octave widens, the narrow interval 
slows as the wide one speeds, and as a 
result the ratio between their speeds 
changes d.ramaticaJly. 

In this light, let’s examine the 
dominant seventh, second inversion 
test. This test says that in a well-tuned 
equal temperament a minor third 
should beat at about the same speed as 
the major third whose lower note is a 
major second above the upper note of 
the minor third. For example, the test 
says that F3-G=#3 should beat at about 
the same rate as A#3-D4. This test 
works well under conditions of little 
secondary inharmonicity. If secondary 
inharmonic&y is high, however, 
because one of the intervals in the test 
is wide and the other one is narrow, we 
can expect the ratio of their two beat 
rates to vary tremendously with the size 
of the temperament octave. The test 
will work well at only one particular 
octave size, which may well be different 
from the one we have chosen. For this 
reason, this test is very unreliable in a 
smaller piano. 

Let’s examine the relative rates 
of beat rate change among the same 
four temperament intervals we exam- 
ined earlier, those whose coincident 
partials lie at neighboring levels in the 
harmonic series-the 3:2 fifth 4:3 
fourth, 54 major third, and 65 minor 
third. Two factors influence their rate 
of change as the octave size changes. 
One, as we saw earlier, is that the larger 
the interval, the more it will widen or 
narrow as the octave widens. For 
example, widening the temperament 
octave will widen the fundamentals of a 
fifth, seven semitones wide, more than 
it will widen the Iiandamentals of a 
minor third. However, the beat rates 
of the smaller intervals are more 

sensitive to changingwidth because 
their coincident partials are farther 
apart, being higher in the harmonic 
series. These two factors tend to cancel 
each other out as the octave changes 
size, resulting in similar rates of change 
for all four of these intervals. Of 
course, the 3:2 fifth and the minor 
third, being narrow, will change in the 
opposite direction from the fourth and 
major third. 

The two remaining intervals, 
the 53 major sixth and the 6:4 fifth, 
change speed at about double the rate 
of the other four intervals. Both 
intervals’ partials are high in the 
harmonic series, both have a gap of 
one partial between their coincident 
pa&&, and both are relatively large. 
Al three fhctors make their beat rates 
very sensitive to changes in octave size. 

This sensitivity makes intuitive 
sense in terms of basic temperament 
tests. Consider the 6:4 Iifth test, which 
determines the width of the 6:4 fifth by 
comparing the minor third above the 
lower note to the major third below the 
upper note. As the octave changes, we 
know that the speeds of these two test 
intervals will change at about the same 
rate; but they change in opposite 
directions, because the minor third 
slows as the major third speeds up. We 
would expect, therefore, the beat rate 
of the 64 fifth to change at about 
double the rate of its component 
intervals as the octave size changes. 

Similarly, the 4:3 fourth test 
determines the size of a fourth by 
comparing the speed of the major 
third below the lower note to the major 
sixth below the upper note. Because 
a.ll these intervals are wide, and be- 
cause as the size of the octave 
changes, we know that the beat rates of 
both the major third and the fourth 
change about the same amount, and so 
we would expect the sixth to change at 
about double that rate. 

W&h lead us to- 



the major and xninor tb.ir& will change 
at about the same rate; the speeds of 
the major sixth amA the 6:4 fifth. will 
change at about twke that r&e. 

In the light of this rule, let’s 
examine the other dominant 
seventh test, the third inversion. This 
test states that a major sixth should 
beat at about the same rats as the 
major third whose lower note is a 
whole step above the lower note of the 
sixth--for example, F.%D4 should beat 
at the same rate as 63-B3. Since the 
beat rate of the major sixth cbauges at 
twice the rate of the major third, the 
ratio of the two beats will alter with the 
size of the temperament octave, 
ma&rag this dominant seventh test 
quite unreliable in pianos with higb 
inharmonic&y. 

The Pact that the beat rates of 
all the temperament intervals and 
their ratios depend on the size of the 
temperament octave gives us an 
excellent reason, when tuning aurally, 
to use a temperament sequence that 
begins with the setting of the octave 
size. The octave is the only pure 
interval in the temperament, and 
therefore its tuning is crucialP espe- a 
cially in an environment of high 
inbarmonicity. The number of beats 
per second in the other intervals is of 
much less consequence, as long as 
they are consistent. Octave size should 
therefore be the primary consider- 
ation, and octave size will determines 
the beat rates of the other intervals. 
Conversely, a specific beat rate for any 
interval other than the octave implies a 
particular octave size, and so if one 
begins a temperament sequence by 
tuning any interval other than the 
octave, one has effectively chosen the 
octave size by d&ult. That octave size 
may not prove to be the best choice for 
that tuning. 

In a large piano, temperament 
octave size is usually not mucb of 
an issue; secondary inharmonicity is 
low enough that the octave has a 
relatively narrow range of acceptability. 
In a small piano, no octave size may 
sound much better than the others, 

and so we have wide range of octave 
sizes to choose from. This freedom of 
choice can be turned to our advantage. 
The fact that a narrower octave will 
result in a narrower fifths, which can 
be noisy when inharmonicity is high is 
a major consideration in choosing 
octave size, but there are others. Taste 
is one; perhaps a certain octave size 
just sounds better. However, there 
is often not much to choose among a 
noisy 4:2 octave, a noisy 63 octave, and 
noisy octaves that split the difference. 
In that case, other factors can come 
into play. Perhaps the piano is often 
played in unison with a synthesizer; 
then a narrow temperament octave, 
which will result in tighter bass and 
treble octaves, might be a good choice. 
Perhaps the pianist likes well-stretched 
octaves; then a wider temperament 
octave might be appropriate. 

In a home situation, a solid 
tuning that lasts may call for a choice 
of octave size that takes into consider- 
ation other factors, such as the antici- 
pated motion of the tuning due to 
humidity changes, or the anticipated 
time of the next service. Ifit’s the 
beginning of the heating season, and 
the tuner has a sense that the tempera- 
ment octave will widen as the piano 
dries out, he or she may decide that a 
narrow temperament octave, along 
with strategically chosen treble and 
bass octave sizes, will give that tuning 
some extra room to drift in the antici- 
pated direction before it starts to 
sound noticeably out of tune. 

I don’t recommend any 
particular strategy for choosing an 
octave size. My point is simply Lhat the 
inherent impossibility of tuning a pure 
temperament octave cm a small piano 
can be an advantage. It makes avail- 
able a range of temperament octave 
sizes for us to choose from, leading to a 
greater flexibility and creativity in the 
process of coming up titb the best 
tuning for a given situation. But to 
take advantage of that flexibility we 
need to have the ability to tune a 
temperament equaIly well at a 
v;u-iety of different octave sizes. 

inharmonic tempera- 
ments using an imagi- 
nary piano in which 
inharmonicity is constant 
throughout the tempera- 
ment. 

Next month we’ll take a 
look at what happens 
when, as in real pianos, 
inharmonicity changes 
within the temperament. 

So f&r we’ve been exploring 
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A whib ago we began a 
series called “I Hate My Piano and 
What Can d.Do About It?” You 
may recall that three characters 
entered into the scenario: Emma 
Schwa&z the piano owns, the 
grand piano she used to love but 
now hates, and th& piano techni- 
cian who e-valuated the instrum& 
and four& it lacking i.n every way 
that Emma had indicated. where 
thme was once an t?vm and 
resfionsive action along with a full 
and strong tone there now existed a 
jlabby action and thin, harsh tone. 
5% piano technician, after having 
ddemiwd that the soundboard, 
bridges, and bearing were okay, 
discovered the following reasons f&- 
deterioration. 

Bright attack, short decay. This is to be expected since the piano is out of tune, 
and the hammers, apart from being too hard or having packed in too hard, are 
suffering from noticeable string cuts. In addition, the string spacing is bad in 
sections, the strings are not seated or level, and the action and plate screw are 
loose. 

No (or very little) aftertouch, especially in the center of the keyboard. The 
regulation isn’t horrible, but it is uneven; the dip is too shallow and half the 
repetition springs are weak. The damper levers are knocking against the stop 
rail, the knuckles are squeaky, the keyfme knocks, there is lost motion and 
queaks in the soft and sustain pedals, the sostenuto is unreliblle, the sustain 
pedal lifti the dampers too high and damper lift is uneven. 

Whew. A lot to correct. But all these items are correctable and the 
instrument is worth the effort. 

Oh yes, there was a fourth character in the drama, FZ’T Richard Daven- 
port of Los Angeles, a high-level but down to earth technician who supplied us 
with a general Time EvahuAon breakdown of the work to be done. For hammer 
shaping, surfacing, squaring to strings, setting and leveling strings, and with a 
pitch raise and fine tunmg, the tone work will take about six hours. Add another 
ten hours for action tightening, cleaning, thorough regulations (including 
dampers and pedals), and another two hours for incidentals. 

Richard writes, “Although the job could be performed entirely in the 
home, spending a day at the shop (traveling and ahgning hammers and setting 
let-off) would allow me to spend only one f&l day at the customer’s. Before 
removing the action, I would also tighten the plate, seat and level the strings and 
raise pitch to A.40. With the action in the shop, parts are aligned and tight- 
ened, hammers shaped more efficiently, and cleaning more easily accomplished. 
The action is returned in a semi-regulated condition. ,Everything spent making 
the necessary damper, pedal and trapwork adjustments, sanding the keybed and 
cleaning the instrument. Final regulation, tuning and voicing would complete 
the day.” Thus the piano is “prepped.” 
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Repping, or preparing a 
piano, is usually understood in connec- 
tion with either concert prepping or 
dealer showroom floor prepping of 
new, incoming pianos. But considering 
the above wQrk and time outline 
presented, prepping can be an every- 
day procedure for those piano techni- 
cians who are dedicated to good work, 
have the knowledge and skills to 
perfmm the work along with efficient 
and organized tools and supplies, and, 
lastly, possess the personal tempera- 
ment to stay focused for hours at time 
on-site. For me, and many of my 
technician friends, this sort of piano 
work is chdlenging, enjoyable, builds 
reputations, and pays well for a day’s 
work. 

Now this series ran several 
articles (and, incidentally, concurrently 
with Dale Irwin’s and Bob Evan’s 
Evely&y Voicilzgseries) on tone and 
hammer work. We left it at that. But 
what about the rest of the work such as 
action regulation? Well, a step-by-step 
outline would be inappropriate and 
redundant here. There are many 
books and other source materials, such 
as offered by piano mamrfacturers, 
which supply all the info needed along 
with beautiful photos. A comfortable 
knowledge and experience level must 
be in place before a technician can 
consider prepping either on the stage, 
or showroom, or living room. NOW 

having said that, in order for a piano 
acti.on to be considered “‘preppable” it 
must basically be in wQrking order, not 
tiling apart or in need of wholesale 
repinning or replacement of parts. The 
action typically needs parts alignment, 
adjustment, and tweeking. And the 
experienced technician knows well 
ahead which aspects of these proce- 
dures are most important and which 
will affect the biggest change in the 
least amount of time. 

With this in mind, a Top Ten 
list of action regulations, what I call a 
high point. regulation, and not be 
confused with an all-out full-blown do- 
every-step routine, follows. Inspections, 
adjustments and corrections made to 

these items will always improve the 
performance Qf a piano action. 

l?irsG and don’t underestimate 
this! The alignment/travel of parts, 
especially hammers-to-strings and 
wippens-to-knuckles must be correct. 
Shanks shhould travel straight and 
parallel and hammers shotrId be 
vertical on their shanks. If not, u-avel 
shanks and burn-m hammers, align 

hammers to strings, then align wippens 
to knuckles. This is the foundation. 
You simply m-t do this first. Do this, 
then tighten all action screws and clean 
out action with brushes and vacuum 
cleaner. Experience has shown that on 
the typical prepjob these procedures 
take about 40 minutes Also, most of the 
parts already travel and align correctly. 
When the action is aligned, travelled 
and cleaned look to the following: 

1. Key level/height (reasonable) and glide bolts 
solid 

2. Dip within manufacturer’s or industry 
parameters 

3. Blow distance withiu parameters 
4. Jack position fore and aft (reasonable) 
5. Repetition springs working (remember, a solid 

hammer line depends on this as well) 
6. Escapement (let-off and drop - they’re a team) 
7. Aftertouch (relative TV items 1, 2, 3, 6) 
8. IIammer line, security based on jackwink 

relative to repetition spring strength 
9. Backchecking, even and reasQnably high 

important for good repetition 
10. Damper timing at one-half blQw distance 

If these items are attended to the a&ion will be 
noticeably improved. 

Yes, there are many other items 
found on the typical regulating list 
such as key spacing, and fmer jack 
adjustment and centering, and finer 
dip setting, etc. But, if not causing 
problems, these can wait until another 
tuning and service is set up. More on 
this later. 

Recent@ I was called out to 
service a six foot plus, 15year-old 
Bosendorfer grand. Over the years it 
had received some tuning but precious 
little else. After evaluating the instru- 
ment I estimated the time required to 
accomplish the above alignments and 
High Point regulations along with 

cleaning, tunings and voicings to be 
one full day. In actuality, and exclud- 
ing a lunch break, the job took nine 
hours. Now in practice, it should be 
remembered that the most demanding 
work of the day - fine tuning and 
needle voicing - comes at the end of 
the day when the aroma of dinner 
floats heavily in the air and certain 
customers get fidgety. Some techm- 
cians prefer to schedule an estimated 
eight or nine hour job in two visits in 
order fQr everyone to be fresh for 
tuning and voicing. 

Notice that this Bosendorfer 
grand required the IIigh l%int regula- 
tion only, and moderate action parts 
alignment. It also required pitch 
raising, belry and action cleaning, 
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string seating and lifting to strings. 
Fine tuning and needle voicing com- 
pleted the work. Nine hours of solid 
workwere spent on the job. Now note 
that of the Top Ten High Point items 
above the key level and height and dip 
were more or less close, requiring only 
a few touch ups. This is important to 
assess at the outset since serious key 
leveling and dip work will always rack 
up the hours! So remember to focus 
first and quickly on these items in your 
initial evaluation. The other high point 
items, e.g., numbers 3 through 10 are 
“screw turning’ or “wire bending” 
adjustments and go much faster than 
“punching work” Keep this in mind! 

A special note about glide 
bolts. Checking these at the same time 
that key level and dip are checked is 
the onlyway to go. Indeed, the glides, 
when properly seated on the keybed, 
serve as the foundation for key height, 
level, and dip. To check for glide 
seating place a screwdriver blade (from 
the top of the action which is in the 
piano) at the base of each glide bolt 
and tap with the palm of your hand. If 
you hear a knock, that glide bolt is not 
touching the hey bed. Turn it down 
until the knock is gone, but’ don’t 
overturn it such that it lifts the entire 
key&me, including the front rail, off 
the keybed. In fact, ifall the glides are 
found turned down too Ear, look for 
the front rail to be off the keybed and 
for the action to slightly rock front-to- 
back. In this case all the glides will have 
to be backed off until they do knock, 
and then, one by one, turned back 
down to stop the knocking. 

If in your initial evaluation of 
the piano you find serious glide bolt 
maladjustments, expect to increase 
you time on the job by at least two 
hours since correcting the glides will 
almost certainly mean a lot of punch- 
ing work will be required in leveling 
keys and setting dip. On the one hand, 
it happens at times that correct setting 
of glides might be happily accompa- 
nied by a corresponding correction 
made to a too-shallow dip and sagging 
key level. In any case, here, in punch- 
ing work related to key height, level, 
and dip, is where you lose much time, 
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or, said another way, where you must 
allow the time to accomplish. Iliad the 
Bosendorfer required this sort of work 
I would have had to allow two to three 
additional hours of work. That being 
so, the job would have been scheduled 
in two visits and charged accordingly. 

Again Daaa’t underestkate the 
time required for key work! “‘Punching 
work” with tweezers, straightedges, etc. 
goes much slower than screw turning 
work. 

Nothing has been said about 
the pedal system. Fortunately, the 
Bosendorfer required only a rod 
adjustment. But I knew that going in or 
I would have had to allow more time 

for possible minor repairs, or to locate 
elusive groans and squeaks. 

So, to sum up the Grne evalua- 
tion in general we can suggest this 
typical scenario. An 8-m-10 hour job, 
depending on your skills, tools, and 
efkiency levels would typically include 
finding the instrument in the following 
condition and correcting as outlined 
below: 

Tuning - needs pitch raise and at least one 
fine tuning. 

GeneraI Belly - plate tightening, seating 
and lifting strings, possibIe string spacing (a 
few). 

A~tiisn - High Point regulations only, NO 
serious key leveling or bedding work moder- 
ate parts alignment and spacing; screw 
tightening; lube knuckles; McLube keybed 
glide bolts and shift spring. 

Tsne - hammers need reshaping, surfacing, 
squaring to strings, and processed with 
needles, liquids, or both for a firm, strong 
but not harsh tone. 

Dmpers -A handful need re-timing or 
straightening out, maybe one or two is 
ringing but no serious problems here; the 
upstop rail usually needs adjusting down- 
ward. 

Pe&al~ - screw tightening, rod adjusting, 
and lubing only. 

CSx&ng/?vIisc. - soundboard, plate, tuning 
pins, cloths, etc., brushed and vacuumed; 
action vacuumed (especially hammer filings) 
and keybed cleaned out. 



A focused technician working 
mefhodically, efficiently, and with 
tools and supplies carefully laid out 
will accomplish the job in S to 10 
how, and without undue stress and 
fitigue. §uch experienced techniciaus 
will remember to make life easier on 
themselves by taking along personal 
items such as electric fans when the 
weather is hot, or electric heaters 
wheu cold. And they will remember 
flashlights and/or electric drop lights, 
action racks, and grand action dollies 
(such as offered by BadJanssen). 
Snacks and drinks may be included if 
kept away from the work. I always take 
along my shop apron - I can’t seem 
to work without my shop apron.. Well, 
you get the idea. 

Interested but sometimes 
nosey customers need to be politely 

informed that they, along with their 
cherished pets and precocious, darlmg 
children should allow you undisturbed 
quiet space or your concentration and 
focus will be lost. Occasional peering in 
along with the genuinely asked ques- 
tion by the paying custumer should be, 
if not outright encouraged, not coolly 
discouraged either. They have a right 
and an interest in knowing what you 
are doing. After ah, considering the 
usual jobs people have, our customers 
find what we do to be quite interesting, 
even magical and refreshing in an 
otherwise cynical era. 

Again considering the time 
estimation, any technical items falling 
outside of tb.e above typical scenario - 
for example, the odd string replace- 
ment and bass string twisting, or more 
involved key leveling or bedding, or 

repinnmg of action centers, or minor 
repairs to pedals or to keys and ivories 
or loose balance center holes, or loose 
bridge pins which need super-ghring - 
will defhritely push the job into a two- 
day (up to 18 hours) time frame. Avoid 
this lxap. Although only a suggestion 
based on my experience and that of 
others, the above typical scenario plus 
or minus an item or two amounts to a 
full one-day job. Anything else will 
push the job into another day or part 
of another day. Notice that in 
Richard’s time breakdowu for Emrua 
Schwartz’s piano much more time is 
factored in, up to ten hours alone on 
action regulations, which will have to 
include more involved work with key 
leveling, height and dip, and more 
attention paid to pedal work, the 
sostenuto in particular. 

Evahrate the job well! When callled in to assess 
the piano’s ills and what you propose to do about them 
use the above suggestions as a guideline. Develop a 
comprehensive checklist on all things which are right 
about the piano and ah things that need attention. If you 
approach this evaluation stage too lightly you will almost 
certainly lose mouey, or else cut the job short and 
disappoint yourself and your trusting customer. No 
referral for you. And don’t forget to charge for your 
ev&~ation time, or else add that time into the total work 
time and collect at the end of the job. 

As to our dear friend Emma, she and her piano 
actually exist. The piano was finally prepped in 16 hours. 
The action responded much better and more reliably> 
and the tone elicited more fiandamental and roundness, 
without that explosive and percussive attack which gave 
rise to a disappointiug> thin and non-singing tone. Emma 
loves her piano again. 

In the next installments we will 
provide a basic Evaluation Checkhst 
along with a suggested program for 
ongoing, not-just-tuning-only service. 
Finally, some ideas on cbargiug for 
these services will be discussed. Bye for 
now. 

October 1994 PTJ-41 



By B;aul Mollpoe 

his article is usuallywritten for 
the benefit of the beginning 
tuner. However, for this article 

T members also. 
smg m.&. I know of 

many members who are reluctant to 
raise pitch to standard 440 HZ for 
several reasons. One is, they know that 
using their present method the piano 
will need tuning in a few weeks instead 
of 4 to 6 months and their clients don’t 
want to pay for another tuning that 
soon. The method that follows is a 
remedy for that problem. 

Before beginning the details 
about raising pitch I want to give 
credit to Cea’rge Befebaugh who is 
responsible for the temperament that I 
have written in previous articles and for 
this method Iof raising pitch which has 
improved my speed and stability. 
George spent his time helping our 
profession become what it is today. 

This method of raising pitch 
wiU reduce your tuning time and build 
in stability so that when you complete 
the regular tuning process, de piauo 
will stay in trme for almost the same 
length of time as your standard tuning. 
In many of the pianos where I have 
raised the pitch l/2 step, the pitch and 
tuning has held for as long as two years 
without any tunings between times. In 
one case I returned to a fifty-year-old 
Shoninger upright two years after I had 
raised the pitch a l/2 step and there 
were three notes in the temperament 
that did not reqire auy change. I hope 
I have whetted your appetite enough to 
try it - you’ll like it. 

The first step is to make sure 
all the plate screws are tight. Next, 
ascertain how much A4 is below the 
standard 44:OHZ. This is a fact that 
must be determined as you must raise 
the pitch of A4 sharp (above 44OHZ) 

25% of the amount it is below pitch 
(33% for the Accutmer). For instance, 
if A4 is 8HZ below pitch, you must raise 
it to 2HZ above 440 or to 442. The 
pitch during the initial pitch raise will 
drop that amount. If you were to raise 
A4 just to 440, you will never get the 
piano to stay at 440, all other things 
being equal - i.e.: temperature and 
humidity. 

Why does this fact exist? 
Picture the soundboard and the 
bridge. When you increase the tension 
of the string the bridge twists and rolls 
due to the side bearing on the string 
caused by the staggered bridge pins. 
See Figure 1 for what it should look 
like and Figure 2 showing the rolling 
and twisting configumtion. The wood 
in a bridge has good memory and will 
do its best to return to its original 
position. This means that as the wood 
moves it changes the tension on the 
strings and the pitch will be unstable. 
This is the reason to overshoot 440HZ 
by 25%. As the wood moves itwill stop 
its movement at the desired tension 
keeping A4 at 440. 

Now that you have set A4 to the 
proper mrmber of beats sharp, tune A3 
to it and proceed to set a quick tem- 
perament as outlined in previous issues 
of theJoumQ;L Do not spend a lot of 
time setting the temperament. If you 
spend more than a couple of minutes 
the beat rates will change by them- 
selves so be as accurate as possible 
remember&g to spend a very short 
time iu setting the initial temperament, 

Proceed on to tuning octaves. I 
usually start the octave tuning starting 
with the first note above the tempera- 
ment and proceed through C8. If there 
are any plain wire strings between the 
temperament and the wouud strings, I 
tune those before proceeding. 

Figure I 

Figure 2 

When you start tuning M4, 
you will have to expand the octaves. I 
suggest you start with one beat per 
second on A@3-A#4 and keep on 
expanding the one bps so that when 
you arrive at C5 the interval of a 12th 
F3-C5 is expanded to at least a slow 
roll. At this point picture in your mind 
a graduated scale, increasing evenly iu 
beats per second through C8. 

Another test interval to use at 
C6 is the interval of a 19th, F3-66. It 
too should be explained. Be aware that 
this is true only in raising pitch. 
Expanding the 12th and 19th intervals 
does not apply to regular tuning. 

The next step in raising pitch 
is one of the most important. It is the 

42LOctober 1994 PTJ 



method of tuning unisons. If you will 
recall that in the article on unison 
tuning, I suggested you start at C8 on 
pin #l and proceed to the tenor-bass 
break on this pin, then return up the 
keyboard on pm #3. This method of 
tuning unisons is what build5 in 
stability. 

If you were to tune the unisons 
turning pins #1 & #3 instead ofjust #l, 
you will cause the bridge to roll and 
twist much more than if you turn only 
one pin at a time. The more movement 
in the bridge and soundboard, the less 
stability in your tuning. In effect, what 
you have accomplished by tuning the 
unisons in this manner is a more even 
distribution of tension causing less 
movement in the structure and as I 
iterated before, the less movement in 
the stpucture, the more stable your 
tuning. 

After quickly and accurately 
tuning the unisons in the treble and 
tenor sections, proceed to remute 
these sections and reset a quick 
temperament. With this accomplished, 
raise the pitch in the ba5s section. 
When you start on the octaves in this 
section they should be contracted to a 
slow roll, the opposite ofwhat you did 
in the tenor and treble octave tuning. 
The reasons are the same, however. 
This section will drop and should end 
up where you want them to be. 

When you arrive at F2, I 
suggest you start making the octaves 
pure at this point. This will assist you to 
do the final tuning expanding the bass 
octaves. This is the area also where you 
can start listening for the partial 
structures in the wound strings. It will 
tell you if you want to tune the octaves 
using the 2-1,42 or 6-3 combinations 
of the coincidental partials. Refer to 
previous articles on octave tuning in 
the Jo~~nul for information regarding 
the use of partial5 in octave tuning. 

A few important reminders. 
Before raising pitch make sure all plate 
screws are tight. If you fmd any that will 
not tighten, remove one at a time and 
repair the screw hole. Do NOT remove 
more than one at a time. There are 
many ways to accomplish this task; 
however, I find the fastest method is to 

insert an ice cream stick the length of 
the screw threads. The s edges on 
the stick help hold it in place better 
than a hammer shank. Another 
method is to repair with epoxy. If you 
have never used this method before, 
ask an experienced technician who ha5 
for details. If you do want to try it 
without asking fust, do a test in your 
shop on a piece ofscrap wood. Do not 
experiment on a client’s piano. You 
may cause yourself a fmancial head- 
ache later on if you do. 

On verticals check the pressure 
bar screws. They should be snug. If you 
have to turn any of them more than 10 
degrees. I suggest you repair the screw 
hole as Ijust described. 

Before raising the pitch check 
the tenor and bass bridges. If the 
bridge is checked or cracked next to 
the bridge pins, the piano most likely 
will not hold a tune no matter what you 
do short of bridge repair. 

AL&, check the bridge cap if it 
has one and make sure it is intact and 
not separated from the body of the 
bridge. 

Another item that will pre- 
clude good stability S the soundboard 
separating from the ribs. The tone 
production of course is usually reduced 
when this condition exists, but if the 
board is free to move unrestricted due 
to temperatures and humidity condi- 
tions, it will have a noticeable and 
undesirable effect on the tuning. 

The most important item to 
check is the pinblock. It is most 
difficult to know the pinblock condi- 
tion until you have actually started 
raising pitch. There is however, one 
way of being alerted to the pinblock 
condition and that is the state of the 
tuning before you start to mute the 
piano. If there are many unisons 
radically out of tune, you should check 
those tuning pins for their condition in 
the block. This is a good place to use 
your torque wrench if you have one. If 
you don’t have one, with a little 
experience you will know by the feel in 
your tuning hammer if the pinblock 
will stand a mise in pitch. 

Another clue that will also help 
learn the condition of the pinblock is 

when it can be seen, as in some old- 
style verticals. There are a few 
that have an exposed block, 
a well-known imported brand. Observe 
the condition of the wood around each 
of the ttming pins. These conditions 
are indicators of a poor pinblock. 

As usual you can write end- 

article will provide sufficient informa- 
tion to assist you to increase y0n.r 
tuning speed and stability. It’s a great 
feeling. 

A “TRe Emer” atiicb on 
page 42 of the A~~.5t~o~~~~~ the 
parag-ra$h at the to@ of the third 
column should have read: 

“In some pianos, the 
transition from plain string to 
wound string causes a hitch, as 
some technicians call it. In other 
words, you cannot have the beat 
rate5 of every interval you have 
tuned fit in with perfection. You 
will have to compromise; ie: as you 
progress down the keyboard the 
beat rate of the M3rds should slow 
down evenly. YQ~ may find that 
M3rd @3-B may have the same 
beat rate as GM-F3. This can 
happen not only with M3rds but 
with all of the other intervals such 
as the MGths, 4tis, 5ths, etc. 
However, I consider it unaccept- 
able to have the M3rd @3-l!J 
beating faster than GE&E.” 
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Here’s a method I’ve devised for quickly repairing 
a chipped ivory keytop using AGC (super glue) and a 
powdered filler. 

1. Make sure the keytop and front are secured to 
the key. Reglue if necessary. 

2. Clean the underside of the chipped area. Any dirt 
will be trapped and show up as a dark outline of the 
repair. 

3. Make a dam for the .A% with a piece of masking 
tape by folding the tape back on itself over a sharp 
tool, sticky side out, and placing the fold in the 
underside of the keytop/keyfrontjoint. Don’t worry 
about getting the tape sung into the comer. You want 
the ACG to form a fillet for reinforcement under the 
Iip. 

4. Make a pile of some sort ofwhite or off-white 
powder over the chip. Make sure there’s more than 
enough powder to fill the chip. I use talcum powder 
since it’s handy. Powdered ivories would be ideal, but 
I haven’t found a way to efficiently powder them up 
yet. 

5. Put the smallest drop possible of ACC, thin or 
medium viscosity, on the pile of powder. The tri& is 
to have tbe powder to AC6 ratio as high as possible 
for the most opaque repair. Too much ACC will 
result in a translucent repair. 

An alternative method for steps 4 and 5 is to place 
the powder on the keytop off to the rear of the chop, 
apply the ACG into the chipped area, and then push 
the powder into the KG with a swab or other device. 
Use whichever you like. 

6. §pray the pile with accelerator if you’re impatient 
like me. Don’t be alarmed if the whole mess turns 
yellow. The yellow will disappear in a few seconds. 

8. Remove the tape dam and finish off the repair with a 
file or sanding block with about 240 grit paper. When 
finishing the front it helps to have the key back in the 
keyframe with the other keys to keep the front straight 
and square. §mooth, but don’t remove the filIet of stuff 
on the underside of the overhang. That’s needed to 
reinforce the repair. 

9. If the repair is too translucent, darken it by applying 
some color to the bottom of the repair. If that still 
doesn’t make it dark enough, color the top, or remake 
the repair. 

‘7. Once the ACC has hardened, blow off the loose 
powder and trim the repair with a razor blade. 
Repeat steps 4, 5, and 6 if the chip isn’t completely 
fihed. 
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Last month, I put the focus on ( imeffective teacher outreach, there is . 
chapters and how we all e a chapter somewhere om . 
the collective strength of at has the soslutiom, or at : 
provide the best benefits for members . least a mew idea to try. 
and make the biggest impact in the e Of course, if you dsm’t know . 
industry. So, forgive me if I say it agaim * about that patiicular idea it won’t do . 
- chapters matter. : you any good. That’s where the : 

There is great diversity among . Chapter Services Committee (CSC) . 
PTG’s chapters. Consider that the e cam help. If the committee knows . 

st chapters are 10 times bigger ’ about your activities and creative * 
Eke smallest. That some chapters : sslutisms because you are csmmumi- ’ 

comprise a very small geographical . caking with us, we cam in turn get 1 
area while others take up a whole . these ideas into print for others to read . 
state. Some chapters meet vet-y c&em . about. There are some very easy * 
and others only a couple of times per : ways to apprise CSC of your activity. If : 
year. And consider aIso the local and , you publish a newsletter, make sure . 

I economics, politics and - that both your CSC ~epresemtativ~ . 
factors that make each ’ and I are om your mailimg list. If you * 

chapter unique. : are planning a publicity evemt, call : 
Is it any wonder, them, that , your C ep so that we have 

what works well for one chapter might . advance notice. Less time-sensitive . 
mot for another? Chapter bylaws or . imformatiom cam be included in a 
guidelines that! for example, define : periodic repot-t to the committee. : 
mew member requirements, chapter . Report did you say? Yes, the , 
dues, exam screening procedures, . committee has deliberated carefully ts . 
~Q~~emtatimg policies for guest * find the best chapter activity reporting . 
teekmicals, and meeting quorum, could : procedure. We used criteria like: keep : 
differ dramatically between two . it simple; make it convenient; avoid . 
neighboring chapters. e any unnecessary primtimg and a&minis- . 

My poimt here is, what a S trative work. Most importantly, give . 
tremendous resource we have in this : chapters a reason to participate. Here ’ 
diversity. No matter what kind of . is the reporting procedure we will be : 
~ro~~erns your chapter may emcoumter, e using this year: 
whether it be low meeting attemdamce, - 
depleted operating funds, motivating : RE T FORM - A convenient, one ’ 
Associate members to upgrade, or , rm will be sent on a qlaarterly : 

basis with a LeaderLetter. This form 
will ask for attendance, rmeetimg and 
activity imformatism for the previous 
three months. For example, the 
September LeaderLetter contained a 
form for the months of June, July and 
August. This is a ome-pat-l form which 
is sent only to your CSC Regional 
Rep. If any report imdicates a big 
project, technical series or other 
activity, you may get a f~sllow-Lap form 
Zo provide us with more details. And 
mow, the best part. This form is 
optional. 

NE IN-i-EWVIEW - If your 
ers, a chapter officer cam 

call your CSC Rep instead of using the 
report form. Your rep will conduct a 
brief interview to gather the same 
information amd it will be filed in the 
same way. 

FOLLBW-UP - If, after a reasonable 
period of time, your CSC Rep doesn’t 
hear from your chapter, s/he will follow 
up by calling your chapter presidemt 
and will attempt am interview at that 
time. 

~~L~~~~~ - The repstiimg year will 
ume 1st to May 31st. The 
quarters are June-July- 

August, September-Oetsber-NQvem- 
r-January-February, 

ork with us and give 
this mew system a try. A relatively 
small effort on your part might make a 
big difference for one of your fellow 
chapters. 

Please have a look at the box 
(pg 46) to see who your CSC Regional 
~e~~esemtat~ve is. Next month, I will 
talk about the recognition a 
system and newsletter awa mtest, 
as well as other chapter matters. 
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Nor%heas%: blew York, Rhode Island, 
Connecticut, Vermont, New Hampshire, 
Massachusetts, Maine, Plewfoundland 

Bill Ballard 
R.R. 3, Box 875 

Putney, VT 05346 
802-869-9107 

Mstiheas%: Pennsylvania, New Jersey, 
Delaware, Quebec, Ontario, Maritime 

Provinces 

Mary Zoshak 
7 Barbara Drive 

Malvern, PA 19355 
61 O-644-1 465 

Ssutheas%: Tennessee, Alabama, 
Mississ@pi, Floricia 

James Arledge 
4 050 Parkwood Terr. 
Nashville, TN 37220 

615-265-7818 

Sou%keas~: Georgia, North Carolina, 
South Carolina, Virginia, Matylanci, 

Washington, DC 

Lewis Spivey 
15 Rachel Drive 

Nashville, NC 27856 
919-937-4777 

Sou%h Cen%raI 

Bernard Mollberg 
512 E. St. Elmo Rd. #IO4 

Austin, TX 78745 
512-444-2210 

Cenlral Eaet 

Kim Fippen 
10 King Arthur Ct. 

Westerville, OH 43081 
614-890-2197 

David Brown 
1617 29th St. NE 

Cedar Rapids, IA 52402 
319-365-3742 

WesPern 

Pamella Consoli 
2528 Stonehill Ct. 

Claremont, CA 91711 
206-842-3721 

Jeannie Grassi 
9170 Ferncliff Ave. NE 

Bainbridge Island, WA 981 IO 
206-842-3721 

c%ober 6-9 
Okic3 state conf@reePlce 
Cleveland, Ohio 
Contact: Janet Leaty 
18817 Hilliard Blvd. 
Rocky River, Ohio 44116 
216-331-5605 

All seminars, conferences, 
conventions and events listed 
here are approved PTG activi- 
ties. 

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

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

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

elf&xv 8 
San Diego Annual One Day Seminar 
Marina Village Conference Center 
West Mission Bay, San Diego 
Contact Dan Litwin 
2701 Elyssee Street 
San Diego, CA 92123 
61 g-560-61 05 

Ocfsber 13-I 6 
New l%wk state Conference 
Sheraton Inn 
Syracuse, NY 
Contact: Paul Kupelian 
PO Box 162 
Constantia, NY 13044-0162 
315-623-9484 

Oc%ober 27-30 
Texas State ~~~~~i~~i~~ 
Sheraton Inn 
Wichita Falls, TX 
Contact: Dale Probst 
4447 Cunningham 
Wichita Falls, TX 76308 
817-691-3682 

c%c%ber 29 
Lehigh Vdey C3ne 
Lehigh Valley Chapter 
Holiday Inn 
Contact John Zeiner, Jr. 
830 Hanover Avenue 
Allentown, PA 18103 
61 O-437-1 887 

Nowember 3-6 
Abrth Cat-dim Regional Conference 
Radisson Hotel/High Point, tUC 
Contact: Evelyn Smith 
1041 S. Aycock Street 
Greensboro, NC 27403 
919-230-l 783 
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The Texas Music Teachers 
Association, 64 associations strong, 
held their annual convention in 
Houston at the J.W. Marriott Hotel 
and Convention Center, June 1 O-14, 
1994. The Houston Chapter of PTG 
was there in force demonstrating the 
desire of piano technicians to make 
the aims, goals and skills of PTG 
known ts music teachers, students 
and parents of students. involvement 
was ii-~ three capacities: manning an 
exhibit booth, awarding scholarship 
checks to three levels of winners and 
presenting a one hour seminar on 
piano technology. 

The exhibit booth was rather 
imposing on the major part of the 
exhibit area. Many who came into the 
exhibit area had their atiention drawn 
to the lighted sign of the RVP litera- 
ture display. It reads “Piano Techni- 
cians Guild” and has the new Pi 
logs on it. We had a TV and VCR, 
loaned by Martin Conroy, 8n which we 
played three videos continuously 
including the “Unseen Artist.” The 
other two videos were from the 
National Piano Foundation, obtained 
by Jack Wyatt of the Dallas Chapter 
and president of the TSA, PTG. Jack 
also provided the booth with over 200 
miniature pianos with red apples on 
top on which was printed, “‘To My 
Piano Teacher.” These were given to 
teachers in hourly drawings. Also for 
giveaway, to everyone who came to 
the booth and wanted one, flowers 
made on a IQQWI from yarn of assotied 
ccalors. These had been made by the 
Hduston PTGA over the past several 
years and included some made by the 
late Ruth Pollard. Both flowers and 
miniature pianos had a tag affixed by 
Beva Jean Wisenbaker, PTGA, 
reading “Compliments of PTGA or 

PTG” respectively. 
Saturday evening, scholarship 

checks were presented to three piano 
competition winners at the winners9 
concert: $75.80 to Jr. Hi 
Mayumi Tsujikami, $15 
school winner 
$%6.00 tQ CQi 
Wright. 

unday a~er~Q~~, Jim 
Geiger gave a good ~re~e~tat~~~ as 

he ~x~o~~~~d on partials, voicing and 
some on regulation as it relates to 
tonal quality. There was much aladi- 
ewe ~a~~~~~atio~. 

Overall, there was much more 
~a~i~i~ati~~ betw 
~o~ve~~~~~er~ and 
this year. The teas 

sistence we wiSS persevere 
~~der~tamd that they 
ether with the teacher 

and the technician to produce fine 
musicians. -MaHiD ~i~~~~~~~~ 

The Dallas and For& Worth 
Chapters toured the Baldwin Grand 
Factory in Conway, Arkansas, Friday 
July 12th. The Baldwin Factory 
representatives were gracious hosts 
and made the tour feel most welcome. 
Kent Webb and Barry Bradshaw were 
in charge of the tour. We split into two 
groups, Kent taking one and 
taking the other. They answered evey 

question that was asked and were 
very patient in trying tf3 keep the group 

8W ht7QVatiQi-iS th& 

Ii7 the afternoon a question 
and answer session was held and a 
general discbassion of service prob- 
lems were brought up. Then the graup 
was asked for suggestions as to how 
the factory c~bald improve their product 
or their service department. AH in all 

t the feeling that the 
together, so to 

y thank you. Kent 
rry, you are truly ~rofe~~o~a~~. 

-Jack wyaf% 

Dallas/R. Word-t Chapter members who attended the Baldwin Fadoy tour 
include: (b to R) Joe Tom Me onald, Richard Tilton, ill Powell, Jack Wyatt, 
Sue Speir, Leon Speir, Bob Lang, Larry Port , AI Heersink, Joel Swaffsrd, 
Doug Parsons, Karen Parsons and Ross W. 
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Where did today’s WPT exams : Because there was so much : from 2 to 2.5 and the midrancae 
come from? How did they evolve? ._ 

Here’s a brief histo 

The Piano Technicians Guild 
was created in 1956 when the Ameri- 
can Society of Piano Technicians and 
the National Association of Piano 
Tuners joined. Acceptance for mem- 
bership in PTG’s early years was 
contingent solely upon a recommen- 
dation from a PTG member. Exams 
were not defined nor regulated. 

Jim F’ierson recalls his PTG 
exam from the 1950s. We tuned a 
piano in a Seattle rebuilder’s shop. 
Jim’s tuning was observed by a few 
PTG members who also evaluated his 
tuning afterwards. He didn’t take any 
other exams. 

In the mid 196Os, Maurice 
Roseborough and his Iowa chapter 
developed an RTT (now RPT) exam, 
using a points system administered by 
a chapter committee. They evaluated 
three areas of the applicant’s skill: a 

. variation in acceptance procedures, 
* being an WTT was not as meaningful 
: as many members wished. Although 
. the number of members doubled from 
. the mid-60s to the mid-TO’s, overall 
’ RTT skill levels did not keep 
: protect PTG’s credibility among 
. members and the public, it became 
. important to create a better exam. In 
. 1977, PTG president Bon Morton 
’ asked Dr. Al Sanderson and Jim 
. Coleman Sr. to develop a universal 

tuning exam that would be objective, 
repeatable, and quantifiable. These 
two men created an exam based on 
aural and newly-available electronic 
methods, and field tested it for two 
years on more than 400 members. 

. They designed scoring criteria so 80% 

. of the RW membership could pass 

. with a score of 80. Ron Berry was 

. instrumental in writing the examiner’s 
: manual and creating the cadre of 
. examiners needed to implement the 
. new exam. 

In 1980 in Philadelphia, 
complete tuning, a bench test (now the : Council accepted this exam as the 
technical test), and an oral exam (now . official &ITT tuning exam. Those who 
the written test). . were already RTT members were 

But there remained great . “grandfathered” in; that is, they 
inconsistency in exam procedures : retained RTT membership without 
among chapfers. In some instances an . having to take the new exam. This 
applicant might tune only a few notes, . “grandfather” procedure has been 
then be awarded a passing grade . granted with all exam updates. 
based on reputation and personal : In 1986 at the Las Vegas 
connections. There are tales of tuning . ouncil session, the tuning exam 
exams given on old uprights with . underwent some major changes. The 
missing hammers that needed a pitch * responsibility to provide an accurate 
raise. Jim Coleman, Sr. recalls an : tuning fork was passed from the 
examinee failing the oral exam be- . examiners to the examinee. Scoring 
cause he couldn’t correctly spell . tolerances were tightened: the multi- 
“inharmonicity.” . plier for temperament was increased 

’ multiplier increased from 1 toI 5. The 
. test blow weight increased from 6 
. ounces to 8 ounces, and the time 
. allowed decreased from 2 hours to 1.5 
. hours. In 1989, passing score for the 
. aural portion of the electronic tuning 
, exam was increased from 70 to 80. 

These changes had the effect 
. of making the exam more difficult. This 
. was deliberate; years of accumulated 
: exam scores indicated the original 
. tolerances were too modest. The 

original scoring criteria (80% of the 
membership able to pass with a score 
of 80) were no longer stringent 
enough. One reason for this was the 
skill and competence of RTTs had 
risen, and the exam scoring standards 

. had to be raised to keep up with those 

. new levels of skill and knowledge. 
The technical test went 

. through a similar evolution. In the mid- 
: 1960s the old “bench test” was 
. replaced by two separate technical 
. exams, the Chicago version (created 
. in large part by Qtto Keyes) and the 
: LA version (created in large part by 
. Norm Neblett). Bill Spurlock was chair 
. of &TS’s technical test sub-committee 

7, and led the effort to reconcile 
o. In Qortland’in 1989, Council 

. voted to accept the unified version of 

. the technical exam we use today. 
Concurrently, the old oral 

: exam (which sometimes included 
. discussions of business practices) 
. evolved into our written exam. Qrigi- 
. nally created by Sid 
: modified and updated 
. as Danny Boone, Bill 
a Stebbins, and many others. Its most 
’ recent revision was in 1989. 
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Why have the exams received 
so much attention from so many 

le for so mamy years? Why have 
reds of PTG members worked 

hard and long to create the RPT 
exams, and why do hundreds of 
examiners every year volunteer their 
time to administer them? It’s because 
they all believe that the WPT exams 
are fundamental b 

Passing th exams can 
be- and should be - an ~~~~~a~~ 

t in a piano technician’s career. 
WPT exams are more than a 

one-time event; they’re also an 
ongoing symbol of identity and con- 
nectedness. 

We define ourselves as PTG 
members, either Associate or RPT. 
PTG defines itself, in large part, 
through the RPT exams. Without 
them, PTG might be just a frivolous 
fraternity, rudderless and stagnant. 

For PTG, the exams are the 
hub of the wheel and the center of the 
whirlpool. The RPT exams are: 
e an important goal for Associates to 
strive for 
* the benchmark for minimum stan- 

dads for professional competence 
e a public declaration that PTG is the 
leader in setting skmdards 
e a momentum blailder for lifelong 
learning 
* 8 tool for advancin 
ii-g of the state of th 
technolsgy 

ut let’s be realistic too. The 
RPT exams are neither the end of the 
road nor the top of the mountain. In 
practice and in desi n, fbe WPT exams 
are IlQt: 
a a PTG guarantee that every WPT will 
always perform WPT-level work 
a a test for concert-level tuning ability 
e an exa~~~a~i~~ of every single repair 
and rebuilding skill 
* an excuse to ignore the need $0 
continually improve our skills 
a a substitute for personal respmsibil- 
it y 

This brief history of the RPT 
exams should help us realize that our 
organization and our exams have 
undergone major changes in the very 
recent past. We’ve certainly changed 
mire in the past 13 years than in the 
first 23, and we’ve experienced majsr 
revisions to the exams as recently as 

4 years ago. 
Two statistics underline how 

new these changes are: about half of 
our RPfs have passed the 1984 (or 
later) tuning exam. And less than 20% 
have passed all three current exams. 
(This should engender some compas- 
sion for the growing pains recent 
Councils have grappled with.) 

PT exams - 
d written - have 

finally reached a point of development 
where we can expect them to remain 
(relatively) unchanged- for a while. 
But improvements in education and 

II undoubtedly foster 
rds in future RPTs, and 

we should expect the WPT exams to 
continue to evolve with them. 

kas always, send your com- 
ments and questions to the ETS 
committee via the Home OHice. 

KIRKS. ALFORB 752-DALLAS, TX 
805 LINWQOD CIRCLE 
~I~~lN~HA~, AL 35222 DAVID M. P0RRIl-T 454-~A~~N, OH 

1427 JUDY DRIVE 
LARRY S. MITCHELL PLANO, TX 75074 THOMAS M. RODBERG 
517 EQGECREST DRIVE 165 S. PELHAM DRIVE 
BIRMINGHAM, AL 35209 771.HCIISTCIN, TX KETTERING, 0H 45429 
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By Tat-Lam Hong, RPT 
Western Micbigaa Chapter 

In the September issue of the Journnl, we included coverage of 
the ‘1994 Convention and Technical Institute which was held this 
past July in Kansas City. This article concludes that coverage by 
taking a look at some of the many piano manufacturers who were 
represented there. 

his year’s PTG Convention in 
Kansas City, Missouri, offered 
me a chance to catch up with 

nical representatives of several 
major piano manufacturers I didn’t getto 
interview at the trade show of the Na- 
tional Association of Music Merchants. 
(See NAMA4 Show ‘94 in the May and 
June 1994 Piano Technicians Journal.) 
What these manufacturers are doing is 
an important part of the current piano 
scene. 

WIN 
I managed to 

get hold of Kent E. 
Webb, Baldwin’s 
Technical Service 
Manager, one day 
before he even had a 
chance to have his 
morning coffee, but he 
was gracious enough 
to take the time to 
show methechanges 
Baldwin is making in 
its pianos. According 
to Webb, confinuing 
quality improvement 
is the primary goal of 

e Baldwin Piano & 
rgan Company, the 

largest piano manu- 
facturer in the United 

While the 226 is normally avail- 
able only in cherry, theotherfive models 
come in either ebony or mahogany. 
“Consumers’ taste in furniture is chang- 
ing,” Webb said, “They now seem to 
prefer mahogany over walnut whenever 
they want a brown piano.” Wowever, 
Baldwin verticals are still available in 
walnut and oak. To make its pianos 
more appealingtoa wider-public, Baldwin 

ptions Program,“whereby, 
on special or- 
der, any pi- 
ano can be 
made avail- 
able in just 
about any 
type of wood 
or furniture 
style in either 
satin or high- 
gloss finish. 

Me- 
chanically, 
Baldwin’s 
Artist Series 
grands have 
undergone 
m a n y 
changes. 
For example, 
they all have 
adjustable 
pedal rods, a 

States. The flagship of the company is quick-detach key slip, and end blocks 
the Artist Series grands, which consists fastened by wing nuts. With the lift-up 
of five sizes in six models. These are the fallboard that has been in use for many 
models M (5’ 2”), W (5’ 8”), L (6’ Y), SF- years, a technician can now pull out the 
10 (7’ 0”), and SD-1 0 (9” 0”). The 5’ 8” adionforservice without using any tools. 
model R is also available in the French The front rail of the action now rides on 
Provincial style, called model 226. 

a series of studs in the 21-ply poplar 
keybed, which are accessible for adjust- 
ment through holes on the underside. 
These are similar to balance-rail studs 
mounted in reverse. They reduce fric- 
tion during shift when the left pedal is in 
use, andsimplifytheprocessof remedy- 
ing knocking key frames in dry weather. 
All these changes should make the 
technician’s life much easier. 

To improve the consistency and 
responsiveness of the action, the Artist 
Series grands now use thinner 
hammershanks, which reducetheweight 
and minimizethe needforexcessive key 
leads. The 7’ and 9’ grands use treble 
termination bars made of nickel-cad- 
mium, which are much more resistant to 
grooving, and provide bettertermination 
points for the strings. If the ringing front 
end (the segment between the termina- 
tion bar and the tuning pin) bothers the 
technician, it can be easily muted off 
during tuning and is not a problem. To 
improve their appearance, these pianos 
now have beveled edges on the lids. 

These grands also use large 
erman-made locking castors. To keep 

the pianos at the normal height, the legs 
are shortened accordingly. If these pi- 
anos need to go on dollies, special blocks 
areavailabletocompensatefortheshort- 
ened legs so the lyre won’t drag on the 
floor. For models M, R, and L, the legs 
still use the bolt-on T-Nut system. 

The changes also extend to the 
less visible parts of the pianos, such as 
the damper system. AtI Baldwin grands 
now have individualdamper-adjustment 
capstans. The neoprenesostenuto tabs 
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have been replaced by the traditional 
wooden ones covered in red bushing 
cloth. “‘There’s nothing wrong with the 
neoprene tabs,” said Webb, “but some 
customers get turned off by synthetic 
materials. So, this change is to give the 
damper system not just quality, 
appearance of it, too” 

The 7’ and 9’ grands both use 
the Renner action, while the smaller 
models have the Baldwin action, but all 
of them use Baldwin hammers made of 
felt from Baldwin’s own felt-rnanufactur- 
ing department. All Baldwin keyboards 
are made at Baldwin’s own Pratt-Win 
plant in Juarez, Mexico. ‘when we 
make most of our own parts, we have 
maximum quality control over our prod- 
ucts,” said Webb. 

To inspire consumer confi- 
dence, every customer who buys an 
Artist Series grand gets a video tape of 
the factory tour, showing the meticulous 
care with which his piano was built, and 
a Baldwin Quality Assurance Pledge 
and a Certificate of Excellence, which is 
signed by Dick Harrison, Baldwin’s chief 
executive officer and president. The two 
certificates are printed in blackand 
complete with Baldwin’s ‘“Handcrafted in 
America” seal, and held in a red 
leatherette folder with a gold tassel 
around it. This very impressive folder 
looks more like a degree from a presti- 
gious university than a run-of-the-mill 
warranty card. It looks like something an 
Artist Series owner would be proud to 
display on his piano. When the com- 
pany president personally guarantees 
his product, it can’t fail to generate cus- 
tomer confidence and satisfaction. It 
seems Baldwin has made a brilliant 
marketing move here. 

Besides the Artist Series, 
Baldwin also has two other lines of 
grands. The Classic Series consists of 
two models: Bl (4’ 10”) and e (5’ 7”). 
They have the same action parts as the 
Artist Series, but theirtwo-piece rim con- 
struction greatly simplifies the manufac- 
turing process. The key word here is 
affordability, as these pianos cost sub- 
stantially less than those in the Artist 
Series. Although the older B1 had a 
reputation for tuning instability, Baldwin 
believes the problem was taken care of 
when it switched from using the Accu- 
Set hitch pins to the Accu-Just hitch 

pins. 
For customers who prefer their 

grands in polyester finish, there’s the D. 
l-4. Baldwin series, which is made by 
Samick of South Korea for Baldwin. 
There are three models in this series: 
theCl42 (4’7”), Cl.52 (5’ l”),andCl72 
(5’ 8”). 

aldwin also makes five sizes 
of vertical pianos: 36”, 40”, 42-l/2”, 45”, 
and 52”. The 36” is the spinet, and 
Baldwin and Wurlitzer (which is also 
owned by Baldwin) are the only two 
ma~ufa~turersofs~~nets today. The52 
(model 6000) is the Concert Vertical, 
which incorporate 
features used in th 

The 45” 
course, the famous ““Hamilton” (after 
company founder Dwight Hamilton 
Baldwin’s middle name), with which most 
techniciansareveryfamiliar. Withstring 
lengths and soundboard area equiva- 
lent to those found in a typical 5’ 8” 
grand, a full-blow action, solid spruce 
soundboard, and 19-ply pinblock, this 
piano has a well-deserved reputation for 
toughness and durability, and is favored 
by public schools and universities, where 
pianos often get unbelievable use and 
abuse. It’s probably not an exaggera- 
tion to call the Hamilton the ‘workhorse 
of the piano industry.” “‘Some Hamiltons 
are 30 or 40 years old or older, and may 
lQQk like hell,” said Webb, ‘“but they still 
perform. It’s not only the best-selling 
model for Baldwin; it’s the bestselling 
model in the entire history of the 
WithQUt the Hamilton, Baldwin WQUICB 
have been a much smaller company. 
Although the Hamilton has never been 
known for its looks, this has changed, 
too. Now there’s the Hamilton Designer 
Series, and this piano is available in 
mahogany, cherry and oak in attractive 
styles for the home. 

Currently, Baldwin’sannual pro- 
duction is 20,000 pianos, 3,500 of which 
are grands. Of these, about 50 are the 
SD-1 0 concert grands. Its 1,500 em- 
ployees are spread out at several loca- 
tions, determined by function: the office 
headquarters is in Loveland, Ohio. The 
Conway, Arkansas, plant makes the 
Artist Series grands; the Trumann, Ar- 
kansas, plant makes the Classic Series 
grands; the Greenwood, Mississippi, 
plant makes verticals and does general 

woodworking; the Juarez, Mexico, plant 
makes actions and keyboards; the 
Fayetteville, Arkansas~ plant houses the 
electronics division; and a warehouse 
for finished parts and raw materials is in 
El Paso, Texas. Each site was chosen 
fsr the iOcality’§ ava~lab~l~~ of duality 
labor and materials. 

dealers throughput the United States 
and Canada, Baldwin has a network in 
place to serve its North American cus- 
tomersjust about everywhere. The many 
changes Baldwin is making are a sign 
that the company is future-urinated and 
on the move, and not incidentally, keenly 
awareofthefa~tthat thetechnician isan 
important link between the manufac- 
turer and the customer. “Altho 

to watch the consumer trends closely to 
face the future.” 

nist Martha Argerich performs on a 
awai, which is the official piano of the 
spen Music Festival and the Sam Fran- 

cisco Bpera. It’s also used at numerous 
international piano competitions, such 
as the Frederic Chopin 1~ 
(Warsaw, Poland), theAtiI3Ur 
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Portugal), the Gina Bachaver /nf&m- 
fiona/(§alt Bake City, Utah), the Geo~ges 
Enesco Meemational (Bucharest, Ro- 
mania), and other international competi- 
tions such as those held in Wamamatsu 
and Tokyo (Japan), Sydney (Australia), 
Dublin (Ireland), Cologne and Munich 

ermany), Santander (Spain), Taipei 
(Taiwan), and others. 

The winner of the 1993 Van 
Cliburn In fernatkmal Piano CompeGfion 
(Fort Worth, Texas) won his gold medal 
performing on a Kawai, and so did both 
of the two top prize winners at the 1994 
lnfernaiional Tchaikovsky Compeiition 
(Moscow, Russia). In fact, Kawai was 
chosen by finalists in 15 of the world’s 
most prestigious piano competitions, and 
in six of these, the first-prize winners 
won on a Kawai. It should be pointed out 
that, at these high-stakes international 
competitions, the contestants are free to 
choose from a large number of concert 
grands of various makes for their perfor- 
mances, since their careers and reputa- 
tions (and those of the piano manufac- 
turers, too) are on the line. While many 
concert pianists prefer the Steinway, 
Bdsendorfer, Yamaha, and others, the 
fact remains that it can’t be a coinci- 
dence when so many prime-winners 
picked Kawai. 

The company has to be doing 
something right, and over lunch one 
day, I asked Ray Chandler, Kawai’s Pi- 
ano Technical Support Division man- 
ager, about this. His response was 
surprisingly straightforward: These 9’ ‘I ” 
Kawais (model EX) used at the compe- 
titions (and elsewhere) are all hand- 
made pianos. Strictly speaking, all pi- 
anos are hand-made to some degree, 
since no machine can do everything, but 
Kawai’s hand-made pianos are built by 
an elite crew of about 20 master techni- 
cians, who work in a special area at 
Kawai’s grand factory-totally separate 
from the regular production-lines. Not 
only arethesespecial pianos hand-made 
to a much greater degree than the pro- 
duction-line Kawais, each piano, once 
past the initial stages of manufacturing 
(rim-making, soundboard installation, 
pinblock-fitting, etc.), is built by one 
master technician only, not by a team. 
This master technician is in total control 
of the pjano he’s building, and does 
everything the way he feels needs to be 
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done. When his piano is completed, he 
signs his name on the end key, and 
acceptstotal responsibility for itsquality. 

These mastertechnicians range 
in age from 35 to the early 70s. All of 
them are long-time Kawai employees, 
many of whom have been working for 
Kawai since they were 18. the time 
they are selected to join thi ite crew, 
all have had years of piano-building ex- 
perience behind them, and each one is 
allowed to do his own thing because the 
company has total confidence in his 
ability, judgment, integrity, and charac- 
ter. And they all work behind closed 
doors in a department separate from the 
rest of the factory. Somehow, I get the 
feeling that Kawai is a bit e about 
this department. When t 
tour visited Kawai in 1989, we walked 
past a set of closed (and windowless) 
doors next to the research department. 
At the time, I assumed those were just 
privateoffices, and neversuspectedthat 
this special crew was working 
the other side of those doors. 
guide never said a word about it as 
though this department didn’t exist. 
that could be because it’s off-limit 
visitors, especially since our group in- 
cluded employees from Kawai’s com- 
petitors. 

Unlike the production-line 
Kawais, every EX is different as it re- 
flects the personality of its builder. Ray 
Chandler told me an interesting story 
about a particular EX he once came 
across. Although not especially power- 
ful, this piano had a sweet tone and an 
action that’s incredibly responsive, even, 
andfast. Hebecamecuriousand wanted 
to know who made it, and found the 

” on the end key. As it 
andler knows Mr. 
s a polite, soft-spoken 

gentleman in his early 70s with a mild 
demeanor, and an incredibly knowledge- 
able and efficient craftsman. “Wis piano 
is just like him,” Chandler said. It’s 
probably the difference in the pianos’ 
personalities that appeals to the concert 
pianist, sincechancesare goodthat he’ll 
find the Kawai that matches his own 
musical taste. Now, there’s n a hand- 
made Kawai grand (model , 6’ 5”) in 
Chopin’s birth house in Eelazowa Wola, 
Poland. Even if you’re not familiar with 
the hand-made models, there’s an easy 

way to tell them apart from the produc- 
tion-line ais: by the price. The hand- 
made v n costs as much as 50% 
more than the regular Kawai of compa- 
rable size. 

The most exciting new product 
from Kawai’s regular line is surely the 
“‘Anytime Piano” (model AT-l 70). As its 
name suggests, this piano can be played 
any time, day or night. There’s no need 
to be concerned with waking up the 
family or neighbors, if the pianist chooses 
to practice at 300 a.m. This 49” vertical 
with a built-in digital keyboard is really 
two pianos in one. Unlike typical elec- 
tronic keyboards where the keys are 
spring-operated, the electronic piano in 
the AT-170 functions off the acoustic 
piano, with the same touch and feel. 
With the electronicson, the catchers are 
stopped by a special rail mounted under 
the hammer rest rail, so the hammers 
are stopped about 10 mm from the 
strings. In this mode, the pianist listens 
to the sound of a Kawai concert grand 
through the headphones. The pitch is 
adjustable between plus and minus 50 
cents of A-440 Hz., and he can choose 
the reverb for a room, a stage, or a large 
concert hall, and the tone quality of an 
acoustic piano, harpsichord, or vibra- 
phone. Through the external jacks, the 
piano could be wired to MIDI, recording 
devices, speakers, etc. It’sa trulyve 
tile instrument and an electronic marvel. 

All Kawai grands are still made 
in Japan, but some of its verticals are 
now made in Kawai’s factory in 
Lincolnton, North Carolina, about 30 
miles northwest of Charlotte. They’re 
essentially the same verticals as those 
made in Kawai’s Hamamatsu plant, as 
they use the same actions, keyboards, 

etc., imported from Japan. 
em in the United States makes 

nos more price-competitive for 
the North American market. 

SomeoftheseAmerican 
are even exporledto Japan, sine 
consumers there refer the more 
rounded and less “boxy” contours of the 
American models. A very interesting 
thing happens here: After paying two 
rounds of import duties (first as compo- 
nentsimportedfromJapan,thenascom- 
pleted pianos imported from the LJS.) 
and two rounds of shipping costs, these 
pianos made with cheap American labor 



(I) are still competitive in price on the 
Japanese market with the totally Japa- 
nese-made Kawais. Talkabout the intri- 
cacies of international commerce! 

IMAS ~~M~~~ 
Since 1854 when Henry Mason 

and Emmons Hamlin joined talents and 
founded their piano company, Mason & 
Hamlin has had more than its share of 
ups and downs. It once made pianos of 
such superior quality that virtuos 
nists like Sergei Rachmaninoff, 
Gabrilowitsch, and Harold Bauer regu- 
larly performed on them. Since then, the 
company had gone out of business, 
moved, and changed owners several 
times, and the details of its history are 
too convoluted to go into here. (Some- 
one should write a book about it.) 

In June, 1989, the Seattle entre- 
preneur Bernard Greerbought what was 
left of the Mason & Hamlin Piano Com- 
pany, and hired Lloyd Meyer, a former 
Steinway & Sons president, as its chief 
executive officer to rebuild the company 
and restore this great piano to its former 
glory. At this year’s PTG Convention 
Exhibit Hall, Ifinallycaught upwith Meyer 
and Paul Monaehino for a rather hurried 
interview. Monachino is perhaps the 
longest-serving Mason 8s Hamlin em- 
ployee still around,* and he has gone 
through many of the changes with the 
company since “way, way back.” 

The Mason & Hamlin Piano 
Company is now located in a former 
shoe factory in Haverhill, Massachu- 
setts, about 35 miles north of downtown 

Boston. Including the 
basement, the six- 
story building has a 
total area of 70,000 
square feet. ason 
& Hamlin also owns 
Sohmerand Palcone. 
It recently closed 
Sohmer’s factory in 
Elysburg, Pennsylva- 
nia, and moved its 
vertical piano opera- 
tion to Haverhill. 
(Sohmer grands are 
currently not in pro- 

duction) Due to slow demand, produc- 
tion of Palcone pianos has also stopped. 
Instead, the company is focusing its 
energy on rebuilding the Mason & Hamlin 
line. 

To restart Mason Pu Hamlin pro- 
duction in Haverhill, the first thing the 
new management did was to go back 
and meticulously document the specifi- 
cations of the original model “AT’ (5’ 8-I/ 
2”) and “BB” (7’ 0”) grands. This in- 
volved studying the original blueprints, 
manufacturing jigs and templates, and 
old pianos made in Mason & Hamlin’s 
heyday. Working with a sophisticated 
computer-aided-design system, a team 
headed by Allen Harrah recreated draw- 
ings and specifications for each of the 
pianos’ 12,000-plus parts. ‘There was 
never a question that, intrinsically, the 
Mason Hamlin was a superb piano 
scale,” tvleyer said. “Our challenge was 
to make sure that we were working from 
the right scaledrawings and that we had 
everything documented, so we could 
manufacture consistently.” 

The new Mason & Hamlin 
grands now use all-maple rim, 
Adirondack white spruce soundboard, 
Vermont hardrock maple bridges, %ply 
maple pinblocks, Kluge keyboards, and 
Penner actions made to Mason & 
Hamlin’s specifications. The original 
Tension Resonator (commonly known 
as the “spider”) is still there. To ensure 
proper downbearing, the plate, 
soundboard, and bridges are all hand- 
fitted. By paying a higher-than-prevail- 
ing wage scale, the company has been 

able to attract and ho 
labor force. “To build 

eyer said. “And we 

Bueto their extra-thiekall-ma 
rim construction, Mason &Hamlin grands 
are the heaviest pianos in the industry 
for their respective sizes. The 9’ grand, 
for example, is even heavier than many 
9’ concert grands of other makes. Their 
weight provides a solid foundation for 
tone production. The new computer- 
guided machinery has also made high- 
precision work possible. For instance, 
the hitch pin holes in the plates are now 
so accurately drilled that the aliquots not 
only properly set the string bearings, 
they also make the duplex scale per- 
fectly in tune with the strings’ speaking 
lengths. Gone are the old-style wippe 
which had repetition leversprings hook 
onto the nylon loops. In their place are 
the specially designed Penner wippens 
with “‘butterfly” springs, which are easily 
adjusted through the noise-free teflon 
spring-tensioning screws. Then, there 
are the new hammers. 

The Mason & Hamlin grands all 
have Penner’s Premium Blue Label ham- 
mers with mahogany moldings, and lac- 
quer is not used at all. Meyer said these 
hammers are so superior that all the 
desired qualities in good tone (power, 
projection, brilliance, clarity, evenness, 
warmth, etc.) are already b&into them, 
and no lacquer is needed. Besides, 
lacquer solidifies the wool fibres and 
deadensthe tone. All that the technician 
needs to do with these hammers is to 
bring out these qualities in the right pro- 
portions through skillful voicing. This 
concept is rather like the old Zenith tele- 
vision ad that claims its quality was ‘“built- 
in, not added-on.” And Lloyd Meyer 
means business: Any Mason 2% l-lamlin 
employee caught lacquering hammers 
is fired on the spot. 

Meyer said it takes an enor- 
mousamount of time, energy, and money 
to authenticate a piano scale so it’s 
possible to build it right. Sofar, there are 

Hamlin models in 
, and model 5Q (the 

e current annual pro- 
duction is about 250 
verticals. As soon as resources permit, 
the next Mason & Hamlin to reappear 
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will be the long-awaited model CC-2,the 
9’ concert grand. After that will come the 
AA (6’ 3” grand), which was last built in 
1963. 

These ambitious plans ought to 
keep the Mason & l-lamlin factory and its 
60 dealers in the United 
busy. Now, what about ske 
say that today’s Mason & l-tamlins are 
not built like the old ones? Meyer’s 
response is plain and simple: “Yes, 
they’re right. Today’s Mason & Hamlins 
are built better.” 

Y GCH 
Donald E. Mannino, Young 

Chang’s National Service Manager for 
Acoustic Pianos, also shared with me 
someofthethingsthis Korean manufac- 
turer is doing. Ever since Young Chang 
bought a lumber mill in Tacoma, Wash- 
ington, in 1993, much of the wood it uses 
(mostly maple, spruce, oak, cherry, and 
walnut) is now air-dried, milled, and kiln- 
dried there before being shipped to Ko- 
rea for piano-making. (Thus, when the 
finished pianos are exported to the U.S., 
the wood in the pianos would be back in 
its native country. Some believe this 
contributes to stability.) 

All Young Chang grands and 
verticals now have the new type of IT- 
ply pinblock containing different variet- 
ies of maple. According to Mannino, 
these mixed-maple pinblocks make the 
drilling more consistent, and they also 
facilitate tuning. For case parts, the 
consoles use some MDF (medium-den- 
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sky fibreboard), but the grands use only 
laminated wood. For soundboards, 
Young Chang still stickstothe 12-grains- 
per-inch standard, and laminated boards 
are not used in any of its pianos. 

The company is experimenting 
with a lower-mass grand action, with the 
theory that when mass is reduced, rep- 
etition would speed up. If the theory 
proves correct, this should improve the 
control a pianist has over the action, and 
the piano could produce a brighter tone 
without excessively hard hammers. 

bike all piano manufacturers, 
Young Chang has to watch its produc- 
tion costs. Recently, it opened a plate 
foundry in Tientsin in northeastern China, 
which uses two 
different tech- 
niques for plate 
casting: stan- 
dard sand cast- 
ing for the Chi- 
nese market, 
and vacuum 
process for the 
U.S. market. 
The more ex- 
pensivevacuum 
process plates 
are smoother 
and less sub- 
ject to warpage, 
which would 
make the ac- 
tions fit better, 
too. Aso under 
construction in 

ina is a new Young @hang piano 
tory, which is expected to be ready by 

the end of 1995. When its pianos even- 
tually get up to standard, they will be 
exportedtothe U.S. Tostaycompetitive 
in this global market, Young Chang’s 
hope is to produce Korean-quality pi- 
anos with low-cost Chinese labor. 

Currently, Young Chang’s4,OOO 
employees turn out 120,000 pianos a 
year, about 24,000 of which are gran 
60% of these grands are for the 
market, and aresold under brand names 
like Young Chang, Weber, Wurlitzer, 
Nakamichi, and Cline. Young Chang’s 
1 Z-year warranty applies only to Young 
Chang pianos. The other brands are 
warrantied by their respective distribu- 
tors: Weber by Samsung America, 
Wurlitzer by Baldwin, etc. 

Since the Won (South Korean 
currency)fluctuateswiththedollar,prices 
for Young Chang pianos in the United 
States are not affected nearly as much 
as those for pianos made in other coun- 
tries. This gives Korean pianos an im- 
portant advantage over their competi- 
tors. 

Samick Music Corp. is a wholly- 
owned subsidiary of Samick Musical In- 
struments Mfg. Co. Ltd. of Inchon, South 
Korea. To learn more about this com- 

pany and its products, I 
had a good talk with Ri- 
chard l-l. Elrod, Samick’s 
Piano Technical Services 
manager, at the Conven- 
tion, and later by phone, 
with Robert J. Jones, 
Samick’s executive vice- 
president and general 
manager. I’m grateful to 
both gentlemen, who 
were forthcoming with 
answers to my many 
questions. 

Samickwasfounded by 
Hyo lck bee in 1958, who 
was also its president 
until his death in 1993. 
Now, his son, S. J. bee, 
has taken over the presi- 
dency, and the company 



continues in the same direction set forth 
by his father, that is, a company prima- 
rily devoted to the manufacturing of 
acoustic pianos. The senior Mr. bee 
was a very religious Christian, and ac- 
cording to Jones, he credited his 
ness success to Divine guidanc 
remember well the upper floor of his 
mainfactorythat was made into aehureh, 
complete with pews, hymn books, and 
Bibles, and decorated with crucifixes 
and pictures of Jesus. Samick’s em- 
ployees and their fam 
to worship and atten 
One doesn’t have to be a Christian to 
workat Samick, but, thanks to Mr. Lee’s 
religious fervor, the company does at- 
tract a sizeable number of employees 
who are Christians. This is also proof 
that religion and business can mix. 

Samick is a large corporation 
with its own components mill, action 

story, plate foundry, and rough mill in 
orea. Overseas, it owns a factory near 

Jakarta, Indonesia, which makes gui- 
tars, and has plans for piano production 
soon, and another one in Harbin, China, 
about 700 miles northeast of Beijing, 
which makes pianos and guitars mainly 
for the Chinese market. 

Samick Music Corp., the U.S. 
subsidiary, is located in City of Industry, 
California, about 23 miles east of down- 
town Los Angeles. Built in 1989, its 
85,000~square-foot facility houses the 
executive off ices, showroom, ware- 
house, and a piano factory, which is the 
only Korean piano factory in the United 
States. Samickstarted selling pianos in 
theUS. in 1976. Besides making Samick 

pianos, it now also makes pianos for 
other companies under names such as 
Altenburg, D. H. Baldwin, Hyundai, and 
Kohler & Campbell. With a total annual 
production of over 150,000 units, Samick 
is now the world’s largest piano maker. 

Unlike the situation with some 
manufacturers, business at Samick has 
been booming. According to Jones, 
Samick has been growing every year, 
and its U.S. market has doubled its size 
in the last six and half years. In fact, 
business has been so good that it can’t 
make parts fast enough to keep up with 
production demands, and has to buy 
some of them from Kimball and a few 
other companies. Today, about 700 or 
800 dealers in the U.S. carry pianos 
madebySamick,andsome30Oofthese, 
with about 600 outlets, sell the Samiek 
brand. 

Since Samick started working 
with Klaus Fenner, the well-known 
man scale designer, all its models 
been re-scaled. The grands now have a 
high-tension scale, a broader tail for 
larger soundboard a, and a solid 
sprucesoundboard s lized by veneers 
on both sides. Its seven sizes are: 4’ 7”, 
5’ 1 -l/2”, ES’ 7”, 6’ I”, 6’ V, 7’ 4”, and 9’. 
The three larger sizes use the Renner 
action, and the rest use a Wenner-type 
action made by Samick. 

Samick’s vertical line consists 
of five sizes: 42”‘, 43”, 46-I/2”, 4 
52”. For the Korean market, two addi- 
tional sizes are available: 41” and 50”. 
These verticals all feature the super- 
accelerated, Schwander direct- 
blow actions. Both grands ertieals 

use Royal ~eorgefeltfrom England, 21- 
ply Delignit pinblocks and RBslau music 
wire from Germany, Sitka spruce 
soundboards from Alaska, and nickel- 
plated, cut-thread tuning pins from da- 
pan. 

The wood used in Samick pi- 
anos is pre-seasoned outdoors for up to 
two years. It’s then kiln-dried down ts 

6% moisture content 
acturing process be- 

gins For maximum stability, the pianos 
for the U.S. market all undergo a special 
seasoning process. 

“Samick continues to strive for 
improved quality and productivity,” sa 
Jones. “We’re committed to the acoust 
piano market long-term, because digital 
and electronic pianos just can’t 
the subtle nuances for fine mu 
ing.” As evidence of this commitment, 
Samick will be introducing two brand- 
ne models (4’ 11” and 7’) at the 
19 Iv1 Show. 

I’m grateful to the representa- 
tives of these companies for taking the 
time to tell me about their pianos, espe- 
ciallysimcetheseinterviewsall took~la~e 

er rather difficult circumstances. To 
accommodate me, they had to contend 
with delayed coffee breaks, interru 
lunches, reschedul appointments, an 
sometimes, accompaniment of some- 
one~o~ndingona~~anotbreefeetaw~~. 
These companies seem to thinkthat the 
decline of the industry has hit bottom, 
and the situation is stabilized. Each in its 
own way is now poised for new growth. 
For our sake as well as theirs, let’s hope 
they’re right. 
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REGION 4 . 77l-HOUSTON,TX 917~POMONA VALLEY, CA 

O54-VERMONT 

JULlETB.PANTEL 
F". 0. BOX 8 
LYMENH 03768 
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6078SHERBROOKEQUEST 
MONTREAL,QC H4AlAl 
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DAVID P.MOORE 
1011 DEATONSTIREET 
JACKSONVILLETX 75766 

. NICHOLASTHOMPSON 
* 5030WlLSHIRE 
: BEAUMONT,TX 77703 

. 79%NORTHWESTTEXAS 

: MATTHEWG.MCLARTY 
. 31173lSTSTTWEET 
. LUBBOCK,TX 79410 

' 871-NEWMEXICO 
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. 2825SlERRAVlSTA 
: AL~U~U~~~UE,NM 87107 

REGION4 
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- PHILIP E. WOWE,SR. 
* 8735CAWROLLTONAVE. 
: INDIANAPOLIS,IN 46240 

. 601~CHICAGO,IL 

' JOSEPHM,GAUL 
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. MONEE,IL 60449 

REGION5 

. 553.TWIN CITIES,MN 

: ANBREAL.l%ARSTAD 
, 557LOCUSTSTWEETS. 
. PRESCOTT,WI 54021 

: THOMASL.HULTBERG 
. N4804- 1llOTHSTREET 
. PWESCOTT,WI 54021 . 

REGION6 

. 89%LASVEGAS,NV 

'1 DAVlDR.HARW 
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. BLUEDIAMOND,NV 89004 

THOMA~H~~~~~NAN 
924~ALl~O~NlAAVENU~ 
W.COVlNA,CA 91790 

921-SAN DIEGO,CA 

JERRYSALBRITTON 
3~5-~TAMA~~KAV~.,~~ 
CARL$BAD,CA 92008 

STANLEYBNEFF 
591WHlSPERlNG PINES DRIVE 
SCOTTSVALLEY,CA 95066 
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RlCHARDL.FALARDEAU 
543 RIDGEWOODBWIVE 
VACAVlLLE,CA 95688 
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JONATHANA.HlLL 
11013-168AAVENUE 
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CANADA 

DAVlDC.BURNETT 
2941NW35THSTWEET 
REDMONB,OW 97756 
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P.O.BOX522 
TRACYTON,WA 98393 

E-October 1994 PTJ 



0 How Should I Take Care Of My Piano? 
0 How Often Should My Piano Be 

Serviced? 
@ Special Care md Maintenance Of The 

Teaching Piano. 
50/$20,100/$35,500/$150 

Technical Bulletins: 
0 Pitch Raising 
@ Regulation 
@ Humidity Control 
@ Voicing 
0 Finish Care 
@ Rebuilding 
!?0/$22,100/$20, Fjoo/$f90 

0 N’G Tectiical Exam Source Book 
0 PTG Tuning Exam Source book 
t29 euch 

e Journal Binders 
2/$6.50,2/$12 
@ Membership Lapel Pin * 
$5.00 
0 Coffee Mug 
1/$4.00,4/$13.00,6/$22.00 
8 Pedestal Mug-10 Oz. clear 
&‘$5.00,4/$16.00,6/$22.00 

We have sample packets for $3,00 each. 
Da&et includes one each of the six technid 
mlleiins alla three brochures. RPTs my nlso 
nequest n sumpIe of eack of the six raider 
ZdS. 

To place your order for 
amy of these items 
call 816-753-7747 

R0f2itder cads m Busisze~ss cards 
also availablefrotn PTG 

ost 

he 
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Just as each 
piano is &ferent, every 

piano technician has his 

or her own ways of 

organizing l$e, wo& and 

business. In this depart- 

ment, we% take a look at 

a dzJ6erent aspect of the 
profession each month. 

Curious about how the 
other hay’ lives? I.. there 
something you think 
other members might be 
interested! in hearing 

about? Tips and sugges- 

tions will be gratefully 

accepted. Just send them 
to the Home Ofice and 
we’ll get on the beat! 

I Considering all the 
[ different mk§ that go into 
1 piano work, how do you 
1 organize a shop for maxi- 

I 
mum efficiency? For Dave 

I 
Vanderlip and Kathy Smith, 

I 
mobility is the key to Rexibil- 

I 
ity. In their Anaheim, CA, 
shop, virhaalelly everything, 

I from parts cabinets to a 
I hotbox to benches dedicated 
1 to action work, is on wheels. 
I According to 
I VanderIip, he and Smith 
1 started with one big advan- 

I 

tage, purchasing their 
Anaheim, CA, house from 

I 

another piano technician. 
The former owner, who 
specialized in player piano 

1 work, bad remodeled the 
I former garage into a piano 
1 workshop after closing his 
1 store, so the shop space 
I already existed. That part of 
I the structure is heavily 

I 
insulated, so noise is not a problem, 

, either for neighbors or people else- 
garage door. That’s where most of the 
final prep work takes place - keys, 

’ where in the house. 
I When 
1 you’re in tie shop, 
I you cm play until 
I late in the evening 
1 without bothering 
1 anyone. In tie back 
1 bedrooms of the 

i house, you can’t 

I 
I 

i 
I 
I 
I 
I 

f 
I 
I 

I 

I 

even hear it. As far 
as tools go, the 
router is the loudest. 
You can’t hear the 
tablesaw at all, 
because sound 
doesn’t seem to 
any very much. Of 
course, I try not to 
nm it late in the day 
anyway,” Vanderlip 
said. 

The shop 
space is divided into 
three sections. At the front is a 20’ by 
20’ foot space, with a double-wide 

dampers, voicing, etc. “We can ~LE.S it 
up at the front end 
and mess it up at the 
back,” he said. 

The middle 
section, which is 
approximately IO by 
10 feet, is mostly 
occupied by a perma- 
nent &foot by Jl-inch 
bench. “It’s an all- 
around utility bench,” 
Vanderlip said. “It’s 
where we do gluing, 
assembly and wood- 
working projects. 
Large clumsy items 
like plates and 
casework can be 
stored there as well. 

The back of 
the shop, which is 
approximately 11 by 

18 feet, has one unique feature - a 
one-car-wide garage door that opens 
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onto a patio in the back yard. “That 
way, if things get really messy, we cm 
just move them outside,” he said. And 
the pleasant Southern California. 
climate just makes it that much better, 
he added. 

Vanderlip and Smith have two 
workbenches on wheels so that tools 
can be taken to where the work is, 
rather lhan the other way around. It’s 
also helpful when other technicians 
work in the shop. Both have storage 
space underneath, and both are 
dedicated to specific tasks. One has 
letoff 1-a&s and other parts-alignment 
futures. The other has three portable 
tools: a cutoff saw, a coxnbination disk/ 
belt sander and a drill press. 

“‘On that bench, one side has 
four drawers for different, things we’re 
always grabbing - drill bits, router 
bits, sanding disks, and so on. On the 
other side, there are open shelves, so 
we can store a router table underneath 
audjust pull it out when we need it. 
We can keep a lot of portabIe tools 
tucked away, but still within easy 
reach.” Vanderlip said. 

I-Ie said the benches have 

worked fine for some 10 years, but now 
that he has refined things this far, be 
plans to make some changes. “Now I’m 
being a little more finicky. I want to 
change the benches that we use for 
action work. They’II be simi%ar to what 
we have now, but slightly lower. If you 
want to take the action apart? there’ll 
be space underneath for tie keyCame 
and other things you want to store.” 

There’s also a mobile partz 
cabinet wieh 30 8mal.I drawers. It’s 
mounted on a piano dolly? and the 
tablesaw and bandsaw both have 
mobile bases as well. There’s alss a big 
green metal cabinet that bousea alI the 
combustibles. It’s on wheels, too. 

“We just built a huge hotbox, 
because we’ve put in two or three 
soundboards. We don’t rnanuticture 
them ourselves, but we wanted to keep 
them at a constant humidity. The 
hotbox is on. wheels, too.” 

In the back of the shop is 
Vanderlip’s pride andjoy, a plate hoist 
he built himself on a mapIe base. Each 
of the hangers has ball-bearing wheds 
on four points. The hoist slides on a 10’ 
track. “It’s rated to hold 2,000 pounds,” 

he said. “It’s overkill for pianos - I 
could lift the whole piano if I[ wanted 
to. I can get a D plate out, move it to 
the side and set it down by the piano.” 

We all know there’s no such 
thing as a perfect shop, especitiy for 
the kind ofpeople who work in shops. 
There’s ahays something that can be 
improved or at least tinkered with But 
Dave Vanderlip and Kathy Smith have 
created an efficient shop environment 
that’s pleasant to use. That’s a tough 
combination to beat. 
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L. P&L COOK 
lhidtnt 

SlS’IVoltaireDrive ol’opanga, C&90290 
(818) 716’3171 

DEBBIE JOHNSON 
VirePdfd 

7908 joliet Avenue 0 Lubbocb TX 79423 
(806) 792.9712 

SHIRLEYERBSMKHL 
Bmding&w&y 

335 Chestnut Stteet @ Fcedouia, NY 14065 
(716) 6%-4530 

JUDY ROSK WHITE 
Co~e.jondirgSEu&y 

S. 8S14Lowes Creek Road 0 Fau Claire, WI 54701 
(715) 8343020 

SUE SPEIR 
T~OSzlrW 

7110 Fomey Road * Dallas, TX 75227 
(214) 381-0212 

PHYLLIS TRFMPER 
ImmdiabPathz&t 

413 Skagps Road 0 Motehead, KY 40351 
(606) 78?+1717 

JANELEES 
515 Poplar Avenue 

Webster Groves, MO 63119 

hL4RlON BAILEY 
Al&r, Oklahoma 
JULIE BERRY 

lndimjolis, Indiana 
DESSIE CHEATHAM 
Mcphmnn, Kansas 
WlARIONDAMON 
Mibmkee, Wcrwin 
lVAGEIK DEGE 

S. Pasadmu~ Gdifamia 
RUTHPOLlARD 

Hmton, TV.QJ 77018 
LUELLJ!NPR!XJlTI 
Indq!m&nc~ Missowi 
kfARI!2l~w2lNGs 

Santa Moflicq Calijmia 
GINNY RUSSELL 

MuyfSdHeights, Ohio 
VIRGINIASELL!ZR 
St. Paul, Minnesda 
BERT SlEROTA 

Feasl~m~lr, Pmqlvmia 
ESTHER STEGElllAN 

A&n, Minnesota 
RUBYSI'IEFEL 
Louisville, Ohio 
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Today is an 
historic day. Today is the 
grand opening of our 
Auxiliary Scholarship 
Store. Our catalogue, to 
date, is the ad that you see 
on the facing page. 
Proceeds of the sale from 
this effort will go into our 
scholarship fund in order 
to support the Piano 
Technician Guild (PTG) 
and its members; to 
develop understanding, 
goodwill and support in 
the music world and to 
promote music education. 
This is our main goal and 
purpose as stated in our 
bylaws. (Our other pur- 
pose is to plan and pro- 
vide the PTGA program 
for the annual PTG 
convention.) Since this 
activity is our main goal 
and purpose for having 
the Auxiliary, I ask that 
each and every one ofyou 
get behind this effort and 
promote the sale of 
articles in our Scholarship 
Store. There are nearly 
4,000 Guild members at 
the present time. Ifjust a 
percentage of those 
members did their holi- 
day shopping through 
this stcn-e for gifts for their 

clients and associates, our 
scholarship fund would 
soar. We would be a 
tremendous success in 
reaching our goal and 
fulfUing our purpose. 
Our success depends on 
your involvement. There 
will be a special award for 
the state/chapter that 
sells the highest dollar 
volume between now and 
July 1, 1995. ‘3ust Say 
YES.” We will also be 
selling the merchandise 
we still have on hand 
from previous fund 
raising efforts, such as the 
greeting cards, piano 
pens and cookbooks. 

By the time you 
read this, we will have 
completed our pre- 
convention planning 
conference. That meeting 
is scheduled to take place 
the second weekend of 
September, but since I’m 
writing this is in early 
August, I can’t tell you 
what happened yet! 
Publications have an 
amazing way of putting a 
time warp on my message 
to you. My November 
issue will update you. 
about our next aunuaJ 
convention plans for 

Albuquerque, New 
Mexico. 

October is the 
beginning of fall and ah 
the beautifuli colors as the 
weather turns from hot to 
cold. It is also Halloween, 
atimetobewiththe 
cb.ildren and grandchil- 
dren, have fun and don’t 
eat too much of their 
candy. Enjoy and stay 
tuned! 

e 

I have discovered 
the secret of the best rice 
in the world. It comes 
from a small valley in 
India, and can be pur- 
chased in most fine 
grocery stores. It is sold 
under different brand 
names, but the generic 
term for the best rice in 
the world is Basmati. It 
has a fi.rll nutty flavor and 
ar0ma, very.unique. Once 
ycm have had it, no other 
rice will do. Try Basmati 
rice for your culinary 
delight. 



ITEIIII NUMBER PRODUCT 

i--wvE 
d ---, - - 

CnY ST. ne -- 
8hipping & Hanslling: [Kr-$t0 =$X0] [10.01 

We have Custom Note Cards for you. These cards were designed especially for the Auxiliary by 
s an artist. The artist made the grand and upright piano by arranging musical notes together in a 

very clever way. You’ve got to see ‘em!! You’ll love ‘em, and you can only get ‘em through the 
P.T.G. Auxiliary! At just $7.00 per packet of 8 cards this is a bat’gani and it helps the scholarship fund 

I Official Auxiliary “Black Grand Piano” Pins are also available for just $5.00. 

COOKBOOKS TOO!!! Some years ago the Auxiliary put all their greatest recipes together and cam 
I up with the best cookbook ever!!! You can have your copy for just $5.00. WOW what a steal!!!!! 

TO #I I 2, or 3 above send yo do Lx P t-it plus $133 per item 
for ing and Handling to: the s 81 This P,T.G. home office. 
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ON AC@U-+IiTLJNERS from : 
Authorized distributor. Tuning lever , 
note switch for Accu-Tuner: $M/coiled . 
cord, $30/straight cord. Consignment . 
sale of used Accu-Tuners and Sight-O- : 
Tunew or new Accu-Tuner customers. . 
Call for details. Rick Baldassin, 801-292 . 
4441. 

BOSTON IvlASON c% HAMLIN 
GRAND PIANO, built 1908,6 feet 3 
inches, excellent condition, $12,000 
negotiable. 716-285-0876 or 302-762 
0144. 

ACTION PARTS AND L-lAMMER§ for 
the rebuilder. Highest quality Encore, 
(by Abel) and Nu-Tone (Knight) piano 
hammers. Try the new refined Tqkiwa 
Action Parts (now some of the finest 
action parts made today). For the 
classic American piano sound, we 
recommend Encore hammers on 
walnut moldings. Encore hammers are 
made to the strictest specifications of 
Wally Brooks by the Abel Piano 
Hammer Company of Germany. 
Quality boring and shaping. We also 
specialize in pre-hanging grand 
hammer-son new shanks for a $95.00 
pre-hanging fee. Write or talk Brooks, 
Ltd., 376 Shore Road, Old Lyme, CT 
06371, Phone: 800-326-2440 or 203 
4340287; Fax 2034348089 

SOUNDBOARD AND PINBLOCK 
PANELS: Finest quality Bolduc 
Soundboard Panels made from Cana- 
dian white spruce. Pinblock panels of 
l/4 sawn Canadian rock maple. For 
information and price contact WaRy 
Brooks, Brooks, Ltd., I-800-3262440, 
Fax203-4348089. 

ENCORE GE sl=IA.Nm & 
FLANGES--avzu e October ‘94 for 
replacement on New York STEINWAY 
grands. The Finest ality Workman 
ship Available. The value of a Steinway 
is determined ‘by its fmaL tone and 
action. ‘VVhen you’re striving for 
excellence-begin with quality.” 
Encore Hammers and Actions Parts 
available only through Wally Brooks, 
Brooks,LTD., 376 §hore Rd., Old 
Lyme, CT 06371; l-800-326-2440. 

Classified Advertising rates are 35 cents 
per word with a $7.50 minimum. Full 
payment must accompany each inser- 
tion request. 

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

. Send check or money order (U.S. 

. funds, please) made payable to Piano 

. Technicians Journal, 3930 Washington, 
: IKixm.s City, MO 6411 l-2963. 

. TUNING/REPAIR/REBUILDING 

. business for sale. Established over 30 
* years. Great growth area and oppor- 
1 tunities. 602-966-0754, ask for Jim. 

. . SOFTWARE MANAGEMENT 
. SYSTEM. Complete ofice manage- 
: ment designed for the piano techni- 
, cian. Unlimited potential for client 
. database, appointment scheduling, 
’ statements, inventory and everything 
: in between. $395/Time payment plan 
. available. Write for a free selfrunning 
. demo. (Specify disk size). Western 
. Rep: Jim Coleman, Sr., 4 W. Del Rio 
: Dr., Tempe, AZ 85282 or Eastern 
. Rep: Troy Nolen, 5012 Dale Dr., 
. IEhmsdle,AL35803 

: WEBER 6’ highly figured, cherry 
, Grand, circa 1900. Art legs & pedal 
. lyre. Restored. New German action. 
* J. Connelly, Piano Tech; 708-720- 
: 9058, A.M. and evenings. 

. NEW & USED SANDERSON ACCU- 

. TUNERS. Bob Conrad, l-800-776- 
: 4342 

ER BORING GUIDE. AlI 
. metal, weighs 1.5 lbs. Accurate and 
: easy to use. $180.00. hrstructions and 
, photo available on request. Kent 
. GaDaway, 709 Thorne, Rigon Wiscon- 
. sin 54971; 4114748-3265. 

I-IphNDGRAFTED SOUNDBO~S BY 
NICK GRAVAGNE. Ready to install 
crowned boards or semi-compkte. 
Your choice. Ordering and installation 
instructions $15.00.20 Pine Ridge; 
Sandia Park, NM 87047; 505-281-1504. 

KORG MT1200 TUNER. $295 (list 
$375) Hears AO-@8. Plays C2-B5. $hows 
pitch, note, octave. Can program 
calibration, temperament. BORG AT12 
TUNER. $175 (list $250). SONG OF 
THE SEA 47 West Street; Bar Harbor, 
ME 04609; 207-288-5653. Brochures. 

STEINWAY “II”, S/N 156384, suitable 
for rebuilding. I acquired this piano 
with the intention of rebuilding and 
selling it but now must liquidate it to 
pay for earthquake repairs to our 
home. RPT. 805-297-L 123. 

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, &rests above 
the strings, covering soundboard, 
tuning pins and plate for complete 
protection inside the piano. Made 
from fmest quality woven wool, avail- 
able in black, brown and white. Person- 
alized name applique also available. No 
inventory or investment required. For 
free broclmre and samples call: 
Edwards Pianos, 408-4261295,145 S. 
River Street, Santa Cruz, CA 95060. 

D PIANCI STRING covers 
starting at $69.95 +s/h. Custom made 
from quality wool. Wool absorbs 
moisture and keeps strings, tuning 
pins, plate, soundboard looking new. 
Also, Accu-Tuner thumbswitches, 
$28.95. Action Piano, 7143641073 

PERSONALSED PIANO CLEANING 
GLOTMS. A great promotional aid. 
Leave a useful reminder with your 
customer. For further information 
contact ‘6Pianoman,” 11444 G0venQ-y 
Blvd. N.E.; claagilly T3R 4B1, AR 
Canada. PH. 403-226-1039, FAX 403 
226-2430. 

CLASSIFIElX WORK FQRYGU! Call 
816-753-7747 for rates/details! 
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USED INSTRUMENT DATABASE. 
Grandiose Grands: 800-666-7339. 
Messages: Box 12345. FAX: x60606. 
Data: x70707. New buyers: x10101. 
New Sellers: x20202. Online: Coming 
Soon! Is there a §tmdivarius effect in 
pianos? x.5432 1. 

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

““SALE OF PIANOS” -All models and 
styles. Specializing in players, art case 
and conventional pianos. Floor ready 
and as is pianos available. We also 
specialize in one of a kind and hard to 
locate pianos. Call collect h-v Jacoby 
216-382-7600. Jay-Mart Wholesalers - 
Pianos since 1913. 

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

BOLDUC SOUNDBOARDS now 
available! The best rebuilders know the 
superior quality of Bolduc Pinblocks. 
Now you can experience this same 
superior quality with Bolduc 
Soundboards. Call for prices and 
details. Pianotek Supply Co., l-800-347’- 
3854 or Fax: 810-545-0408 

BUCKSKIN for recovering grand 
knuckles and backcbecks,, upright butts 
and catchers. The “original equip- 
ment” supplying the industry for 140 
years. F&hard E. Meyer & Sons, Inc., 
11 Factory Street, P.0. Box 30’7, 
Montgomery, NY 12549; 914-457-3834 

STEINWAY Concert Model D #356209 
(1956). As original, with newer Renner 
shanks and hammers. University 
owned, Chicago area; $24,000; 608-246 
0506. 

EASYVQICE power needling tool. 
With or without pedal controlled 
Foredom motor. Well maintained. 
Call for details; 608-246-0506. 

FGR SALE: Various tools and equip- 
ment. Lowell component 
downbearing gauge, Pianotek Accu- 
Cards .150” & .14’7” with dial temp and 
broaches, glue pot, Jams 4-m-l regnlat- 
ing gauge, wooden felt cutter (guillo- 
tine), action cradle, Renner 
action model, Yamaha voicing tool, 
center pin inserter/extractor, center 
pin set, torque wrench, regulation set, 
2 Jams key leveling devices, rosewood 
tuning hammer, key easing pliers, wire 
bending pliers, micrometer, long 
tweezers, Yamaha let-off tool, back 
check pliers, hammer head extractor, 
Yamaha capstan regulator, Hart’s 
spring adjusting tool, forceps, center 
pin nippers pin setter, damper guide 
rail tool, bass string twister, pin vise, 
round nose pliers, punching lifter, 
stringing crank, string lifter, shank 
nippers, Jensen tool case, strings 
(universals & l/4 lb. reek), Steinway 
technical reference guide, Renner 
catalogue, felt & paper pnnchings. 
90% of the above list is unused. The 
rest have barely been touched. I paid 
approximately $1600 one year ago. 
I’m asking $1100. Call Steve Masters, 
602-7’764187, leave message. 

PIANOS FGW SALE - Spinets, con- 
soles, stndios, grands. Cne or a car- 
load. Excellent brand names. As is or 
rebuilt. Lowest possible prices. Owen 
Piano Wholesalers; 2 152 W. Wasbing- 
ton Boulevard, Los Angeles, CA 90018. 
Telephones 213-‘732-0103,818 883 
9643. 

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 95634,916333-9299 

PIANO TUNING/REPAIR business for 
sale. Established 13 years-Long 
Island’s affluent North Shore. Excel- 
lent repeat customer base. Successful 
prosperous. Great opportunity. Moti- 
vated seller. 516-928-8123 

samples. JM FABRICations; 10516 
Ohop Valley Extension Road, 
Eatonville, WA 98328,206832-6009 

RELIABLE ACCU-TUNER 
NOTESWITCH! One year guarantee! 
Includes coiled cable, thumb switch 
and attaching hardware. Fits all tnning 
hammers. $49.00 includes s/h. Dean 
Reyburn, RPT, Weyburn Piano Service; 
2695 Indian Lakes Road, Cedar 
Springs, MI 49319,616696-0500 

USED PIANOS DIRECT FROM 

dial: TEL. 011-81-75-223- 
011-81-75-223-6052; 

Imadegawa Dori; Teramachi, 
Higashti, Yoneya-cho - 296; Kyoto, 
602; Japan. 

IN Grand, excprisite 
0.00. Weber Duo-Art 

6’1” Grand, mahogany-$8,900.00. 
Mason SC Hamlin 6’1” Grand, humacu- 
late mahogany-$10,900.00. Mason & 
Hamlin 6’1” Grand, Piano Disc, 
mahogany-@6,900.00. Steinway & 
Sons 5’7” Grand, ebony-$9,500.00. 
Steinway & Sons 7’ Grand, ebony- 

Sons Grand, polished ebony- 
$6,900.00. Wm Enabe Grand Player 
with 78 rolls, mahogany brown- 
$7,500.00. Chickering Grand Fancy 
Square Tail, mahogany-$6,900.00. 
Harris Grand, maho 2,500.OO. 
Wm. Knabe Grand, walnut-$4,500.00. 
Exzanado Kimball 0rgan-$6,500.00. 
Refmisbing, refurbishing and tuning. 
Call for complete listing: Schroeder’s 
Pianos, 13119 Downey Avenue, Para- 
mount, cA90723; 310-923-2311. 



THE ACCU-§TATIC TUNIl?C ham- 
mer, grounds tbe technician to the 
piano’s plate as he tunes. New design 
ehminates problems with static electric- 
ity when using a tuning aid. For a full 
description, send for a free flier. 
Handshake Studio, 13-l 7 Laight St., 
NewYork, NY 10013. Ph. 212-343- 
1361, Fax 212-925-4921. 

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. 

MICRQ-FINE TEFLQN POWDER - the 
best lubricant for grand knuckles. HaIf 
the price of the commercially packaged 
product, and longer lasting. Reduces 
knuckle friction better than any other 
lubricant, g-ready 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 tiee 
catalog of all current products call or 
write Spur-lock Specialty Tools, 3574 
Cantelow Ed., Vacaville, CA 95688. 
Phone/Fax 70’74528564. 

CONCERT PIANOS of International 
Renown: Bosendorfer Imperial 
Concert Grand, 9ft. §uperior 100% 
hand-crafted, only 300 produced/year. 
Steinway “D” Concert &and, 9 ft., 
refurbished to maintain excellent 
concert quality. Asking 80% ofap- 
praisal. &ma Fe Chamber Music 
Festival, Renee 505-983-2075. 

PIANOS -Ymaha and Kawai grands 
$1850 and up. 23 Steinway grands and 
verticals. Large quantity of used 
American grands Tom $700 up. We 
buy pianos. Ed’s 504-542-7090. 

TTJmR.8, R.EST.RINCER.§, 
EEFINISHEWS. 2000 verticals &c 400 
grands; largest selection in USA Send 
resume to: Victor Pianos; 300 NW 54th 
Street; Miami, FL 33127; 305-751-7502. 

. 
*REP CHIPPED IVORYIN 20 ’ EEYBUSHING: We use over 20 
. MIl\nrTES. “AcryliKey” ivory restora- : different sizes of Spurlock Precision 
. tion system produces a strong, color- . Cauls. Send the micrometer measure- 
* matched, nearly invisible repair. Kit * ment of the key pins and we will give 
* contains material enough for 50t : you a perfect fit Both rails high quality 
. repairs plus pigments, mixing , felt $75.00 or leather $80.00 plus 
. utensils, sanding pads, and complete . return shipping and insurance. Write 
. instructions. $39.95 ppd. Richard * or call for free price list of our key and 
’ Wagner, RPT; 7709 S.W. PfSlIe, #40; * action restoration services. Y+onne 
. Tigard, OR 97223; 5&-6247360. : Ashmore, KPT and Associates, 12700 

. La Barr Meadows Road, Crass Valley, 
* PlIAPdQS FQR SALE. Grands, con- * CA 95949,916273-8800 
’ soles, spinets. Excellent recondi- 
. tioned brand name pianos. Floor : SO s. VICTQR k 
. ready-wholesale prices. Also available, . BE system of soundboard 
. “as-is” pianos. Any quantity. Call or * replacement makes it as easy as l-2. 
’ write Piano Wholesalers, 5817 ’ 100% accuracy. Video tape, $29.95 t S/ 
. Wickfield Drive, Par-ma Heiglns, OH : H. Victor A. Benvenuto, The Piano 
. 44130. Call us first!! 800438-3814 . §hoppe, Inc., 6825 Germantown 

* Averme, Philadelphia, PA 19119-2113; 
* Ph. 215438-7038, Fax, 215-848-7426. 

. ADD ADDITION. 8’s to your in- 
* come. pebuild player pianos for pur 

ON & HA&&IN Companies * clients. Send us the player parts. You 
. mtroduces its re-manu&&cn-ing facility. : restore the piano and we will return 
. The highest quality craftsmen can now . the mechanism in restored condition. 
* rebuild your old Mason & Hamlin, . We guarantee our work. For more 
: Steinway or other high quality grand ’ details, call or write:Jim Brady, 2725 . 
. piano to original specifications using . East 56th Street, Indianapolis, IN 
. old world craftsmanship and the finest . 46220,317-2594307 
. quality materials and processes. Please . 
’ contact: George Brambilla, Director of ’ SQUNDBQ S INSTALLED, 
. Support Services, Mason 13k Hamlin : topsides rebuilt. Bridge-conformed, 
. Companies, 35 Dnncan Street, . spherically crowned boards with truly 
’ Haverhill, MA 01830. Phone 508-372- . quartersawn ribs. Let’s do thejob 
’ 8300 or Fax 508-372-9710. ’ right-you send us the case, we’ll 

. return you a piano. Quality’s the 

. bottom line. David 6. Hughes, RPT. 
- 410429-5060. Baltimore. - 

D . REFINISH PIANO 
. STlXAIGHT SIDES, SQUARE FRONTS . nickel, brass, or chrome. Metal gsh- 
. and crisp notches are the benchmarks * ing specialists for over thrity years. 
’ of our quality key recovering. Tops ’ Parts shipped back to you in 2-3 weeks. 
, with fronts $100 plus return shipping : Rushjobs can be accommodated. 
. and insurance. Call or write for free list . Whitman Company, Inc. 356 South 
. of our key and action restoration . Ave., Whitman, MA 02382. 1-800-783- 
’ service&. Yvonne Ashmore, RPT and ’ 2433. 
. Associates, 12700 La Barr Meadows : 
. Road, Crass Valley, CA 95949,916-273- . CU§TQMIZED TINC AIDS 
* 8800 * easy as l-2-3! Design your own business 

’ cards and reminder notices-also 
. CLASSIFIEDS. A GREAT way to reach : Thank-You notes and Christmas cards 
. over 4,000 piano industry professionals . to send to your vahred clients. Wide 
. each month. 816-753-7747 * choice of paper and card sto&; large 

* selection of type faces and graphic cuts 
to choose from. Scanning service to 
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add your own special logo. Digitally 
mastered and laser printed in any 
quantity small or large. Fast service. 
Write for samples and order instruc- 
tions. Earl D. Brcutt Digital Business 
Aids; 141 Fort Sure@ Forty-Fort, PA 
187045048 or E-mail on CompuServe 
73524,1543. 

PIAN HARDWARE REFINISHED. 
Lacquer finish or nickel plate finish. 
Craftsmanshipand fini5hesareg;uaran 
teed to factory specifications. Delivery 
24weeks. Brass on Ivory, 302 Linden 
Avenue, Edgewater, MD 21037; PI-I. 
410-798-6536. 

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

52 PIliNQ lIcf!xs RECQVERED- .075 
tops with fronts (molded plastic) - 
$85.00; .050 pyralin - $85.00; .060 
pyralin - $90.00. 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 prepaid orders of 
$50.00. Walker Piano Service, Route 4, 
Box 364, Fulton, KY, 42041, l-800-745 
6819 

SIGHT-C-TUNER SERVICE: Repairs, 
calibration & modifications. Fast, 
reliable service. RichardJ. Weinberger; 
18818 Grandview Drive; Snn City West, 
AZ 85375. PH. 6085844116. v 

88 REBUSHED with extec quality 
felt. Both rails $130.00. Return freight 
paid with prepaid orders. Tommy L. 
Wilson, 1313 Highway 210, Dyersburg 
TN 38024,901-2854046 

1 

WELL-TEMPERED TUTOR. Learn to 
tune by ear with your Macintosh 
computer. Use pre-pro 
temperaments or crea 
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: 5 105240390 
(California). Great teaching tool! 

FFERS TWO HOME 
: Electronic organ 

Servicing: Newly revised. Covers all 
makes and models - digital, analogue, 
LCT’s, synthesizers, etc. Piano Tech- 
nology: Tuning, re ting, repairing. 
Our 87th year! Fre oklet; Write or 
call NILES BRYmT SCHOCL, Dept. 
G, Box 19700; Sacramento, CA95819 
-(916)4544748 (24 hrs.) 

DON FLIPPIN HOME STUDY 
C Learn to tune and repair by 
a technician who works at it 
daily. One on one training. Clear, 
concise, practical. Limited rmmber of 
students. Member of Piano Techni- 
cians Guild for 20 years. 569 N. 
McLean; Memphis, TN 38112; 901~272- 
3833. 

BILL GARLICK SEMI 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- 
mance. Tuitiom includes iustrucdon 
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. 

PIANO TECIINICIAN APPREl’ITICE- 
SHIP. A comprehensive career training 
program. Call or write for free bro- 
chure and additional information. Matt 
Grossman, School of Ivfusic, University 
of Louisville, Louisville, KY40292,502- 
852-5544 

THE RANDY PBTTER SCIIOOL CF 
PIANO TECHNOLOGY- Home 
Study programs for beginrung stu- 
dents, associate members studying to 
upgrade to Registered Piano Techni- 
cian, and T’s wanting to continue 
their education. Tuning, repairing2 
reguIating, voicings apprentice train- 
ing, business practices. Top instructors 
and materials. Call or write for infor- 
mation: DY POTTER, T; 61592 
ORION DRIVE; BEND, OR 97702; 503- 
382-541 1 e See our ad on page 3. 

I 

INSTRUCTIBNAL VIDEO TAPES. 
Victor A. Benvemuto. Piano tuning, 
$50.00:“; Grand Regulating, $50.00*; 
Grand Rebuilding, $100.00 (2)“; Key 
Making, $50.00”; Soundboard Replace- 
ment, $29.95*. (*Plus S/H). The Piano 
Shoppe, Inc., 6825 Germantown 
Averme, Philadelphia, PA 19 119-Z I I 3; 
Ph. 215-438-7038, Fax, 215-848-7426 

PIANO TECHNBL0GYEDUCA- 
TIQNAL MATERIALS. “Creation of a 
Steinway” A concise family history and 
tour of the New York Steinway factory, 
$29.95. 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 handling. Questions? Call 
712-277-2187. Mail orders to PTEM, 
3133 Summit, Sioux City, IA51104 

- 

e Awd 82 Visual Tuning-$Y9dQ 
Pitch raising, temperammt setting, beat counting, 

Sanderson Accu-Zrner 

VHS or Bets--602-966-9159 
Tmes 

October 1994 PTJ-65 



Piano Technician’s Management System 
0 Unlimited number of Clients and/or pianos 
0 Unlirn~d notes and history far eack piano 
6 Prints call-back lists and reminder cards 
8 Schedule a 
Calendar s l! 

pointmenb on Calender screenl 
ows individual technici& calendars 

0 Espy appointment changes on Calendar 
@ Easy print routine for invoices, statements, piano 
charts, estimates and documents 

@ Easy searches for balance due, clients, etc. 

COP~IGREED m NOT GOPP PR6l’ECTED 
Regular Price $4%00 Manual Ollly $100.00 

Phone suppork 
Jim Colemau-602-966-9159 
%oy hrolan-205-883-1912 
Mditioid Sales Reps: 

Carlos Xalon-410-645-4401 
Dave Sv&z-612-953-3150 

Suoeioor Instruction TaPes 
B D MEW 

0 Pinblodc htdltion 
Anyone Can Do 
Jim Cohnan,Jr: 
$65.00 

* Coleman A to A ‘hpemment 
pn GA?man, St 
$55.00 

0 Baklassin-Sanderson 31ds-4th Temp 
Jim C&nan, SI: 
$55.00 

Call or w&3 ior our me lar Videos Catalog 
videos lrom $55.00 to 79.50 r 

NEW Ba USED AUXXJ-TUNERS FOR SALE ____________________--------------------. 

cH3.s 
4 W Del Rio Drive 

OR A.L4.ILABIL1TII 
pianos. Contact Bill 

Leckerling, 80242.58736, 1, Box 
16576, Charlotte, VT 05445 

TECHNICIAN wants to buy new or 
used Accu-Tuner. Call Paul 
(310)49TUNER. 

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

JAY-MART WI-IOLESALERS - ! 1 !Free 
phone appraisal !!! Buying all types of 
usable pianos. Cash or bank check on 
pick up. Won’t hesitate on price. Call 
us first for fast professional service. 
“Steinway, Mason-I-Iamlin command 
specialty prices.” Jay-Mart Wholesale, 
P.Q. Box 21148, Cleveland, 0I-I 44121. 
Call h-v Jacoby collect 216-382-3600 

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

LONG-TE OPPORTUNITY. 
Seeking either outside tuner/techni- 
cian or shop technician. In business for 
16 years. Owner has second business 
and needs c&&motivated parmer. 
Lavender Ivlusic, 112 Park Place, 
Dublin, CA 21021,912-272-2727 

HAVE HAMME%-WILL RELBCATE. 
Lead technician Eastman School of 
Music, Rochester, NY, 1988 to present. 
Owen Jorgensen trained at Michigan 
State University. Top level tuning, 
voicing, action rebuilding and regulat- 
ing skills. Eager to develop structural 
rebuilding skills. Must relocate to 
within two hours of mountain biking in 
western states or Canada or will lose 
interest in life. I like institutional work, 
but will consider any offer from anyone 
in qxahfying area. Write or call: Jim 
Stout - 40 Washington Rd. - Pit&ford, 
NY 1453$: 716-2640812. 

The craft of piano technology 
sets us apart from other professions. 
The combination of artistic shill and 
technological precision, developed 
over many years, makes our calling 
unique. As we develop our technical 
slllls, however, there’s. another craft 
we must learn -that of operating 
our businesses effxciently. 

PTG’s BusiwessCraft seminar is 
being developed to help you acquire 
these sleills. Built on our new Business 
Resource N%anual, this new day-long 
seminar will be offered for the first 
time November 3, right before the 
North Carolina State Conference in 
Sigh Point. 

IrzsiT&@E*rs WYll Hh%de: 
Fern Henry and Bill Spwlock; Lany 
Goldsmith, PTG’s Executive Dire&w; and 
Rqbresentatives from SCORE (the Small 

Business Administration’s Seruice Corps of 
Retired Executives) 

PTG’s BusinessCraft Seminar will 
be available as an optional one-day 
pre-conference addition to the North 
Carolina Regional Conference 
Registration. There will be an addi- 
tional fee of $35 for the BusinessCraft 
Seminar. Note: this seminar is open 
only to PTG members. For conference 
registration in mation, contact 
Evelyn Smith, T, at,@lO) 230-1783. 
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WANT TO BUYPIANO TUNING 
BUSINESS in rural/semi-rural area, 
within 3 hour5 drive ofNYf.2. Near 
excellent skiing and hiking preferred. 
L.I. RPTwishes TV relocate. 516/928- 
$123. 

WANT TO BUYPiano turning and 
service business, Brandon, Florida area. 
Can be part time. PH. 914-235-3788, 
FAX 914636-0560. 

STEIWAY $c ON HAMLIN 
WNTED!! “Dead or alive.” $$.$ 
Grands, uprights, consoles-any size, 
cabinet style or quantity. Cash and 
immediate removal. Finders fee for 
successful purchases. Call us first!! 800- 
438-3814 toll free kr write to be listed 
in our worldwide data banks. Piano 
Wholesalers, 5817 Wickfield Drive, 
Parma Heights, OH 44130. Call us 
first!! 800-438-3814. 

Baldwin Piano & Organ 
Best Piano Service 
Craftsman Piano Service 
Dampp-Chaser Electronics 
Decals UnKmited 
Dryburgh Adhesives 
hmmtronics, Inc. 
JaymaA Wholesalers 
Kawai America 
Lunsford-Alden 
PianoDisc 
Pianotek 
Ralphj. Bnesti 
Randy Potter School 
Renner USA 
Renner U§A 
tinner USA 
Reybum Piano Service 
San Francisco Piano Parts 
Schaff Piano Supply 
Schroeder’s Classics 
Shenandoah University 
Steinway & Sons 
Superior Instruction Tapes 
Superior Instrwtion Tapes 
Webb Phillips &Associates 
Wurlitzer 
Yamaha Piano & Organ 
Ycmng Chang 

17 
15 
30 
19 
3 
13 
19 
30 
9 
30 
IBC 
11 
57 
3 
3 
13 
15 
3 
30 
1 
3 
13 
68 
65 
66 
11 
7 
BC 
EC 

r 

For business card orders please nlloz~~ 2-4 zueeks deheuy. 
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I Every part of a Steinway plays a part in creating a piano hammers and action parts of various dimensions. We offer 
renowned for its unequaled touch and tone, and its enduring case and furniture parts, hexagrip pinblocks, as well as custom 
value. So, when a person invests in one of our new pianos, it’s made parts for older Steinways. And now you have the added 
100% a Steinway. And we want to make it easier for piano convenience of using Visa or Mastercard. If you call 
technicians to keep it that way. Gur service department Glorie Lefmk at (718) 204-3150, she’ll be pleased to tell 
has improved the availability of genuine Steinway parts, you more about our service. Because once it leaves the 
includiig a prompt turnaround time on our improved factory, the most important psa-t of a Steinway piano is you. 

One f%einwai Place, Long Island City, New York 11105. (718) 721-2600. 



Advetiisement Advertisement Advertisement 

Famed Steinway jazz artist Peter Nero 
recently visited PianoDisc’s recording facili- 
ties in Sacramento to perform a variety of his 
favorites for an upcoming PianoDisc Music 
Library release. 

Peter Nero has built an impressive reputa- 
tion as a composer, symphony conductor 
and arranger, in addition to his career as a 
virtuoso pianist. Record industry accolades 

Philadelphia. “Peter’s musical virtuosity and 
drive make him the sort of artist well suited 
for the PianoDisc Music Library Artist 
Series”, says Steve Merritt, Talent Booking. 

The PianoDiskette, which will feature such 
favorites as “Stormy Weather” and “When I 
Fall In Love”, as well as a spectacular med- 
ley from “Phantom of the Opera”, is sched- 
uled for release in October. 

include ten Grammy nominations and two 
Grammy awards, a million-selling gold “sin- 
gle” and album, Summer of ‘42 and a cita- 
tion from Cashbox Magazine as “The world’s 
Number One instrumentalist”. A whirlwind 
of unlimited energy, he conducts over 100 
symphony performances a year, and is Pops 
Music Director and Conductor for orchestras A live jazz trio, a Steinway Artist recital and 
in Florida. Oklahoma and his native two different Gershwin releases top the list of 

PianoDisc Music Library additions for Fall, 
1994. Also on tap are Artist Series perfor- 
mances by Nashville giant Floyd Cramer 
and “A Prairie Home Companion” stride 
artist Butch Thompson (see right). 

The Steinway Artist Series continues to 
grow with the addition of West Coast favorite 
Laura Spitzer’s PianoDisc Grand Opening 
Recital diskette. Ms. Spitzer’s fiery perfor- 
mances of the Chopin “Heroic” Polonaise 
and of Mily Balakirev’s daunting “Islamey” 
were highlights of PianoDisc’s Grand 
Opening festivities last fall, and this release 
offers a glimpse into the excitement of that 
day. The diskette includes works by Mozart, 
Chopin, Joplin and Gershwin performed 
during the Grand Opening recital. 

Gershwin is also the focus of two other 
new releases, one for piano solo and the 
other with Symphony accompaniment. 
These diskettes feature some of Gershwin’s 
finest musical compositions, performed by 
some of PianoDisc’s finest artists. 

One trio of artists, Trio Paradiso, have 
made a unique contribution to the PianoDisc 
Music Library with their new release, “Trio 
Paradiso-Live!“. Music for this release was 
all performed live in the PianoDisc Recording 
Studios using MIDI instruments-a piano 
equipped with PianoDisc’s TFT strip, a set of 
MIDI drums and a MIDI bass. The result is a 
live performance that rivals any ever record- 
ed for player piano. So watch for it! 

01994 by PianoDiscw and Burgott, Inc. All lights reserved. 
PiunoDisdaimer: PianeUisc resewed the right to change product design and spacitlcahons at any 

Remember “A Prairie Home Companion”? 
It was that delightful homespun radio show 
that aired live every weekend from the World 
Theater in St. Paul, Minnesota. Audiences 
were delighted every week with Garrison 
Keillor’s “News from Lake Wobegon” narra- 
tives, and thrilled to the early jazz stylings of 
the Butch Thompson Trio. The show was a 
marvel of understatement and elegance. 

Well, “A Prairie Home Companion” is 
gone now (except for reruns and occasional 
reunion shows), but Butch Thompson is still 
going strong. With performance commit- 
ments across the country and around the 
world, Mr. Thompson’s music has been 
heard by millions around the globe. 
“PianoDisc is grateful for the opportunity to 
capture his performance”, says Steve Merritt, 
Talent Booking. “Butch is world famous for 
his Jelly Roll Morton interpretations and for 
his dazzling stride technique. These record- 
ings will be unique and historic”. 

Mr. Thompson’s performances are tenta- 
tively scheduled for release in October. 

Famed country artist Floyd Cramer recent- 
ly completed two days of recordings for the 
PianoDisc Music Library. Mr. Cramer 
recorded one full hour of solo piano which 
will be released soon in the PianoDisc Music 
Library Artist Series, both as a 3.5” diskette 
(compatible with all PianoDisc control boxes) 
and in PianoDisc’s new PianoCDm’ format. 
Also, Mr. Cramer recorded several songs 
which he performed with a 18 piece orches- 
tra and S voice backup chorus, and these 
perfomances will be released in the 
PianoCDThl format, as well as on two spec- 
tacular PianoVideom’ tapes. 

All of Mr. Cramer’s PianoDisc perfor- 
mances will be available in the fall. 

le without prior notice 
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Looking Forward 
In our last month’s issue 

of Tech Gazette (and in case 
YOU were among the 
fortunate visionaries who, 
while attending the conven- 
tion in Kansas City this past 
July, happened to pick up a 
copy of our convention 
issue of Tech Gazette), we 
took a peek into our 
“corporate kitchen” to see 
what’s cookin’ there. 

We hinted at some fairly 
significant and far-reaching 
steps that are being taken 
down the road of customer 
service and support. 

To be sure, there are 
some exciting developments 
taking form and substance. 
But before we say too much 
about what’s happening on 
the inside, let’s take a look 
at the world of music on the 
outside, and see how things 
are evolving. 

Here’s the picture: You 
are walking into a home, 
tool kit in hand, all set to 
service the piano that’s 
always been over there in 

that comer of the den. But 
the setup looks somehow 
different than it did when 
you were there before. 
Beside the piano, where 
once sat a cute little 
magazine table, is one of 
those satin-black brushed 
aluminum framework struc- 
tures. Perched on it is some 
kind of electronic keyboard, 
a variety of other little black 
boxes with knobs & dials, 
and a computer. And behind 
it all, there’s what looks like 
about a hundred miles of 
black spaghetti connecting 
everything together, with a 
couple of strands of it 
strung over to the piano. 

While you’re in the midst 
of trying to assimilate all 
this, your customer saunters 
in, sporting a poorly con- 
cealed grin. “Oh, I forgot to 
tell you about this,” you 
hear through foggy ears. 
“It’s my new MIDI studio. 
My brother in Duluth got 
me started, and it’s been 
great fun. We hardly talk to 
each other nowadays, but 
we send music back and 

forth through our modems 
all the time. And next 
month, we’re gonna try our 
hands at doing a little movie 
score. Oh, you can go ahead 
and tune the piano, it won’t 
bite. Just let me unplug it 
first, okay?’ 

Well, there you have it. 
Pianos and electronics, once 
considered almost rivals for 
the musical attentions of 
their audiences, are now 
courting each other. And, 
wonder of wonders, it looks 
like this marriage is gonna 
last. 

Doesn’t it make sense, 
then, that the service 
networks for our unlikely 
couple should join hands, as 
well? As long as these 
newlyweds are going to be 
spending so much time 
together, couldn’t we all 
benefit by sharing the 
service technologies avail- 
able to both of them? And 
when you stop and think 
about it, YAMAHA is the 
company to launch such an 
ambitious plan. Watch for 
details in future issues. 

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