TECHNICIANS




“WINNER OF THE |

©1996 Young Chang A

TONAL TROPHY F FOR TEGHNOL@

Music FAIR S

R
'vf ,‘

2/
/,§OVER EIGHTY (I[‘I;[ER’PIANOS
A EUROPE’ 17 .
o x/ (.

,BY LA MONDE DE LA M ,sr

¥

¥
CE ,?,x’/’/
5 R
: S
H

W
o




AR

G
A

0

EAR

SRR

i
Hot

i

AT

v,

!

X,

Ty
b

T
-i-li_ i

2

g

NN Yo e S Nt e e S R e e e e e e e

o
¥

We can custom manutacture all of your piano
hammer duplication requirements. Whether
you order our American made CONCER-
TONE or Japanese made Imadegawa ham-
mers, Schaff can promptly fill your request.

Our large inventory of both hammer types is
unsurpassed. Schaff is the only supply house
to carry all of the various grand and upright
piano sizes and types of wood mouldings,
along with the different weights of wool felt
to make an exact hammer duplication. Having
all of the correct materials on hand allows us to provide superior service. In many instances we can ship a
custom set of hammer heads within 24 hours.

CON CERTONE PIANO HAMMERS have been exclusively made to our high standards

for 40 years by Standard Piano Hammer Company. In order to achieve full tonal satisfaction, only 100%
European imported wool felt is used. The graduated density of the hammer felt allows for a minimum of voic-
ing and assures uniform response from one end of the piano’s tone spectrum to the other. Through the years,
our American made hammers have received the highest accolades because they produce a rich, clear and sat-.
isfying tone that most people desire.

IMADEGAWA PIANO HAMMERS are imported from Japan having been specifically

made to our specifications. Being made much firmer than our American CONCERTONE hammers, the
Imadegawa hammer provides a more brilliant overall tone throughout the piano. We stock the widest variety
of moulding and felt types that enables us to match over 90% of the grand and upright hammers received for
replacement. Schaff is unparalleled in the industry in providing quick and efficient custom hammer duplications.

Whether you choose our CONCERTONE or Imadegawa style hammers, Schaff wants to earn your
business. Let us make your custom piano hammers the old-fashioned way — “Set By Set” — giving you
the individual attention that you have come to expect.

24 Hour Hot-Line T-Free (800) 747-4266

Reg. (847) 438-4556 Fax (847) 438-4615
Six Generations of Dedicated Service
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ash &

By Steve Brady, RPT
Journal Editor

A few years ago one of my most respected col-
leagues criticized the jJournal as being mostly “hash and
rehash.” After thinking that over a bit, I had to agree
that, yes, in the main, we tend to see the same material
surface over and over again in the pages of the journal.
After all, what do we do with pianos besides tune them,

voice them, regulate them, repair them
and rebuild them?

But is it necessarily wrong that we
read about and write about the same
topics over and over again? I think not. I
believe that what may appear to be
“hash and rehash” to some is “think and
rethink” — the fuel for growth — to
others. It is only by a process of expos-
ing ourselves to the same material over
and over again that we can refine and
improve our work, our attitudes and,
ultimately, our lives.

Consider the articles in this
month’s issue. We have an article by Jim
Coleman Sr. on tuning equal tempera-
ment with pure bths. This idea, radical
or impossible as it may seem to some,
has been around for many years and is
used by many excellent tuners. The
concept has probably never had as
visible and credible an advocate as it
does here, and although the idea has
been around, we’ve never seen a
comprehensive treatment of it in these
pages before. It's old, yet new.

‘With Clair Davies’ article, we find a
“rehash,” if you will, of material which
first appeared in the Journal 10 years
ago. The thing is, the press Clair
presents in this issue is 2 much-im-
proved version of the press he wrote
about back then. In the interim, he’s
had time to find the flaws and fix them.
No mere leftover, this hash has a much
better flavor and texture than it did the
first time around.

Skip Becker’s series on the history
of tuning contains material which has
appeared in different forms before,
both in the journaland elsewhere, but

ehash
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here it has a special slant which is all
Skip’s, and that’s what makes this
“rehash” unique and rewarding. For
with each new interpretation of history
or technical procedure, we learn
something, or at least broaden our
perspective.

Some of us replace bridle straps
every day. Others never have, and still
others haven’t done it for years. When
we read an article on bridle strap
replacement, or on anything else for
that matter, we each bring our own
previous experience to the reading. I
could even read the same article twice,
10 years apart, and come away with a
completely different response, simply
because the intervening 10 years have
left their mark — for good or ill —
upon me.

Finally, as I read Carol Beigel’s tale
of woe, I am reminded of all the times
I've “stepped in it,” and I empathize

. with her. The fact that she has stepped

in a different plate of hash than I have
only enriches both the story and the
reader.

Our existence has a spiraling, not-
quite-circular quality to it. If we are
intent on growing, we return constantly
to old material and old scenes and view
them differently.

As T.S. Eliot observed in Four
Quartels:

We shall not cease from exploration
And the end of all our exploring
Will be to arrive where we started
And know the place for the first time.

And in this knowledge lies the true
value of “hash and rehash.” &

205 McGraw Street
Seattle, WA 98109

Please submit tuning and technical articles,
queries, tips, etc., to me:
Steve Brady, Journal Editor

Fax: 1-206-285-7610
E-Mail: sbrady @u.washingion.edu
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17 — Equal Temperament by Pure 5ths
Contributing Editor Jim Coleman, Sr., RPT, makes a case for this seeming contradic-
tion, and shows how to do it both aurally and electronically.
21 — Editor’s Roundtable
Peer feedback and discussion on Jim Coleman’s article, “Equal Temperament by Pure
Sths.”
27 — A 30-Ton Pneumatic Soundboard Press
In this issue’s cover story Clair Davies presents his own pneumatic soundboard press,
capable of 100-psi clamping force.
30 — An Essay on the History of Tuning — Part VI
The continuing saga of how our profession came to be, as told by Skip Becker, RPT.
34 — Bridle Strap Replacement
RPT Rob Kiddell describes, in words and pictures, how he replaces a set of bridle
Straps.
36 — The Tuner’s Life
Carol Beigel, RPT, explains what it’s like “To Step In It.”

2 — Editorial Perspective
Hash & Rehash
By Steve Brady, RPT

6 — President's Message

8 — TT&T

An easy way to get a stronger SAT light pattern in the fifth octave; Ideas on getting
more tools into a tool kit; A longer-lasting sandpaper; Protecting the rim of the grand
piano you're rebuilding.

10 — Q&A
How do you regulate those old Chickering grand dampers with the threaded damper
wires? How, when and why to tighten plate screws.

16 — Letters . ) )
Clarifying Working with Keys and a Becker Correction.

38 — Grand Illusions

38 — The Puzzler

39 — PTGReview
Articles and information dedicated fo the news, inferesis and organizational
activities of the Piano Technicians Guild. This section highlights information that is
especially important to PTG members. This month: “Farming Out” to Build
Business; and New Members; In Memory; Reclassifications; Calendar of Events.

40 — Member Benefits

43 — The Auxiliary Exchange

44 — 40 Years Ago ...

45 — Classified Advertisements

48 — Display Advertising Index

The 30-ton pneumatic soundboard press, designed by Clair Davies. See Clair’s
article beginning on Page 27.
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world.

Those discussxions were led by two men who we in the Piano Technicians

Guild shall forever be indebted. Mr. Errol (Putt)
Crowl of the ASPT and Mr. John Travis of the
NAPT were the leaders of those discussions which
led to the merger of those two organizations into
what the world recognizes as the Piano Techni-
cians Guild. :

In this issue of the Piano Technicians Journal,
which is our official publication, someone always
has the opportunity to say thank you. This time I
have that opportunity for the fourth time. Not in
succession, but nevertheless, the fourth time. I
feel tremendously proud and privileged to again
say: “Thank you.” Thank you to all of the voting
membership who have once again chosen to place
their trust in me to be your spokesman, your
leader and your president.

What a fantastic time to be alive. Our 40th an-
niversary and another association year to look for-
ward to as we move ever closer to the turn of the
century, at which time we officially celebrate the
300th anniversary of the invention of that mag-
nificent musical instrument the piano forte. In-
deed — our reason for being.

As we proceed through the remainder of this
year, it will be my goal to continue to promote in
every way that I can the highest professional stan-
dards of craftsmanship for our membership. It
has been my experience that when we provide ex-
cellent quality service on a daily basis within the
framework of fairness and decency, the economic
standard we desire will improve accordingly.

Allow me to invite you to join me in making
this goal a living reality not only for our entire
membership, but also for those who will no doubt
be seeking to join us in this journey.

I want to spend some time talking about year
2000, the International Year of the Piano. Back in
January of this year the Piano Technicians Guild
was invited to be a part of a planning conference
held at the Smithsonian Institution in Washing-
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uilding on the Past... Looking to the Future...
| 40-Year Tradition

For some it may not be easy to realize that 40 years ago two groups of pi-
ano service people, the American Society of Piano Technicians (ASPT) and
the National Association of Piano Tuners (NAPT), culminated some very in-
depth discussions between the two groups. Much of what was discussed had
to do with standards — and the need to unify piano technicians into one or-
ganization in order to achieve the highest possible service standards as well
as to promote those standards throughout the industry and indeed the

Marshall B. Hawkins, RPT
PTG President

ton, DC. This initiative is being called PIANO 300
which, of course, signifies the 300th anniversary
of the invention of the piano.

Among the proposed components of PIANO
300 will be what I understand an extended exhibi-
tion beyond the Hall of Musical Instruments at
the Smithsonian Institutions National Museum of
American History. Literally thousands of people
from around the world visit the museum yearly.
What better contribution can we as piano people
make as the year 2000 approaches than to on a
daily basis speak out individually concerning PI-
ANO 300, the 300th anniversary of the invention
of the piano?

‘We definitely have the opportunity of making
a bigger impact on the general public and specifi-
cally the piano playing public than ever in our his-
tory. Make it a part of your daily activity.

The following statement was made earlier this
year. While the piano is now clearly an historical
instrument, its association with history does not
make it of merely sentimental interest. Building
copies of earlier pianos and the restitution of ear-
lier performance styles has helped revitalize both
concert life and the academic study of music, and
the use of the piano as an historical instrument is
itself becoming part of the history of the piano.
The piano connects us to our past in ways both
personal and universal; for young people it can
provide an understanding of the lives of their par-
ents and grandparents; to our culture as a whole
it offers insight into-the evolution of our modes of
socializing and entertainment, our habits of train-
ing and discipline, and our concepts of beauty
and pleasure.

So, during this 40th year of the Piano Techni-
cians Guild, be sure to do your part as we con-
tinue to build on the past as we look to the fu-
ture. @



The 2nd GPA
Dublin International
Piano Competition
Dublin, Ireland
All Six Prize Winners
selected Kawai.

¢ 42nd ARD International
Music Competition
Munich, Germany
trst Prize Winner selected Kawai.

The 45th Ferrucc
international Piano Competitiori
Bolzano, Italy
First Prize Winner selected Kawai.

The 11th Santander
International Piano Competition
Santander, Spain
First Prize Winner selected Kawai.

The 2nd Hamamatsu
International Piano Competition
Hamarmatsu, Japan
First Prize Winner selected Kawai.

The 10th International
Tchaikovsky Competition
Moscow, Russia

Top Two Prize Winners selected Ka

The 9th Van Cliburn International
Piano Competition
Fort Worth, Texas, USA
First Prize Winner selected Kawai.

23

t's becoming a familiar refrain.
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Improved SAT Light Pattern
in Fifth Octave

Well, I have solved the great mystery of how to get the
fifth octave to show a good and discernible pattern, and, like
many a mystery, it

is very simple. I
have not made an
extensive study of
this solution, but I
am sure I will hear

“\».\"‘
of it if someone 89
finds it does mnot ap
work on a particu- oo
lar piano, but that’s Og
okay, too. a Eg

If you are hav-
ing difficulty seeing
a pattern when tun-
ing the top of the
fifth octave, you
can turn the SAT
on its left end (see
Figure 1). The

TN

il

.
wavelengths  up !
there are on the or-

der of six to seven

Figure 1

inches, so setting the SAT on its side will elevate the micro-
phone just enough to catch the anti-node. If you need more
elevation set it on one of the plate strut junctions. Happy
Lighting.

— Newton Hunt, RPT
New York City Chapter

fore on Tool-kit
Minimalism

As a technician who can’t drive, I was interested in the
New York City Tool Kit (see PIJ, May, 1997, pp. 17-21). I use
a driver when I carry my big Emil Fries tool kit, and I have a
small Genck case I carry when I use public transportation. I
have tried to stock the small one with combination and min-
iaturized tools, and can do quite a bit with that kit. I noticed
that no one mentioned (in the article) the Leatherman™
tool. I learned of it in 1993 when I returned to the Piano Hos-
pital to learn methods of work for my recent visual loss. My
brother-in-law across the river in Milwaukie, Oregon intro-
duced me to the Leatherman™, which he developed. Itisa
stainless-steel, fold-up tool with teinpered blades. When
opened or unfolded, a pair of solid long-nose pliers is ex-
posed, with a tempered steel wire cutter up the nose near the
handle pivot. In the fold-up handles are professional screw-
driver blades, three sizes of slotted, one Phillips, along with a
sharp knife, a working file, and a bottle opener. When
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closed, the handle can be
used for measuring. Riv-
ets or dents can be added
for those measuring by
touch rather than eye-
sight. Mine was free (a
birthday present), but I
think they cost around
$60. And I hear that they
come with a little pair of
scissors in the handle
now. When closed, it
measures one inch by

four inches by 1/2 inch. 2

I have found it a very use-

ful and high-quality tool for such a little thing.

Since the 1960s I have always used the Emil Fries Tool
case, since I believe it can carry more in one container than
anything else [Eprror's Note: See David Severance’s article in the
October 1996 PT] for more information on this case. SB]. With my
first one in 1966 1 had a lot of regulation and combination
blades and tools. I had some 1" x 12" plastic tubes made; I
keep three of these tubes full of various combination tools,
and the tubes fit in the tool roll. Compared to putting the
combination tools in a pallet, these plastic tubes save space
in the tool box. I'm having a couple of 1" x 18" ones made
for the Genck case.

Figure 2 —
Leatherman™ tool
as shown in Jensen
Tools Catalog.

~— Paul Houghtelin, RPT
Twin Cities, MN Chapter

Lifetime Sandpaper?

Is there something like “lifetime” sandpaper? Probably
not, but the closest thing I've seen is European Industrial
Quality abrasive cloth. This bright yellow-colored, cloth-
backed material comes in three grades (fine, medium, and
coarse), and besides being practically indestructible it is the
most expensive sanding medium I've ever seen — over twice
as expensive as some average stuff! Costs run about $20 (in-
cludes shipping and handling) for a 5" x10' roll, to about §46
for a thirty-foot roll. Phew! But ... cost is commensurate with
time and production, so all in all if you do a lot of sanding it’s
a good buy. It is available from Minuteman, Inc. 1-800-733-
1776.

— Bob Bartnik
Richmond, VA Chapter
Reprinted from The Richmond Update chapter newsletter

Continued on Page 16
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Chickering Grand Dampers

I have inspected a 1903 Chickering 6’4" grand. It needs
an action rebuild and I would like some input before taking
on the job.

The design of the damper system baffles me. There are
no damper wire screws in the damper lift flanges. The
damper wires are threaded and screwed into the top of the
damper lift flange. It appears that setting the damper lift
from keys would be very difficuit. There are no capstans or
any sort of adjustment between the damper under lever and
lift rail to even out damper lift from pedal (which doesn’t
bother me as much as the lift from key problem). Is something
so obvious that it evades me?

If this system is just another weird Chickering experi-
ment that is a bear to regulate, is there any replacement sys-
tems available?

Thanks for any input!

— Lorlin Barber, RPT
Nebraska Chapter

@

5. @ From Les Smith: Having done many of these, I
can say that it turns out to be a piece of cake to regulate.
Their basic design was very creative and well thought out. To
regulate damper lift from the key you simply turn the
damper in or out. For example, if the damper is lifting too
soomn, your merely turn the damper clockwise however many
turns it takes to getin lifting properly. If the damper is lifting
too late, you simply turn it counterclockwise. Simply remem-
ber that turning the damper clockwise increases the distance
between the damper lifter felt at the back of the key and
damper flange and turning it counterclockwise decreases the
distance. In order to make these adjustments the damper
stop rail must be raised as high as possible so that you can get
the necessary clearance to turn the dampers without interfer-
ing with the neighboring ones. Sometimes you have to even
raise the stop rail completely above its screws and tempo-
rarily hold it in place with tape until the regulation is com-
pleted. Because there are no set screws, a tiny bit of burnt
shellac was originally used to secure the damper wires where
they entered the top flanges. Also, as designed, the dampers
are threaded onto the lifter wire in such a way that they are
free to rock back and forth slightly to permit perfect seating
(see Figure 1). If you have a problem with them rocking too
much, their front-to-back movement can be restricted with a
similar dab of burnt shellac. Only the front of the damper lift
rail felt is glued down to permit the insertion of paper shims
to even out damper rail lift. Where many people run into
problems with regulating damper lift from the keys is in not
securing the wire to the top of the flange with the burnt shel-
lac. If you don’t do this, the damper will sometimes twist side-
ways because of the lack of a set screw and the damper felt
won’t seat properly. This leads to all sorts of bad language di-
rected towards Jonas Chickering and his sons, who actually
came up with a pretty nifty damper design once you under-
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stand how it works. One big caution. If
you are contemplating replacing the
pinblock in this piano, be aware that
it is one of the most difficult
pinblocks to replace that was ever de-
signed. It will be in four pieces, with
all sorts of nifty compound angles
and curves. These are very difficult
and time-consuming to replace. Be
prepared and charge accordingly!
They make a Steinway pinblock re-
placement seem like child’s play.
Lots of luck!

From Norman Barretf: 1 have success-
fully modified a Chickering damper
system such as you described but it is
some trouble. If you want to take the
time, I believe that the results greatly
simplify the regulation in the future.
The first step is to drill the damper
lift block vertically so the damper
wire drops freely in it. Next drill
horizontally to accept a damper
bushing. These bushings are shown
in American Piano Supply’s catalog
on page 76, Part #33965A. Be sure to
order the screws to go with them.
These steps modify the damper lift
block similar to most damper sys-
tems and can be regulated normally.
The drilling is not too difficult if you set up the proper jigs.
Another point to consider is damper lever flange. The piano
I'worked on had these flanges glued to the damper rail. The
glue was breaking loose on some of these levers so I drilled a
hole through these flanges and used screws to secure them to
the rail. I hope that this information is clear and of some
help to you.

Figure 1 — Old-
style Chickering
damper, showing
wire threaded into
damper head and
top flange.

From Rob Edwardsen, RPT: Another option is to replace the
entire system with a damper underlever kit from Renner,
USA. It might be the same amount of labor (or maybe a little
bit more) than rebuilding the original. I'm not sure it would
work, but I would certainly look into the possibility if it were
my job.

From Bill Ballard, RPT: No it won’t, you won’t see a
Chickering with damper lever square to the assembly until
the point where Aeolian started to put the Chickering name
on Knabe scales (sometime in the *30s). Your back action has
fanned underlevers (spreading outwards to meet the fan of
the keyboard and top action). The underlever flanges must
be mounted horizontally. Let me know when you've accom-
plished this on the Renner replacement back action.

From David Stanwood, RPT: 1 once replaced a Chickering
Brown action with modern Herz-Erard type parts, using the
old stack rails and modifying the balance rail position. The
old wippens were “fanned” so I made vertical cuts on each

Continued on Page 12
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Continued from Page 10

flange where they meet the rail to match the angle. The hard-
est part was thinking of the idea. Actually doing it was quite
easy. I suppose you could do the same to a back action but
the original method can be made to work quite well if the
parts are restorable. However, if the mice had chewed up the
back action I might have contemplated replacing it. I'm sure
that museum conservators would have a strong opinion on
the side of keeping things original.

How do you do the dampers next to the plate struts?
Even lifting the stop rail doesn’t really give enough clearance
for these, at least in my experience. It’s hard to turn them
without damaging the felt.

— Tom Rush
Lookout Mouniain, Ga.

@

@ From Bill Ballard, RPT: This is where you turn
the damper head completely vertical (the wire is threaded
into the head as well as the underlever). As you turn the
damper wire into the correct depth at the underlever you
may still have to scrape by the plate strut and the neighboring
damper head. But heck, I've seen rats get through smaller
openings!

From Les Smith: The dampers next to the plate struts are
somewhat more difficult to do, so you might find it easier to
do these before even installing the other dampers in order to
minimize their interference. As I noted in my previous mes-
sage these damper heads are screwed on to the damper wire.
This allows you to rotate the damper head 90 degrees so that
it is literally standing on its end and then turn it in whatever
direction is necessary to adjust its lift with relation to the key.
You can still regulate these dampers near the struts once the
others are in place by first turning them on end, but it is a
squeeze.

As for securing the damper wires to the flanges with
burnt shellac, if you don’t have any, an acceptable substitute
is PVC-E glue. Note that hot glue (hide) as well as glues like
Titebond™ and Elmer’s™, do not stick well to metal and in
time will come loose. So use PVC-E glue if burnt shellac is
not available.

The beauty of the Chickering damper system is that the
lift of all the dampers from the keys can be regulated without
ever having to remove the action from the piano. Just re-
member to put the stop rail back in position after doing the
regulation! This damper system is different, but it is well
thought out and works beautifully once you understand its
operation. I've been rebuilding 1875-1930 vintage pianos for
30 years and can assure you that there in absolutely no reason
to “mickey-mouse” this Chickering damper system by trying
to modify it or replace it with another. To do so is to destroy
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the integrity of the instrument and that’s what we’re sup-
posed to be preserving. A vintage Chickering with its damper
system replaced is no longer a Chickering, but some sort of
hybrid. Those old, turn-of-the-century Chickerings were
high-quality instruments, much different from Chickerings
seen during the last 75 years or so. As such, they deserve bet-
ter treatment than that. Once again, the damper system, as
designed, works beautifully and it’s a piece of cake to regu-
late once you take the time to learn how it works.

Doesn’t the fact that the damper wire is not free in the
top flange limit somewhat the amount of fine adjustment you
can do with key lift?» What do you do, for example, if the ideal
spot for optimum damper lift with the key is other than the
spot allowed by turning the damper 360 degrees (for ex-
ample, 180 degrees)? '

By the way, I agree that you can and should preserve the
older systems found in these pianos, but by their very nature
they don’t seem to be capable of as fine a regulation as the
more modern systems (or am I being way too picky?).

— Tom Seay, RPT
Austin, TX Chapter

@

. @ From Les Smith: Actually, the very fine thread
on the damper wire permits extremely close regulation of the
damper lift, although you’re correct about only being able to
regulate it by full, 360 degree turns. Additionally, the system
provides for adjusting the damper sideways. The damper
head is screwed on to the horizontal portion of the damper
wire. If you find that the left-most string is leaking, for ex-
ample, you simply turn the damper head in a turn or two, If
the right-most string is leaking, you turn it out a turn or two.
Thus without ever having to remove the action from the pi-
ano you can regulate damper lift from the key and adjust the
damper from side to side with relation to the strings. Neat,
huh? Further, the damper “floats” on the horizontal portion
of the damper wire, which allows it to rock slightly forward
and backward to achieve perfect seating. By the way, it is com-
mon practice to completely clean all the corrosion off
damper wires when rebuilding a piano. You might, however,
want to leave a small amount of corrosion on the horizontal
section of the damper wire in an effort to restrict the rocking
motion. When cleaning the wires, check the rock by screwing
on a damper head. A little back and forth movement is de-
sired; too much can be a pain and require a dab of burnt
shellac or PVC-E where the wire enters the damper head in
order to limit it.

Continued on Page 14
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Continued from Page 12

Could you describe the preparation and application of
“burnt” shellac?

— Tom Rush

Lookout Mouniain, Ga.

@
@ From Rob Edwardsen, RPT: Burnt shellac is

made by mixing orange shellac flakes with just enough alco-
hol so that you have a thick gooey paste. You can get shellac
flakes from Player Piano Supply. It is called burnt shellac be-
cause originally it was made by taking premixed shellac and
“burning” off the alcohol by heating over a burner or hot
plate.

e  Tightening Plate Screws

I'm interested in what tools (i.e., torque wrenches, etc.)
and procedures other tuners are using in the field to tighten
down plate screws and bolts prior to tuning. What about the
screws partially under strings? Thanks in advance.

— John Peters, RPT
Berkeley, CA

@

@ From Dean Reyburn, RPT: ] use two small tools
that fif into a tuning hammer star tip. One is a Phillips, the
other is a regular (slotted) screwdriver. I also carry several
sockets and an adjustable wrench for those pianos which
have bolts, not screws.

Last time I checked, Pacific Piano Supply carried the two
small tools made by Francis Mehaffey. Any of Francis’s tools I
have used are great, especially his impact tuning hammer.

I do not use a torque wrench, but do it by feel. Hand
tight is fine. I prefer to-tighten all accessible plate bolts on
new customer’s pianos, on the first service, and once every
few years after that. The best time to check them (in Michi-
gan, at least) is in the winter when humidity is low.

Watch out for several types of grand pianos which do not
need the plate rim bolts tightened, namely newer Yamaha “F”
series grands and, I believe, Baldwin grands built since the
1970s. I don’t tune many Baldwins, so maybe someone else
could comment on that. These grands {(and some others pos-
sibly) have bolts that set the height of the plate, and should
not be turned. The other screws and bolts around the tuning
pin area of these pianos still need tightening.

I do not like to tighten “nose” bolts on plates; they don’t
ever seem to loosen from seasonal change like other plate
bolts (and tightening them can be risky). I don’t do heroic
measures to tighten bolts such as moving strings, unless it is a
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problem piano.

Plate bolt/screw tightening is more critical on pianos
with tuning pin bushings such as Yamahas, than it is for pi-
anos such as Steinways that have no pin bushings. Pianos
without tuning pin bushings rely more on the tuning pin-to-
pinblock connection to transfer pressure. At least that’s my
experience. I still tighten bolis on Steinways, but with
Yamahas and Kawais, I have seen several instances where pi-
anos went from holding tune poorly to holding very well after
tightening bolts/screws on the plate.

Just my opinion and experience.

From Laura Kunsky, RPT: 1 use an adapter for my tuning lever
and bits I got from Schaff. I check plate bolts on every new
piano (new to me) and every piano I tune in the spring after
our long, dry winters. If I can move those screws significantly,
T'll loosen strings to reach the hidden screws. This system
saves room in my tuning case!

From Newton Hunt, RPT: 1 have two screwdrivers made to fit
into a brace that have been ground down to fit into the tip of
my tuning hammer. Using this arrangement I turn the screws
unfil they stop at about 100 inch/pounds (a guess based
upon tuning pin tightness). 1 skip alternate screws going
around the perimeter in one direction and pick up the loose
ones on the return trip. Inaccessible screws cannot be
turned, which is a shame because I would like to tighten
them as well. .

I don’t think torque standards can be set because wood
types, hardness, age and support systems vary too greatly. Ex-
amples:

— Maple vs. mahogany

— Soft maple and hard maple

— Maple 100 years old and maple 10 years old

— Dowel support of the plate vs. wood blocks.

The purpose of tightening these screws is to integrate the
plate and wooden structure into one cohesive unit. 5
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Clarifying Working with Keys

The article “Working with Keys” in the March 1997 issue of the Jour
nal contained incorrect information regarding the key balance hole re-
pair system of Ralph Onesti, RPT. The article states the need for a shop
and power equipment. In fact, the tool is made so efficiently that its use
does not necessitate heavy power equipment or a shop facility in order to
affect repairs. All that is needed is a small, tabletop model drill press. In
an effort to demonstrate this, I offer an event that took place at the Kan-
sas City convention in 1994.

A hands-on technical class was in operation and keys from action
models were used so much that they had become worn past their useful-
ness. Ralph was called upon to use the key balance hole repair system to
restore them. An available drill press was used and some chisels and sand-
paper were borrowed from Kevin Leary’s class. Although this is not the
equipment one would want to use on an entire set of keys, it was easily
demonstrated that even the most sparse equipment could be utilized to
affect repairs with this system. .

Any questions or further information can be had by calling 1-610-
833-1657. i
— Grethchen Raichle, Manager

- Onesti Piano Restorations

Becker Correction

T'would like to point out an error near the bottom of the right col-
umn of Page 26 in the March 1997 Journal article by Skip Becker. The
string diameter has an inverse linear relationship to the pitch, i.e., reduc-
ing the diameter by half increases the pitch by an octave. The string mass
per unit length affects the pitch in inverse square proportion so that re-

ducing the mass per unit length by 4:1 increases pitch by an octave.
— St. Clair Logan,
Leeds, Englandg

Continued from Page 8

Protect that Rim!

We protect the rims of grand pianos in our shop with these
handy protectors made from aluminum roof flashing. Simply bend
the pieces as shown in the photo and glue some regular inexpensive
felt to the insides (see Photo 1). If you use enough of these, they
help protect both the inside of the rim from damage when raising
and lowering the plate and the outside. I got the idea from Bill
Spurlock’s class on soundboard repairs.

— David Vanderlip, RPT
Orange County, CA Chapterg

Photo 1 — Rim protectors in use on grand piano.
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Equal Ter

A temperament built with pure 5ths.
Impossible, you say? That's what | al-
ways thought. The early organ and harp-
sichord tuners soon learned you can't
tune a circle of pure 5ths to complete an
octave so they began various schemes
fo go as far as possible with the pure
5ths. This was the basis of Pythagorean
tuning. Of course it would have been nice
to have pure Major 3rds, Perfect 4ihs,
Major 6ths, and Minor 3rds and 6ths as
well. But alas, it was not fo be. Actually,
the 3rds and 6ths were quite busy. And

walich out for those wolf 4ths and 5ths!

Next came the Meantone tunings,
where it was possible to have as many as
eight pure 3rds and a number of pure
4ths and 5ths. But, alack and alas, there
were those wolves. Then came the vari-
ous modified Meantone schemes. Now
they were really cooking. It was possible
toplayin allkeys with
justalittle careful at-
tention to the writ-
ing and voicing of
parts. Mini-wolves
were created to
lessen the bite of
larger wolves. This
gradually developed
apopularityforwhat
we now call Well
Temperament.

Finally, so many little wolves were
created that it was decided to just go all
the way. After all, so many other good
intervalshad already been compromised;
equal temperament seemed to be the
next logical step. Equal temperament
was found to be more of a struggle than
atfirst expected. Not every musician had

By Jim Coleman Sr., RPT
Contributing Editor

the patience to learn the techniques and
skills to be able to tune equal tempera-
ment. This helped to more fully develop
the professional piano technician. Here
were people who were willing to devote
their Iives to practice and learn the art of
equal temperament. After about 75 years
the art was well developed and standards
ofacceptable tempering were established.

Yet, there remains even to this date
some disagreement as to what consti-
tutes an even balance of octaves. Since
the adventof higher-tensioned scaling in
comparison to the lower-tensioned scal-
ing of the early fortepianos and harpsi-
chords, it was discovered that octaves
could notbe tuned perfectly, either. This
seemed not to be a problem with the
earlier instruments. But now, in order to
make a piano have good balance in the
octaves, some tempering is necessary.
The main question today is: how wide
can the octaves be and still not be an
irritant? Also, is there an ideal trade-off
between the width of the 4ths or 5ths and
the width of the octaves?

Originally, the standard approach to
setting equal temperament was to first
establish the octave and then, by using a
circle of 4ths and 5ths, one could divide
up the octave evenly by contracting the
bths each by 1/12 of the 24-cent comma.
The early attempts involved tuning two
5ths upward and then dropping down
one pure octave and repeating the pro-

“The main question today is: how wide
can the octaves be and still not be an
irritant? Also, is there an ideal trade-off
between the width of the 4ths or 5ths
and the width of the octaves?”

cedure until the circle of 5ths was com-
pleted. Later it was decided that steps
could be saved if one tuned up one bth,
then down a 4th, up a bth, etc., until the
circle of 4ths and 5ths was completed.
There have been many schemes used to
balance out a one-octave scale.

One special scheme was to divide the

octave into three contiguous Major 3rds,
then tuning down a 5th from the second
one and then building two more Major
3rds, then dropping down a bth, etc. The
earliest bearing plan of this system was
popularized by Oliver Faust and later
made more popular by John Travis.

Eventually, a scientific system was
developed where one could tune the
circle by 4ths and bths and check with
3rds and 6ths. This was made very popu-
lar by William Braid White. Later a sys-
tem called “Both Ways From the Middle”
was developed by Bill Stonaker where
early on one had some checks and bal-
ances for the 5rds and 4ths. Several varia-
tions of this then have been used and
made popular by such people as George
Defebaugh, Don Morton, Bill Stegeman,
and others.

Back in the early 70s, while working
for the Baldwin Piano Company I tuned
manyAcrosonics. ] discovered itwas quite
easy to set a temperament from A3 to A4
by using three contiguous 3rds as a basis
from which to tune 4ths and bths to
complete the scale and avoid the break
area of the Tenor section. Later, Dr. Al
Sanderson and Rick Baldassin extended
that idea to covering two octaves and
utilizing some bulletproof procedures to
assure excellent results regardless of the
difficult scaling challenges of some pi-
anos.

In all of the later developments, it
was discovered that
the 4ths would beat
slightly faster than
the theoretical rates.
The 5thswould beat
a little slower than
the textbook values.
As these later sys-
tems became more
popular, the desire
tostretch the octaves
a little more to ac-
commodate the effects of inharmonicity
became more popular. At the present
time it is common to find the octaves of
the better tuners stretched by from 1/4
to 1/2 beats per second at the second
coincidentpartials ofan octave,i.e.,when
one listens to an octave at the partial one

Continued on Next Page
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Equal Temperament by
Pure 5ths
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octave above the upper note of the oc-
tave there will be up to a 1/2 beat per
second widening. Another way of check-
ing would be to compare F3-A3 and F3-
A4 where the beat of the latter would be
faster than the former byup toa halfbeat
per second.

The result of this causes the 5ths to
beat even slower. But, of course, this is at
the expense of the 4ths beating a little
faster. There are always trade-offs when
one attempts to favor one interval above
othersin stretching equal temperament.

Many have held tenaciously to the
idea that octaves should be perfect. Can
we talkabout this? Is there alaw of nature
that says that octaves must be pure? What
about double octaves, must they also be
pure? What about triple octaves, or qua-
druple octaves? Must they also be pure?
Who is to say?

Contrary to what my good friend
Virgil Smith says about always tuning
pure octaves, we have been able to show
that when comparing coincident par-
tials, it is impossible to have all pure
single, double and triple octaves. If one
startsin the center of the piano and tunes
a pure 2:1 type octave, and then another
contiguous pure 2:1 type octave, and
then another contiguous 2:1 type octave,
the resultant triple octave will be terribly
flat on any typical modern piano. As a
result of this the modern tendency is to
stretch octaves judiciously in order to
minimize this discrepancy. In spite of
Virgil’s explanation of his method of
tuning, his results are very good and he
actually is able to tune to greatly mini-
mize the discrepancy created by
inharmonicity. After studying Virgil’s
tuning style, I believe I have a clue as to
what he is really doing. He is not the only
one. Brent Fischer of Arizona State Uni-
versity is an excellent tuner who has also
been able to realize this ideal type of
stretch. Recentstudy of the aural tunings
of Tom Kenny of La Crosse, Wisconsin,
has convinced me thatforalong time we
have ignored a very helpful interval in
controlling our stretch tunings. This in-
terval, as you may have guessed, is the
perfect 5th.

As we have noted above, each effort
to stretch octaves a little more has re-
sulted in the bths being slower and the
4ths becoming faster than the theoreti-
calvalueswe all started with. BrentFischer
is the first one to bring to my attention
the idea that the octaves should be
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stretched to the very edge of the limit.
That is, as far as you can stretch without
the octave beginning to sound bad. Per-
haps others have tried to suggest this to
me and at that time it just went over my
head.

The next logical question becomes:
“What is the limit to the stretch of an
octave?” Can single octaves be stretched
to the point where triple octaves will
sound good? I believe Virgil Smith does
this. I also believe that this is why his
tunings sound so good.

Can octaves be stretched as much as
three beats in five seconds? We've been
listening to bths which are compressed
thatmuch foralong time and it has been
tolerable. Worse yet, we have been listen-
ing to 4ths which theoretically beat four
beats in five seconds.

Now, when you realize that we have

been listening to 4ths that are more than

one beat per second due to the recent
trend to stretch octaves a little, just how
far can we go in that direction? If we
stretch our octaves just a little more, can
we still tolerate even faster beating 4ths?
Ibelieve the answer to this is, “yes.” After
all, since the advent of equal tempera-
mentwe have been conditioned to listen-
ing to 3rds which beat more than seven
beats per second. What is the practical
limit of beats which we can tolerate in the
sound of the single octaves and the 4ths?
Could they be balanced out equally?
Should they be balanced out equally?
Ibelieve the answer to that question
can be found in the bths.
Ifonesetsatemperamentusing pure
5ths, the 4ths will be faster and the oc-
taves will be wider. In the early experi-
ments thus far, the results of this type of
tuning have by the strangest coincidence
provided just the right kind of octaves to
produce tolerable triple octaves, and the
quadruple octavesare notbad. The over-
all sound of the piano is quite exciting.

Aural Scheme for Equal
Temperament by Pure 5ths

A whole note indicates the note be-
ing tuned; half notes indicate reference
notes or tests; quarter notes indicate pro-
gression checks:

Step 1— Tune A4 to
fork.
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Step 2— Tune D4 pure to A4. Test F3-D4
6th equals F3-A4 10th.
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Step 3— Tune A3 to D4 at 1.5 beats wide.
Checkthat A3- A4 octave is also 1.5 beats
wide. Check that F3-D4 6th is 1.5 beals
faster that F3-A3 3rd.
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Step 4— Tune F3 from A3 at 7 beats wide
temporarily.
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Step 5 — Tune F4 from F3 at 1.5 beats
wide. Check that Db3-F4 10th is 1.5 beats
faster than Db3-F3 3rd.

) 1

Step 6 — Tune Db4 from F4 wide so that
the A-C#4 3rd is half way between the F-
A 3rd and the Db4-F4 3rd. If the Db4-F4
3rd is not halfway between the A3-C#4
3rd and the F4-A4 3rd, then the two Fs
must both be adjusted, but they must
maintain their 1.5 beat oclave spread.
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Step 8— Tune F#3from C#4 as a pure 5th. Test A2-F#3 6th equals
A2-C#4 10th. Check that F#3 3rd fits with F3 3rd. If it doesn’t, then
the speed of the 4ths and octaves needs to be changed or else the
C#4 was not balanced properly between A3 and F4.

Step 7 — Tune Bb3 from F4 as a pure 5th. Test C#3-A# 6th
equals Db3-F4 10th. Check that F3 4th is same speed as F3-F4
octave. Check that Bb3-D4 3rd fits with A3-C#4 3rd.
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Step 9— Tune C4 as a pure 5th from F3. Test Ab2-F3 6th equals !

Ab2-C4 10th. Check that C4-F4 4th is not much faster than F3-  Step 10— Tune E4 as a pure 5th from A3. Test C3-A3 6th equals

F4 octave. C3-E4 10th. Check that C4-E4 3rd fits with Db4-F4 3rd. Check
. that E4-A4 4th is not much over 1.5 beats per second.

7 "y - N | T ’ S

- T I T— T = " 4 wa_____ T
e = gEE=
& P -
€ ﬂrd- =

- SO
1FL - ?2 - -‘§rng~—~————a Zﬁi:::FE
b —b-&—— E— = e

Step 12— Tune B3 between F#3 and E4 as balanced 4ths, each
Step 11 — Tune G3 as perfect 5th from D4. Test Bb2-G3 6th  peing 1.5 beats. Check that G3-B3 3rd fits between F3-A3 and

equals Bb2-D4 10th. Check that G3-E£4 6th is slightly slowerthan  A3-C#4. Check that G3-B3is slowerthan G3-E4 6th by about 1.5
C4-E4 3rd. beats.
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Step 13 — Tune D#4 to A#3 as a 4th that is as wide as
its tuned neighbors. Test F#3-D#4 6th to be 1.5 beats
faster than F#3-A#3. Check that B3-D#4 3rd fits with its
neighbor 3rds A#3 and C4. Check that F#3 6th fits with
its neighbors F3 and G3 6ths.
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Step 14 — Tune G#3 as a perfect 5th from D#4. Test B2-G#3 6th equals B2-D#4 10th. Check that
the G#-C# 4th fits with its neighbors. Check that Ab-C 3rd fits with its neighbors. Check evenness of
4 minor 3rds, on F3, G#3, B3, D4.

Continued on Next Page
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This completes the F-F temperament,
but it should be filled out in both direc-
tions, tuning F#4 as a pure 5th to B3 and
checking to see that the octaves are
stretched as much as the near 4ths. Con-
tinue with G4, G# in similar fashion.

Tune down from B3 to E3 as a pure
bth maintaining equal 6ths and 10ths as
above, and balancing with descending
3rds and 10ths. Another test for pure
5ths which works is the complementary
Minor and Major 3rds like E3-G3 equals
G3-B3. This works better when tuning
pure 5ths. Continue downward in similar
fashion to the bass break.

As one continues above A4 eventu-
ally balance the 5ths and octave-bths
checking all along to keep the 10ths
moving up evenly. The octaves will be as
wide as you can tolerate them and even-
tuallyutilizing double-octave-5ths balanc-
ing them with the single octave bths. By
the timeé you arrive at C6, you should
have perfect triple octaves. 17ths will be
faster than 10ths and 3rds giving you
wide double-octaves and wider single top
octaves. In the top octave, the double-
octave-bths are easier to gauge than the
fast speed of the 17ths to maintain even-
ness.

Achieving Equal Temperament
by Pure Fifths With a Sanderson

Accu-Tuner

It was while playing around with al-
tering the A4 stretch numbers that I
discovered the possibility of having equal
temperamentwith perfect5ths. Forsome
time it had been noticed that when the
temperamentoctave wasstretchedalittle
more than before that the 5ths would be
slightly slower and the 4ths would be a
little faster in beat rate.

The original experimentswere done
on my Steinway L, which had FACstretch
numbers of 7.0, 8.5, 8.6. By adding 1.0
cents to the A4 stretch number, the cen-
ter octave was stretched enough to make
the bths come out pure in almost every
case. Now this was at the expense of
making the 4ths faster as well as the
single octaves. The smooth curve ability
of the SAT kept the 3rds and 6ths well in
line, so when the 10ths were a little faster
the progression was smooth.

At first one may object to the wider
octaves, but after tuning the piano this
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way, and playing music, I found itwas not
objectionable and the wider octaves pre-
pared the way for slightly wider double
octaves than the normal readings would
provide. While playing two-handed block
chordsup and down the piano, there was
asolidity noted which far outweighed the
slightly stretched single octaves in the
center of the piano (up to 1.5 beats).
By the time I reached the 5th octave,
and making the 1.0 cent reset necessary
as explained in previous articles on “Al-
tering the Stretch,” the test for 3rds, 10th

and 17thsshowed averydecided increase

in the 17ths over the 10ths. But the payoff
was in the fact that the 5ths and 12ths
continued to be pure. By the time I
reached octave six, the bths were actually
stretched, but the 12ths continued to be
pure and the triple octaves were also
pure. Eventually the 12ths (octave-5ths)
gave way to the pure 19ths (double-oc-
tave-bths). The top half of octave seven
may have been a little too much as single
octaves, but the triple octave sounded so
good that it was tolerable. The octave-
5ths began to be on the wide side too.
There is a difference between our
melodic sense of hearing and our har-
monic sense of hearing. One can prove
this to himself by playing middle Cwith a
shortstaccato blowand while remember-
ing the pitch, playing the C7. Most of us
would rather tune the C7 a good bit
higher in satisfying the melodic sense
than we would tune it as a triple octave
sounded together. This test has been
done in many of my tuning classes over
the years. Most classes preferred to hear
the C7 somewhere around 17 to 23 cents
sharp when C4 and C7 are played me-
lodically (one note after the other). This
gives a stretch on most pianos which
would make even a triple octave beat on
the wide side (i.e., too sharp). By pro-
gressively sharpening the single and
double octaves as proposed by this ar-
ticle, there is less difference in beats
between the single, double and triple
octaves as viewed from octave seven. At
this point, I am beginning to think that
this is what Virgil Smith is doing or at
least approaching when he says he can
getpure single, double, triple, and some-
times quad octaves. He definitely does
make the bth and 6th octaves sharper
than most of us have been doing.
Another interesting discovery dur-
ing bass tuning was that in going down
below the break, I was able to maintain
pure 5ths. Most of you have noticed that
the normal bass stretch using the FAC
numbers provided bass octaves which
are usually stretch to make the 6:3 octave

relationship a little wide. During this
greater stretch, it was noticed that the
5th above the note being tuned was al-
most always pure. This should not have
been surprising to me when I consider
that, for example, when tuning C2, the
machine is listening to the 6th partial
which is also the 4th partial of G2.

Ialready knew that the normal curve
of FAC tunings attempts to keep the
double octaves fairly clean, so since the
partial which the machine listens to is
two octaves above a note a 5th higher
than the note being tuned, the match is
very good. Of course, one should expect
some slight variation in all bass tuning
tests, because the inharmonicity of bass
strings usually jumps around quite a bit
(i.e., you can’t have everything coming
up like roses) during the tuning process.
There isalmost always a jump as you cross
the break between the two-string unisons
and the single-bass strings. Usually the
17ths and double-octave-7ths slow down
or else one is widening the 5th, the oc-
tave and the double octave. g
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Editor’s Roundtable
By Steve Brady, RPT
Journal Editor

Equal Temperament by Pure 5ths

A few months ago, shortly after writing his article
which appears in this issue of the Journalon Page 17,
Jim Coleman posted it on the Internet listserv,
“pianotech,” for some peerreview. The article spawned
a fair amount of discussion at the time, some of which

appears here in edited form.

Horace Greeley, RPT: 1 have looked for years to find ways to
describe how I tune. I should have known to ask you.

The method you describe for tuning pretty
concisely covers what I do. I'would go so far as
to state that I will instantly sacrifice a “per-
fect” octave, if it makes musical sense to do
so. Also, I do think that managing the
bths is a crucial key to understanding
how the 3rds and 6ths are “supposed” to
sound under differing circumstances.

Do I correctly remember that
Broadwood was the first maker to
“standardize” on “equal temperament”

(in 1853)? If so, then it would seem
altogether likely that varying methods of
establishing the temperament would have

sorted themselves out by the time Braid White was first
writing (roughly 50 years later). That kind of time line is
not unusual in transitions from theory to practice, espe-
cially in the 19th century.

A few comments are interspersed:

' Coleman (from the article): “Eventually a scientific system

was developed where one could tune the circle by 4ths
and bths and check with 3rds and 6ths.”

Greeley: It was hard to decide where to “snip” what was
here, each of the writers/teachers you mention have
made significant contributions to the instruction and
practice of tuning. My more modest contribution is that in
each of these cases, the scope of the area in which the
temperament is set is expanded. That is, Braid White
wanted everything to be “doable” within the major 7th
(yes, with.checks outside, but that was his basic range for
temperament tuning). By the time we get to Rick
Baldassin and Al Sanderson, we are using two octaves. An
observation that comes to mind is that we are, in actuality,
tempering the entire instrument.

Coleman: “Many have held tenaciously to the idea that
octaves should be pure. Can we talk about this? Is there a
law of nature that says that octaves must be pure? What
about double octaves, must they also be pure? What about
triple octaves, or quadruple octaves? Must they also be
pure? Who is to say?”

Greeley: This is where I seem to be constantly getting
myself into trouble. I think the clue is, as you suggest, the
“judicious” stretching of the octaves, using the (essen-
tially) pure 5th as the delimiting factor. From an applica-
tion standpoint this means that I will (virtually) never
(knowingly) turn the bths inside out. I will, however, work
to make them squeaky-clean, as I feel the musical situation
warrants. It is good to know that, while our descriptive
vocabulary may differ, there are others who are carrying
the octave to the “very edge of the limit.”

Coleman: “The next logical question becomes: what is the
limit to the stretch of an octave? Can single octaves be
stretched to the point where triple octaves will sound
good? Can octaves be stretched as much as three beats in
five seconds? What is the practical limit of beats which we
can tolerate in the sound of the single octaves and the
4ths? Could they be balanced out equally? Should they be
balanced out equally? I believe the answer to that question
can be found in the 5ths.”

Greeley: 1 completely concur that the answer

is in the 5ths. Most of the other questions in

this paragraph depend, for me, on many
other variables — most of them subjec-
tive. What is the literature? What is the
piano? Who is playing? Where is it
played? etc.

Coleman: “The overall sound of the piano
is quite exciting.”

Greeley: The combination of ingredients
Continued on Next Page
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can have very exciting results indeed—rather like a good
snare drum, in which the tension of the heads is so well-
balanced with the tension of the snares that the slightest
movement creates an explosion of sound.

Jim, this is great. Thank you very much!

Michel LaChance, RPT: The idea is not new. The French
technician Serge Cordier has already made some research
on the subject. There is also an article by Mieczyslaw
Kolinski in the journal of the American Musicological Society
in 1959 about the tuning by pure 5ths. I also have a book
called The New Tuning by Lucas Mason which is promoting
this quite unusual way of tuning.

The principle is the following: since we have.to stretch
octaves, why not do it in a way to provide pure 5ths. This
results in fairly wide octaves in the midrange, but the
extremes get very much in the same proportion as a
normal stretch tuning. I tried the tuning “by the book” on
my Yamaha M1 by just transferring the theoretical fre-
quency figures into my SAT. It does indeed provide 5ths
that are very punchy. The slightly wavy octaves do not
seem to be a problem for me, but the harsh major 3rds
made me somewhat ambivalent toward the resulit.

Another problem, in my opinion, is that the
inharmonicity on the piano would call for an even more
spread bth, in terms of frequency differences, in order to
get them pure — which may make (I guess) the 3rds beat
even faster.,

Don’t get me wrong, I don’t mean it is a bad concept.
Some may like the strong chordal effects it provides in
some repertoire. It is certainly worth trying it. Thanks,
Jim, for your healthy contributions.

Robert Scott: When we talk about pure octaves we have the
distinction between 2:1 octaves (where the 2nd partial of
the lower note zero beats with the fundamental of the
higher note) and 4:2 octaves (where the 4th partial of the
lower note zero-beats with the 2nd partial of the higher
note. Due to the variability of inharmonicity these two
tunings are not necessarily the same.

Doesn’t the same consideration hold true for pure
bths? There can be a 3:2 pure 5th (where the 3rd partial
of the lower note zero-beats with the 2nd partial of the
higher note) or a 6:4 pure 5th (where the 6th partial of
the lower note zero-beats with the 4th partial of the
higher note). I suppose you could even talk about
9:6 and 12:8 pure bths too, but by the time the
partials get that high they are probably too
weak to need special attention. How does
this impact the discussion of tuning by
pure 5ths?

Dennis_Johnson, RPT: Jim, if I understand
your temperament correctly, you are
setting something very close toa 1/5

- ditonic comma meantone, with the
comma divided regularly between four
bths and the octave. Your language does
not necessarily imply regularly tempered
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divisions, but if your 3rds are of equal size, then these
divisions of the ditonic comma would need to be equal as
well. This is something different from anything I have
tried, but I have come to respect your interests. Actually, it
would not be so far removed from the Marpurg I tempera-
ment, which is a 1/6 comma ditonic division, all of them
being 5ths. In your temperament, the telling triads would
be D Maj, B Maj, E Maj, and Eb Maj, but there can be no
argument that all other keys are improved over both the
standard ET and the traditional Pythagorean triads for
two reasons. First, the bths are pure which implies the
triads to be proportionally beating (actually, 6:4 bths are
strictly proportional but that is not worth picking over)
and second, the 3rds within these triads would beat
identical to, or very similar to, beat speeds of standard ET
3rds. It then becomes an aesthetic question as to whether
one prefers this color, or something else.

I eventually tired of the Marpurg I temperament
because I felt that the color of a 1/6 ditonic bth matched
with an ET 3rd did not appeal to me. That is why I must
wonder about these keys mentioned because a 1/5 ditonic
5th would beat slightly faster than a 1/6 bth. This is not to
say that a 5th beating 1.5 bps is too fast. To the contrary,
1/4 syntonic 5ths beat even faster, and they can be
glorious. The aesthetic issue, in my opinion, is one of
balancing beat speeds in a complimentary way between
bths and 3rds. Generally, the more noticeable a 5th is
beating, the slower I like the 3rds to be, with the clever
exception of an occasional proportionally beating triad
that can hide a faster beating 5th. In my experience, when
a noticeably beating 5th beats in no rhythmic relationship
to the 3rds, and the 3rds are beating as fast as standard
ET, you get a color much less satisfying than a traditional
Pythagorean triad with much faster 3rds and a pure 5th.

Coleman: Dennis, thanks for your well reasoned response.
I have not yet dealt with the difference between the 3/2
5ths and the 6/4 5ths. This is still quite new to me.
However, I do not relate this temperament to any of the
historical temperaments at this time. You will notice that I
refer to this as an equal temperament which includes
tempering the octaves as well. When you actually try this
temperament on a piano, you will find that all the 5ths
stay pure, all the 4ths stay in even progression, all the 3rds
stay in even progression, all the 6ths stay in even progres-
sion. Therefore, this is not anywhere near an historical
temperament except that equal temperament was also
developed historically.
I have a great respect for your depth of understanding
of the historical temperaments. For years I used an
aural temperament which I thought was equal
temperament, but which was closer to
Marpurg 1. 1 liked the idea of balancing the
three 3rds of an octave first and then I
could tune all but three notes in the
octave as either a 4th or a bth from those
balanced 3rds. I called those my primary
4ths and 5ths. Then I could tune the last
three notes from some of the primary
4ths or bths. Steve Brady was the first to
suggest to me that I was tuning strangely
close to the Marpurg.
In this current tuning, I stress that this is




more equal temperament than that which we normally
call equal temperament, because it also tempers the
octaves so that they match better throughout the whole
piano. Let me know what you find after you have had a
chance to try it. I may have to alter my estimate of the 1.5-
beat 4ths and octaves a little after I have more experience
in tuning different pianos. At the time of the writing, I
had only tuned my Steinway L and one Yamaha console
with this system. Now I have tuned a few more pianos
including a Yamaha CFIIL. The results still make the piano
sound bigger.

Doug Hershberger, RPT: When I was at the Steinway factory
for a voicing seminar in April we did some tuning there
and it was my impression that the Steinway concert tuners
start stretching the octaves right away, such that the bths
end up being pretty much pure and a fairly active 4th with
a common top note. This technique really seems to push
the envelope as far as the octaves are concerned and
within reason sounds very musical. It sounds like what
you're talking about is another step further in that direc-
tion. Interestingly, when I was back at the factory I was
told the kind of aggressive tuning techniques used by the
concert tuners for Steinway would probably not pass the
Guild’s tuning exam at the RPT level. I like your expres-
sion that the piano sounds more exciting. Thanks again.

Richard Moody: It seems that if an interval were pure, all of
the “eligible” partials would also be beatless. But you raise
an interesting point by noting that there are more than
one series of partials affecting the interval being tuned —
on paper, anyhow. The 5th for instance, (how did I think
of that?) the 3rd partial of the lower note beats with the
second partial of the upper note. Take 5th F to middle C.
The theoretical rate is .590 bps. That is the 3:2 series. Now
look at the 6:4, (double) and the rate is 1.180 ... exactly
double. These rates can be seen in Reblitz’s tables 4-12
and 4-14 (first edition). However he doesn’t comment on
these “extra rates” and no one else has mentioned them
to my knowledge.

Surely these rates must be audible because we can
hear the beats of minor 3rds which are caused by the 6:5
series. However, no one must hear them separately, else
they would be dealt with in tuning instructions. Tt would
seem that they would reinforce the .590 beats.

There is much to be done with theory on paper. Of
course in practice things are not always as predicted.
Some pianos are easy to get triple octaves, while others are
impossible. Also, even with meter-type electronic tuners,
one can observe the A octave stretched automati-
cally when set by ear (1/2 cps +/-, again this
varies from piano to piano). Since all of this
happens because of inharmoanicity (sic) O
the stretching is accomplished automati- &
cally when tuning aurally. And since it is
better to error on the sharp side, and gy
since the strings tend to pull flat and we ‘
have to be sharp anyway to set the pins,
octaves get even more stretching just m
from considerations of accurate and
stable tuning. @

Another reality of tuning, especially
in temperament: if you can hear 5ths

beating, they are too narrow; on the other hand they can
be too pure. The sound they make is not like a beating,
rather a tonality. That is to say bths sound purer than they
look on paper. Maybe because the double beats from the
upper partials smoothes them out?

Jerry Anderson, RPT: Dr. Albert Sanderson published some
fascinating data in the June 1978 issue of the Piano
Technicians Journal. Page 16 shows two charts which
compare theoretical beat rates to actual measured beat
rates in a well-tuned piano. There are separate columns
quantifying the 2:3 5th and the 4:6 5th beat rates. These
beat rates, and their rates of change are significantly
different.

The tuning this data was drawn from appears to be
based on a system where all octaves were tuned 0.5 bps
sharp. This could, of course, have been done with any
other temperament system including a zero beating 2:3
bth. The data seem to suggest two problems that may arise
from a zero-beating 5th system. First of all, both the 2:3
and 4:6 5ths will not be zero-beating at the same time.
This might be a problem in the middle, and certainly
would be a difficulty in the lower bass of smaller pianos
where the first and second partlals are dominated by
higher partials.

Secondly, the inharmonicity does not progress linearly
as we progress up the scale from the temperament, but
clearly is increasing in more like an exponential manner.
Regrettably, Dr. Sanderson only gives data for two octaves,
but his data suggests what we all know intuitively, that the
top octaves of a piano are extremely inharmonic, and that
inharmonicity increases from note to note by progressively
larger steps as we go up the scale.

It seems to me — please correct me if I'm wrong —
that this non-linearity would make it impossible to apply a
uniform pure 5th at all points in the scale without making
excessive compromises with other intervals. A pure 5th
temperament might well be desirable on a low
inharmonicity instrument in a large hall, but I have
trouble imagining this system as something universally
applicable to all pianos, or even to all 88 notes of any
single piano.

I’d love to be wrong, and I'm very interested in your
research. If anyone can convince me otherwise it is
certainly you! Best of luck with your project.

Walter Sikora, RPT: A couple of weeks ago 1 was called on
to do a voicing overhaul on an Acrosonic that had just
been tuned by the most popular, well established tuner in
town. I was keen to hear what one of his fresh tunings
sounded like. Sure enough, the double octave-
bths and triple octaves were very smooth. I'm
very conscious of the sound of double
octave-bths as I use this interval as part of
my final aural checks on every tuning.

I liked this highly stretched
tuning style, but didn’t known how to
duplicate it with the SAT. Yesterday I
tried your method on a customer’s
Steinway M and Bechstein grand. It
worked beautifully. I got smooth double

octave-bths and triple octaves with a nice
progression of 17ths up and down the
Continued on Next Page
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scale. I thought single octaves actually sounded better,
although I could hear some roll. Both pianos sounded
very musical and the customer was delighted.

Thanks for providing this great new tool. The only
situation I can think of where I might hesitate to use the
pure-5ths method is in churches where the accompani-
ments to hymns have so many major 3rds and their
relatives. Even so, it’s probably worth experimenting.
Maybe our ears are becoming ever more accustomed to
dissonance in the major 3rds. And a little added disso-
nance there is tolerable musically when the consequence
is a2 more musical sounding stretch.

Coleman: The perception may have something to do with
the close unison idea, but I think it has more to do with
the better matching octaves, especially the wider multiple
octaves. The beats in the octaves are still more than what
one would tolerate in a unison that was not quite perfect.
My personal belief is that this is closer to what a lot of
good aural tuners have been doing accidentally for a long
time. I have noticed that I tend to tune sharper when
tuning strictly aurally than when I tune with a machine. I
think that is because of the pérceived need not to tune on
the flat side, so I overdo it a little on the sharp side. Many
years ago I used to hear people say that they liked my
aural tuning better than my machine tuning. I don’t hear
this anymore.

It may be because my machine tuning style is much
better now. However, now that I can tune the wider
octaves more consistently than I did back then, it may
become more popular to tune with the wider octaves
again.

I have a couple of very keen customers who will give
me feedback soon on this particular idea. '

Jim Bryant, RPT: Dr. Coleman, you replied: “The percep-

tion may have something to do with the close unison idea,
but I think it has more to do with the better matching
octaves, especially the wider multiple octaves.”

Okay, I'll buy that. The question came up during a
tuning yesterday. A long-time customer, who is a record-
ing engineer, performing artist, symphony player and one
half of a very neat couple, had asked me to tune his wife’s
Steinway ‘L’. This particular ‘L’ is about 12 years old, has
had adequate maintenance, and is a joy to play, tune, and
listen to.

Due to the fact that I had plenty of time to
work on this tuning I decided to try some of
the alternatives we have discussed these
past few weeks. The clarity of scale on
this instrument lent itself to my experi-
mentation.

Starting with a very, very slightly
stretched octave in the temperament I
strove to get the smoothest progressions
I could as concerns single, double and
triple octaves, pure sided 5ths, slightly
faster 4ths, etc.. I was concentrating on
my technique and not paying attention to
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anything else. Starting at the temperament octave and
working out in both directions (not my normal proce-
dure). I had worked through the middle five octaves when
the customer, sitting in a chair across the room behind
me said “Jim, I don’t know exactly what you are doing but
Ilike the richness that is coming out.” (I had not realized
he was there until he spoke.) Of course this led to a
discussion of theory, and where this tuning varied from
what I normally do. Customer’s comment: “ I really like
the clarity of your regular tuning but I like this sound as
well” (slightly purer bths, slightly expanded 4ths, etc.)

I am glad that this happened, as my customer is very
conversant with what he likes and doesn’t like and is
comfortable with discussing aural perceptions versus
interval realities (and he does not tune).

I had intended to go back and retune the piano to my
“normal” tuning but the customer asked me not to, in
order that he could play on this one for a long period of
time and decide what he liked/disliked about it. The
results were very close to what you describe and although
some single intervals do beat at what I consider to be an
objectionable rate, they fit in well with the overall scale.
No, I did not have my SAT so I could not take measure-
ments.

I thought that due to this customer’s unique set of
abilities, perceptions and knowledge his comments would
be of interest.

Ralph Martin, RPT: Have to relate an experience to you
that your subject of stretched octaves pertains to.

Two years ago I had the unfortunate experience of
tuning for a pianist/bandleader now fronting one of the
big bands we all knew in past years. The local dealer
delivered a 7' Yamaha to an outdoor bandstand immedi-
ately adjacent to a bus terminal. Auto horns were blaring,
some of the musicians were warming up their instruments
and Greyhound buses were pulling in next to the stand.
Obviously, the ambient noise was overpowering. To make
things worse, I had a little less than one hour to get some
kind of respectable tuning installed.

The only way possible was to use an SAT FAC tuning
and tune with the magnetic pick-up. I finished with a few
minutes to spare and the pianist walked over to check
everything out.

"~ Asyou know, it’s extremely rare to have a musician
fault an FAC tuning performed with the SAT....but this
guy had to be my first. These were his comments: “Hey,
it’s a good tuning, especially under these circumstances.
But, you know, these factory-type stretches are never really

enough. I play a lot of raised 11ths in the lead...and

with this little stretch they all sound flat.”

I told him the next time to allow me a
little more time and a little less noise and I

would accommodate him ... but I have to
admit that, for the type of playing he was
doing, they did sound flat. When I got
back to the shop I began to think about
this and wondered if Cavallero’s style,
what with the triple octaves high on the
keyboard, would have sounded flat as
well.

@

In any event, this sure supports
what you have been working on. Further,



when I was learning how to tune many years ago, a lot of
tuners seemed to tune in this fashion. Maybe this is
another cyclic thing coming around again. What do you
think?

Ed Foote: It is interesting to see who will accept what. I can

state for a fact that the additional stretch (beating octaves

for the sake of pure 5ths) will not work in a country music
recording environment — the bass players go nuts! I tried
this and it cost me another tuning on the spot. Ensemble
playing also just doesn’t seem to gel, intonation-wise, with
this much stretch. As opposed to additional “richness,” I
hear it as a loss of foundation when the 6:3 octave is still
beating, for the sake of 5ths.

Perhaps the solo piano will benefit from this, but
then, I think it may depend on what kind of music that is
being played. Jazz? 1 suppose so; I have been asked in the
past by jazz musicians to make the top end “hot” and it
seemed that there was no limit to how far I could sharpen
the upper two octaves. My personal feeling is that the
additional stretch is of limited use. I have not tried this on
anything smaller than a Steinway L, so I cannot address
the utility of the pure 5ths on small pianos.

However, we have to consider the primacy of the 5th
in determining the value of making them pure. The 3rds
operate in acoustical opposition to bths, so if the music is
heavily dependent on the 3rds, this pure 5th approach
will place the harmonic cost in a very sensitive area.
Examination of the use of various sizes of 3rds and bths
can be done with the well-temperaments and the music
that was composed on them. Some musical architecture is
predicated on the pure 3rd, hence, the destruction of the
octave for the sake of the 5th is, in my opinion, counter-
productive. As always, we tend 'to compare much of what
we evaluate on the example of our mentors and teachers,

so, for what it is worth, I will quote Bill Garlick, circa 1976.

“As you go up from the temperament octave, the 4ths
will begin to show increasing amounts of beating, but the
5ths should not exhibit any more beating than they do in
the middle of the piano. As you tune the last octave,
which needs no compromise for notes above it, there
should be a feeling of “lift,” a sense that the pitch is
“going somewhere.”

My own personal feeling is that the double octave
should stay as clean as possible, the loss of pure triple
octaves seems to be of small importance, the straight
program from the SAT seems to do this well on the larger
pianos.

The optimum stretch for the bass? I think that this
depends on the piano itself. A brassy set of hammers
might sound better if the fundamentals are
spread a little in favor of the higher partials,
but on a more “mellow” or softer voiced
instrument, which is producing a lot of
fundamental, the strength of the 4:2
relationship is more important. Okay,
that is more than two cents worth, but
that is what my ears and customers are
telling me.

Sty

Q

Greeley: It may be more than two cents, @
but I think it’s worth thinking about. Your
story could be told many times over. In the

8.S

years when I was doing studio work, certainly this kind of
tuning would have been a very quick ticket out of town —
it still would be, in some areas.

While I am quite excited about getting this method
more carefully dissected, perhaps it is well to keep in
mind that, like pianos, no two clients are alike. Paraphras-
ing myself from another context, what works for me and
for my clientele might be problematic for someone else. I
no longer do any studios, so do not have to worry about
either the electronic instruments, or the specific needs
found in that environment. The point might be that I can
“get away with” a stretch that might not work for many
others.

Still, my primary concern and goal is for each instru-
ment I service to be the best that it can reasonably be.
This equation, if you will, certainly tries to take a client’s
preferences into account. Without regard to “slow times”
none of us can really afford to lose clients for the wrong
reasons.

Martin: This morning I had to tune a 40-year-old Baldwin
spinet. Using the FAC numbers but adding lcent to the
A4. At the risk of being a cold blanket, I found the bass
really too wide for my taste. The rest of the piano, though,
boasted almost pure 5ths all the way up with good triple
octaves and single octaves that were certainly not objec-
tionable. Probably I could have programmed the F for a
better bass. My candid opinion, though, was that I know I
could have been a whole lot happier with an aural tuning
had I left myself more time. Couldn’t ask the Missus
opinion since she had just started taking lessons and
wasn’t really able to hear the difference from the previous
tuning which was probably performed aurally with the old
4ths and bths method and really expanded octaves.

I am not giving up just yet, however, I'm going to try
again with a larger piano. Maybe tomorrow.

Richard Raskob, RPT: Thanks to Jim for his post on this
subject. I have for some time been experimenting with
using the SAT to tune more like my aural tuning. My
method is very similar to Jim’s. I choose my A4 number by
multiplying the measured A4 number by 1.16 . This
normally gives me a difference between .9 and 1.5 cents. I
reset the SAT at C6 as Jim stated in his post but find that
pianos with a high C6 measurement start to get octaves
just a little too wide for my liking around C7 and so 1
remove the reset at that point. The bass end of many
pianos seems a little wide as some have mentioned on the
list. I have found that, if one resets the SAT sharp by the
amount added to the A4 number, a very acceptable bass
can be had from the AccuTuner. I have had
good results on many different brands and
® sizes of pianos. I only use a straight FAC

tuning when I must pitch raisé a piano.
g ) This method gives a very musical piano

which, when I go over it by ear at the

end of the tuning, needs very few
changes.

Brent Fischer, RPT: ] certainly appreciate
and am humbled by your reference to
me in your article. Of course I am one of
those who has been advocating this (stretch
Continued on Next Page
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to the limit) tuning style since a few years ago and truly
the acknowledgment goes to Franz Mohr and the techs at
Steinway Hall for coaching me on this at that time. There
is a limit on how fast a 4th should be allowed to beat and
on concert grands I have generally found it to all work out
within reason; however, the tuning I just completed this
morning re-confirmed a critical area on the Steinway “D”
exists between notes #67 and #76. In my opinion, the
speed of the 17ths through this range will make or break
the difference between an exciting and brilliant top end
or a sound that becomes edgy and brittle. Just being a hair
too fast is worse to me than slightly slower than ideal. Can
you really dial this in now with the SAT? I know we have
had this discussion in the past and being the diehard you
know I am it may be time to “show me the money” again.

As accurate as the machine is you will have to just set
me down and prove that it can not only measure fre-
quency but also perceive and anticipate beat relationships
which is the level of tuning I think goes beyond the SAT.
If for no other reason, I think the art of tuning cannot be
completely measured — absolutely very closely measured
— just not completely. I guess I will never understand why
technicians are not driven to exercise their minds with the
challenges that tuning by ear requires. But wait, you also
know that I am buying an SAT for the department as soon
as possible. The three advantages I do not aurally possess
are accurate pitch corrections, the ability to tune two
instruments together, and confidence with pitch percep-
tion on notes #86, 87, and 88.

Moody: Oh boy, how to talk about aural tuning? But
trading experiences seems valuable.

One time when subbing for the regular tuner he
warned me that the performer was critical of the upper
octaves, that he had checked the piano and it should only
need a touch-up, but don’t go overboard, tune like I
usually do, that sooner or later it comes down to the
tuner’s judgment, not the player’s. Or words to that effect.

As soon as I got there I checked the octaves — good;
double octaves — okay; triple octaves — wow, sounds
good; quadruple octaves — nothing blatant. In walks the
pianist, “The upper octaves sounded flat in practice.” “I
just checked them and heard nothing horrendous, but I
would like to check them against single strings. Say, how
did you hear them?” He proceeded to play them not
together but melodically (arpeggio). “See, they
sound flat!”

Trying not to seem like 1 was squirming
between a rock and a hard place, I blurted
out, “Oh I haven’t gotten to those checks
yet, let me get set up and we will see
what we can do.” “Okay, I'll leave you to
your work,” he said, and walked out.

I started with a double octave and
raised the left string two beats just to be
blatant and then checked it against the
single string in the temp. No beats ... @
Oops! Hmm, how far can I go and what
about the 12ths? It turned out I could
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boost those octaves by one to two beats (the left string
against the middle string) and still have beatless double
and triple intervals. Well maybe one beat in three seconds
sharp, but I can’t count that slow, and the 17ths didn’t
speed up that much. So I jacked up the treble, but the
pianist never came back to check, and I never found out if

_ he noticed the difference. I didn’t hear from the tuner

that I really stretched his octaves too much, and he had
me sub on other occasions. Oh well, another day, another
tuning. By the way, this was on an American Steinway D at
least once restrung.

You wrote: “There is a limit on how fast a 4th should
be allowed to beat.”

Of course, within the octave the 4th will beat accord-
ing to how the 5th is set. I have recently noticed an
interesting relation of these intervals according to beat
rate tables. Using the first edition Reblitz illus. 4-11, F3 -
F4. The 4th F3-Bb is .790 bps. The Bb-F4 is .790, exactly
the same rate. However the ¥3-C4 5th is .590 while the 4th
C4-F4 is 1.180 or exactly fwice the rate. Having never
known this it doesn’t affect the way I tune, but perhaps it
explains why I never listened much to 4ths. They (for me)
result after the bths and 3rds are set. Besides I don’t hear
a distinct beat, rather a change of tonality when the
intervals of 5ths and 4ths are tuned.

Bryant: As in any occupation, tuners have certain totems
that we ascribe to and you have touched on some of those
in this first article. The “pure” yet “stretched” octave is
one. Yes it probably is possible to go across the range of
the keyboard and have (mostly) pure octaves, but I'm not
sure you would want to do it. The reason of course is that
for every “pure” note or interval you have, a compromise
has to be made somewhere and as you know that compro-
mise is geometrically progressive. An acceptable interval
in the mid range can become quite unacceptable in the
second octave up or down very easily, and focusing on a
pure octave, or 5th, or any other combo leads us into
something other than “equal temperament” ... doesn’t it?
(honest question, not rhetorical).
I vary-from Horace in that I will not hesitate to turn a
5th “inside out” if it makes melodic or musical sense in a
given instance; probably because I don’t know enough
about theory to understand why it should not be done. Of
course we are speaking in generalities and some methods
will work better on some instruments than others due to
the many factors ... size, type, materials, musical score,
solo ... etc.
Ilearned to tune by doing it because it sounded right
and “because that’s the way it should be done, son.” So
I tend to focus more on 4ths and bths than
perhaps I should, checking, occasionally,
with 8rds and 6ths and probably can’t tell
you where to find a 7th. As a conse-
quence, I depend on my 5ths as an
anchor in my tuning and I find that I
prefer them on the “pure” side and have
never been able to get away from that
(don’t know that I want to). Horace’s
comments, and your postulations on
5ths, tend to lead me to believe that we
are essentially in agreement there.




By Clair Davies
Bluegrass, Kentucky Chapter

The press you see here is a
much-improved version of the one
I introduced in the September
1987 issue of the Journal. The
1987 press worked well for me for
several years, despite operations
that were annoyingly slow or

awkward.

For instance, to reposition the
rib clamps I had to go to both ends
to loosen their locking rails, then go
back to both ends again to tighten
them. The top beams would some-
times get jammed on the threaded
rods when being taken off or put
back on. As many as 34 hex nuts and
washers had to go on the threaded
rods to load a soundboard in the
press, then later come off again to
unload. I had always wanted to re-
think these functions, and a dozen
others, but never seemed to have the
time or motivation.

When Webb Phillips asked me to
teach a soundboard class last year at
the Pennsylvania State Gonvention I
thought I'd better finally give the
old press a good going over and fix
some of its problems. I didn’t want
to spend all my time in Philadelphia
apologizing for it. 1 ended up de-
signing and building an entirely new

Photo 1 — The 30-ton Soundboard Press, weight 500 pounds.

press. It turned out really well and is
infinitely more fun to use. Having
dealt for so long with the deficien-
cies of the old model, I knew better
this time what was needed.

Improvements in New
Press

The mostimportant new feature,
angle-iron braces to hold and align
the beams, instead of threaded rods,
solved the problem of the inherent
instability of beams (see Photo 2). At

Photo 2 —
The imporitant
features of the
rib clamp
assembly.

full pressure, half the beams in the
old press actually needed an addi-
tional yoke on one or both ends (un-
fortunately, not shown in the

1987 article) to keep them from sud-
denly leaning over and squirting
hoses and gluey ribs out the side.
The angle iron prevents that from
happening.

Inthe new press, thick pins (bolts
with the threads cut off) are simply
popped into place to capture the
top beams without need for nuts and
washers. The beams also slide in and
out between the angle irons without
jamming. .

Listed below are some of the
other improvements:
1.More suitable beam lengths, to be

ready for any kind of piano.
2.Rib clamps that position from one
end just by loosening a dog.
3.Carriage posts that move if neces-
sary when positioning the clamps.
4.A simpler way to attach the hose to
the beam.
5.Larger diameter hose to insure ap-

Photo 3 — A complete rib clamp
assembly.

Continued on Next Page
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plication of full pressure.
Safety rods that prevent the fittings from blowing

Photo 6 — A view of the carriage and one of the two ropes to
pull it around.
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out of the hoses.

Gluing Pressure

The best reason for using a pneumatic soundboard
press is that it can deliver a perfectly uniform pressure
of 100 pounds per square inch. The pressure is always
known exactly, by means of the compressor’s gauges.

Ifirst decided to use 100 psi when I found out it was
the pressure used by Steinway in their presses. But since
rebuilders had never used such high pressure and I
wanted to be sure I wasn’t going too far, I called Bruce
Hoadley to see what he thought. He surprised me by
saying that 100 pounds per square inch was actually
considered a minimum in woodworking industries for
gluing softwood, and that twice or three times as much
was used with hardwood. When I finally bought Hoadley’s
book, Understanding Wood, 1 found all this laid out in
detail in his chapter on joining wood.

Alot of pressure is needed for a superior joint when
the wood has been surfaced with rotary planers or drum
sanders. The wood looks perfectly flat and smooth but
really isn’t. The scalloping action of machining leaves a
miniature topography of hills, valleys and ridges on a
piece of wood, as will always be revealed by the first coat
of finish. Only substantial force can bring two such
pieces into intimate contact. Inlight of this reasoning,
and with Bruce Hoadley’s assurance that I wouldn’t be
squeezing out all the glue, T built the press I wanted.

Obtaining Crown

For the one-person shop, a pneumatic soundboard
press is ideal, particularly when made of yellow pine.
Yellow pine beams are light enough for one person to lift,
and yet they're extraordinarily strong. According to
Hoadley's book, the bending strength of this common-
place wood equals many species of oak. Used everywhere
in home construction for floor joists and roof trusses,
yellow pine is relatively inexpensive. Grades one or two,
which are both strictly flatsawn for maximum strength,
should be used for the pneumatic press. Construction
grade isn’t really strong enough. The beams that clamp

" Photo 7 (LeFT) —
Soundboard
press ready to
accept
soundboard

1 panel.

Photo 8 (rRiGHT)
— Soundboard
press with
soundboard
panel loaded.




down a concert grand’s longest ribs
must each bear more than 5000
pounds of force.

A unique and unorthodox fea-
ture of my press is the absence of a
built-in dish to force the crown. The
beams are perfectly flat before the
pressure goes on. A modest reverse
crown is taken on as the press in-
flates, the longer of the bottom beams
bowing downwards about 3/8 inch,
the top ones upwards the same
amount.

Some technicians may be tempted
to cuta curve into the bottom beams,
but I don’t recommend it. Klaus
Fenner, the well-known scale de-
signer, has observed that the ends of
the ribs seize first in a pneumatic
press with a deep dish. The fibers of
the panel then tend to be stretched
apart as it is forced down into the
curve of the press. This actually works
against the ultimate crown of the
soundboard.

If more reverse crown is desired
in the press, it works better to take a
little off the height of the bottom
beams. Since the strength of a beam
varies as the cube of its height, re-
moving only one inch from a five-
inch beam weakens it enough to bow
nearly twice as much. The beam must
not be weakened excessively, as too
much bow allows the hose to round
out and not completely cover the rib.
To deliver full pressure, the hose must
contact the rib’s whole width.

If I were to contour any of the
beams, I would do only the top ones.
A convex top beam would put pres-
sure on the middle of the rib first,
then spread it out toward the ends. It
wouldn’t necessarily give the press
more of a dish, but I don’t think this
issue of reverse crown in the press
warrants all the attention it gets.
Soundboard crown does often myste-
riously vanish when the strings go on,
but it’s never a problem of insuffi-
cient dish in the press.

A soundboard panel that is dried
correctly before ribbing will bow up
at least 5/8” when it takes back its
normal moisture content from the
air, which gives plenty of extra crown
for compression. It's open to ques-
tion whether areverse-crowned press
really contributes measurably to this.
It’s impossible to prove or disprove
an effect.

In terms of ultimate crown, how-
ever, the effect of the inner rim is
absolutely certain. The requiregl 11/

2 degree angle on the inner rim (2
degrees in the Mason and Hamlin) is
probably the biggest factor in setting
the crown of the soundboard and in
keeping it. When this criterion is not
met the crown will be spoiled, no
matter how deep the dish in the press.
Disappointment can result even with
a good inner rim if the soundboard
isn’t made to conform to it perfectly.
Crown can disappear altogether if
some part of the inner rim is flat.
This press, as described, always
givesme a 3/16" crown before string-
ing and more than 1/8" with the
strings on. This is a good result, butI
could never depend on it happening
until I got serious about the inner
rim. :
Of the fifty people who attended
my class in Philadelphia, several have
already built the press and many oth-
ers have it in their plans. This dem-
onstration of inter-
est in the power,
versatility and con-
venience of the
pneumatic system
made me want to
continue helping
people learn about
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An Essay on the History of Tuning » Part VI

By Skip Becker, RPT
Northeast Florida Chapter

Modern Tuning Theory

The Baroque era (1600-1750) is notable for the
population increase of European cities, and the correspond-
ing rise of new “middle classes.” These were successful
merchants, manufacturers, and even tradespeople who had
time and money on their hands. The leisure time enjoyed by
their families was a measure of their success. Men began
smoking tobacco, and women were cultivating the ritual of
tea with sugar. Everyone learned to wear wigs. They flocked
to the new sophisticated Italian operas (often just to be seen
wearing their wigs). They could afford the new “harpsicons”
(“harpsichord” was in general use much later in the Ba-
roque), and, affecting the manner of aristocrats, they had
the inclination to put them in their parlors—but not
necessarily to play them.

Because of their increasing popularity, both as
musical instruments and as a status symbol, keyboards
increasingly fell into the hands of novices. The tuner and
the player were less frequently the same person. The
thinking of keyboard players about tuning underwent the
transformation from medieval to modern as well: let some-
body who knows what they're doing do it! At the beginning
of the Baroque, anyone who played a keyboard knew how to
tune the common temperament. By the end of the Baroque,
with the complexities of key color, and circulating 5bths,
tuning had become a specialized art; in the early part of the
next century, it became a separate vocation. Musicians with
the aptitude for it became known as “tuning masters.” They
were the first professionals, usually found working in the
instrument shops of the rapidly growing urban centers.
There weren't many of them. The best were instrument
makers, but it is unlikely one could have prevailed upon Mr.
Silbermann or Mr. Stein to “put a clavier in tune.” Master
craftsmen usually employed five or six apprentices, who
might be dispatched to maintain an instrument of their
manufacture, for a small maintenance fee. The arrangement
of one master to five or six apprentices produced around 20
instruments annually, so the whole affair was more or less
manageable. This was the standard production rate for all
Europe during the Baroque era. It seems to be the greatest
number of hand-made instruments which could be pro-
duced with the proper quality assurance required to bear
the master’s name.

Outside city limits, the task of tuning fell to music
teachers, or schoolmasters, even musical tinkers, in a pinch.
In the preface to his tuning instructions, Barthold Fritz
writes in 1756: “For there are persons who live in the
country who cannot always get hold of a tuning master.
There are music lovers in cities who would like to undertake
this exercise partly in order to save expense, and partly for
their own satisfaction and for confirmation of the science of
music they have themselves acquired. Yes, there are a lot of
teachers in cities who are no real organists, and have never
had instruction in proper tuning, but who ought to be able
to tune their pupils’ instruments before, during, and after
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their lessons.” Keyboards during these times generally
required tuning every coupie of months. It should not be a
surprise to learn that they usually didn’t get it. Wolfgang
Goethe, in his memoirs, recalls a trip in his youth to visit an
Alsatian clergyman, whose daughter “waited upon him with
music.” “She played...upon a clavier which the schoolmaster
ought to have tuned long before if he had had the time.”

Grand New Opry

The Baroque period is usually defined by the develop-
ment of national trends in art, literature, and music.
Athanasius Kircher, who coined the phrase “doctrine of
affections” in his own encyclopedic version of “universal
harmony,” attributed the different styles to the differences
in national humors. Naturally enough, different countries
were reacting to the advent of modern times in their own
ways. In music, the new and innovative styles came from the
Italians, who led the way with their operas (the first bona-
fide opera was from Monteverdi in 1610). Italian composers
were legion, their music was all the rage. Italian traveling
opera companies greatly affected local provincial music
everywhere they played. Italy was also the home of instru-
ments. Italian Masters, such as Stadivarius, dominated the
making of the new violins, violas, and cellos. It was also the
birthplace and home of the harpsichord. The Muse seemed
to be living in Italy. The highest status symbol a German or
French potentate could flaunt was a personal opera estab-
lishment. This involved the construction of an opera house’,
incredibly complex stage machinery, an orchestra, and a
troupe of Italians who composed and performed works of
grandeur based on the vanity of their princes. This was
fabulously expensive, and most rulers of the many smaller
principalities had to be content with small chamber orches-
tras.

Around 17002 Ttaly was also the birthplace of the piano.
The honor of “inventor” falls to Bartolomeo Cristofori
(1655-1731), Court Instrument Maker to the Medici family.
He called it the “gravicembalo col piano e forte,” or “harpsi-
chord that plays soft and loud.” Little is known of
Cristofori’s life. He moved from Padua to Florence around
1690 at the request of merchant Prince Ferdinando de
Medici, an accomplished harpsichordist. He remained there
until he died. The opportunity to work in Florence for the
Medicis was an incredible honor, and suggests that
Cristofori had established a reputation in Padua as a skilled
instrument builder. After Prince Ferdinando’s death in
1713, Cristofori was appointed curator of instruments to the
Grand Duke Cosimo lil, where he assumed the responsibility
for maintaining a collection of 84 instruments, half of which
were keyboards.

Cristofori’s bills to the Treasurer of Tuscany have been
preserved. Although drawings of his piano design appeared
in print by 1711, his instrument was not well known in his
lifetime. The first sonata dedicated specifically to the new
instrument was composed the year after he died
(composer’s rarely designated which instruments to use



until the late Baroque). There are, of course, competing
claims for priority, but Cristofori’s pianos reveal a remark-
able technical genius. He realized early on that piano strings
required higher tension than those used for traditional
harpsichords. He alone constructed sturdier cases for his
instruments. His action design is also the best of any early
claimants. It included the sophisticated concept of escape-
ment, and utilized individual dampers (the first wedge-
shaped for unison strings), backchecks, and a repetition
string?.

Baroque England

The new scientific way of thinking, which was
sweeping all of Europe, took hold in England first. England
was the most affluent country, and offered economic
opportunity to anyone who could get there; including
musicians, and especially instrument makers. Music became
so popular that paradoxically, it lost its glamour. In Renais-
sance times, Queen Mary had led a national trend in playing
the new claviers. Any decent courtier was expected to be a
musician. By Baroque times, England was lousy with musi-
cians. It was not possible to make a trip to the market, or
dine in a tavern without being “fiddled or piped to death,
for a penny.” English aristocrats still owned and purchased
the finest instruments available, and hired musicians for
entertainment; but they were “mortified to contemplate
their sons putting a viol under their chins, or raising a pipe
to their lips.” For them, what was the sense of devoting a
lifetime of practice just to be able to perform as well as a
hired musician? Music was not considered to be a proper
vocation for a son, unless preceded by matriculation in the
church. But the ability to play a keyboard just well enough to
tinkle out the melody from the latest air or aria became an
essential “feminine” characteristic. Playing the keyboard
became one of the female “accomplishments.” Together
with such skills as speaking a few words of French, and some
needle point, these accomplishments were the requisite
display of good breeding so necessary to succeed in any class
of Baroque English society. Because the keyboards were
played primarily by “middle class” daughters awaiting
marriage (and no decent home could be without one), the
instruments became known as “virginals.”

According to the remarkable historian Charles
Burney, the description was accurate. Any keyboard facility
displayed in the courtship process was neglected immedi-
ately after marriage. There
seemed to be a finite
amount of musical talent
apportioned to England; the
more who participated, the
smaller was each share.
Indeed, by the middle of the
18th-century, it seems the
shares were so small that
they had to import their
musical talent from Italy and
Germany.

" In the new modern
England, the Muse had been
stripped of any notions of
“higher calling,” or nobility.
Some of the new religious
sects which were springing
up during the “Reforma-

“At the beginning of the Baroque,
anyone who played a keyboard knew
how to tune the common tempera-
ment. By the end of the Baroque,
with the complexities of key color,
and circulating 5ths, tuning had
become a specialized art; in the early
part of the next century, it became
a separate vocation.”

tion” (like the Quakers) even banned music from their
worship services. It took their Germans to remind the
English that there was a “higher purpose” to music. For
example, even the jaded English found Handel’s Messiah to
be a profoundly moving experience. When Lord Kinnoul
offered Handel some compliments on his “noble entertain-
ment,” Handel replied: “Milord, I should be sorry if I only
entertained them. I wished to make them better.”

Baroque Germany

In Baroque Germany, times were tough. Years of
civil warfare and frequent invasions had ravaged the country
(marauding armies were encouraged to “live off the land”),
decimating the population by 40 percent, and creating a
plethora of tiny independent states. Social class structure
solidified to a greater extent than in other countries. Upper
classes were educated to the point that Latin was encour-
aged, even in schoolyard games (German aristocrats learned
early to change their verb endings when speaking to
menials). Latin was the language of medieval thought. In
1660, books printed in Latin (by the very busy German
printing presses) outnumbered books in German by four to
one. 100 years later, the ratio was the same, but reversed
(this signaled Germany’s belated entrance to modern
times).

However, in Germany, music had not lost its sheen.
A musician was still regarded in the same manner as a
prophet, or a soothsayer, or a mathematician: someone with
a special window into the nature of the universe. Musicians
tended to be true musici (educated musicians of the old
school). Tuning and temperament theory were active topics.
The Germans also tended to be the least influenced by the
innovative music coming from Italy. They continued to
compose in the contrapuntal style of the Renaissance.

Werckmeister was among the first to base his
musical theory on the modern concept of harmony. Ger-
many was also lagging behind the other countries in terms
of economic development. The best job a musician could
get was in a court chamber orchestra. These opportunities
were rare, despite the large number of courts. When
Handel’s friends visited him in England, they were as-
tounded that he could make a living independent of any
royal patronage. Music was just not as omnipresent in
Germany as it was in the rest of Europe. Few people got to
hear the court chamber concerts, as the audience was
restricted to aristocrats and
courtiers. Most Germans got
their music Sunday morn-
ings, in church, where they
listened to what may be the
best sacred music in the
world. The Germans were
proud of this heritage.
Competition for a job as a
church organist could be
very intense (just like today).
Historians tend to neglect
the fact that Telemann aced
out J.S. Bach for the organist
post in Leipzig. Telemann
didn’t take the job because
he got a higher paying gigin
Hamburg.

Continued on Next Page
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The next best job for musicians in Germany was
teaching. The daughters of the German middle class were
not to be outdone in any social graces or accomplishments,
but unlike their counterparts in England, German men
received music instructions as well. Music was an acceptable
vocation, and a desirable avocation. Wolfgang Goethe
recalls, in his memoirs, his instructions on the forte-piano.
His father did not encourage advanced lessons for him, but
he did for Wolfgang’s sister. Germans loved to musicalize.
Non-professionals formed societies known as “kenner und
liebhafen” (connoisseurs and amateurs), who had influence
far beyond their numbers. Many compositions in the later
part of the century were dedicated to and directed towards
these permanent societies. Any program produced by the
Kenner und Liebhaten was considered to be of a higher
quality than the concerts performed by traveling virtuosi.

But if they had the money, even connoisseurs didn't
tune their own instruments. Herr Johann Caspar Goethe, a
learned doctor from the University of Giessen (and father of
the famous Wolfgang), recorded his tuning expenses in
Latin: January 28, 1755, pro cimbalo accommodando, 24
kreuzer; and again on April 11, 1764, Pro cimbalo
temperando, 30 kreuzer (we may assume that the higher
price included a pitch raise). We trust Herr Goethe was
musici enough to maintain his keyboard between profes-
sional tunings.

Music a la Mode

The French had trouble defining just what French
music was, mostly because they loved Italian music so much.
French musicians were dreadfully intimidated by their
Italian counterparts. Even Francois Couperin (le Grande,
1668-1733), who came from an aristocratic French family
famous for its musical prodigality, used an anagram of his
name when he presented his early works. Any sonata by the
new Italian composer “Pernucio” was devoured eagerly by
the French public. The unique “French style” was probably
first defined by Jean-Baptiste Lully (1632-1687), who was
himself an Ttalian (but to the French, he was their Italian).
Lully was the most popular composer of his time, and a
favorite of Louis XIV, the Sun King. The two became
acquainted as adolescents when they both danced in the
same ballet (in Paris, 1652). Lully was able to parlay this on-
again off-again friendship into a series of musical patents,
which gave him virtual domination of French theater music.
Most of Lully’s operas and innovative ballets were very
popular. However, when his Arimide received a cold recep-
tion from the public, he shut it down — except for a final
performance during which he was the entire audience
(Lully was his own biggest fan). When the Sun King heard of
this development, he reasoned that if Lully liked it, it
couldn’t be so bad; so he ordered a private performance of
his own. Louis was charmed by the opera; his court and the
public hastened to change their opinions.

Another great French composer who helped define
the “French style” was our
old friend J. P. Rameau.
Rameau entered the opera
arena rather late; he was 50

before he wrote his s, bue ~ report to the contrary, Bach mnot

he is celebrated for rejuve-
nating the French theater
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: “Aﬂthough some music histories

only used pianos, he sold them.”

with 25 operas over the next 30 years (this includes the first
Masonic opera Zoroaster, anticipating Mozart’s Magic Flute by
40 years). Even so, his early efforts were criticized because
he didn’t compose like Lully. But, however fashionable, the
French public was notoriously fickle. Rameau lived long
enough to see Rousseau’s operas (his enemy from the “War
of the Buffoons”) criticized because they didn’t sound like
Rameau.

France also has a legitimate claim to the invention
of the piano. Jean Marius presented detailed drawings to the
University in Paris in 1714. He had the temerity to claim that
Cristofori stole the idea from him. But his pianos lacked the
sturdy case construction of Cristofori’s, and his actions
lacked any sort of escapement. His work, while interesting,
has won no priority status in history books.

The First Home of the Piano

Although born in Florence, the piano would never call
Italy home. Cristofori only made a few such instruments. His
work was continued by his student Giovanni Ferrini, whom
he designated in his will to complete a piano under con-
struction. That particular piano went to Queen Maria
Barbara of Spain, an early devotee, who managed to collect
a total of five of the new Florentine pianos.? It’s quite
possible the others were made by Cristofori himself. But
Italians rarely saw the “piano e fortes” outside Florence or
Rome. The Germans were the first to manufacture pianos in
any quantity, beginning in the 1730s. A German claim of
priority comes from Christoph Schroeter, who submitted
hammer action plans to the King of Saxony in 1721.

The attention of Gottfried Silbermann, the distin-
guished organ and clavichord builder, was drawn to
Schroeter’s “invention.” He “test marketed” his early efforts
(based on Schroeter’s design) on J.S. Bach, who found little
use for the clumsy keyboards, save to strengthen the fingers
of his students. Thus piqued, Silbermann redoubled his
efforts, and redesigned his instruments to be exact copies of
Cristofori’s. The new models were quite successful. His
dedication to producing a “better piano” inspired the next
generation of builders, most of whom were trained as
apprentices in his shop.

By the mid 18th century, Germany became the first
home of the new instrument. For the first time, demand for
keyboards made it possible for an instrument maker to
specialize in harpsichords, clavichords, and pianos. By the
end of that century, so many German piano makers had
moved to England that they took the distinction of “the
home of the piano” with them.

Bach Piano Concert In Potsdam 1747

A favorite figure in history is Frederick the Great
(1712-1786), King of Prussia, who came to power in 1740.
Because he survived the Baroque era so successfully, he is
often regarded as the first great personage of modern times.
Although he is remembered in history books mostly for his
military astuteness (he did bring the gift of Prussian milita-
rism to both Germany and the world), he was also devoted
to the life of the mind and
the spirit. His court in
Potsdam was one of the
great centers of intellectual
activity in Europe in the
18th century. Many math-
ematicians, scientists, and



philosophers visited, and wrote some of their most influen-
tial works while there. But music was Frederick’s real love.
He was an avid flautist and composer. Some of his works are
still performed today. And Frederick was one of the first
patrons of the arts to recognize the virtues of the newly
developed “piano-forte,” which he saw as the great new wave
of the future.

Although often on the battlefield, defending or
enlarging his borders (he had commissioned a portable
harpsichord to accompany him), he found time to increase
Prussia’s cultural activities as well. Upon completion of a
new opera house in 1742, Frederick enlarged his musical
staff, hiring outstanding instrumentalists at enormous
salaries. C.P.E. Bach, ].S. Bach’s son, was appointed first
cemballist (an appointment which lasted for 20 years).
C.P.E,, then 26-years-old, had had seven years of university
education in law and liberal arts in addition to the intensive
training in music he received from his father from a very
early age. In Frederick’s court, however, these credentials
were quite meager. He was one of the lowest-paid musicians.
In fact, he may have only gotten the job because Frederick
was an admirer of his father. For years after, the King made
it known, through gentle hints, how pleased he would be to
have the elder Bach come and pay a visit; but this wish had
never been realized.

It was Frederick’s custom to have evening concerts
of chamber music in his court. Often he himself would be
the soloist in a concerto for flute. His efforts must have been
well received because the King’s flute teacher, Joachim
Quantz, was by law the only person allowed to find fault with
the King’s playing.

One evening in May,1747, an unexpected guest showed
up. Johann Forkel, one of Bach’s earliest biographers, tells
the story as follows:

One evening, just as he was getting his flute ready,
and his musicians were assembled, an officer brought
him alist of the strangerswho had arrived. With his flute
in hand he ran over the list, but immediately turned to
the assembled musicians, and said, with a kind of agita-
tion, “Gentlemen, old Bach is come.” The flute was now
laid aside, and old Bach, who had alighted at his son’s
lodgings, was immediately summoned to the Palace.
‘Wilhelm Friedemann, who accompanied his father,
told me the story, and I must say that I still think with
pleasure on the manner in which he related it. At that
time it was the fashion to make rather prolix compli-
ments. The first appearance of].S. Bach before so great
a King, who did not even give him time to change his
traveling dress for a black chanter’s gown, must neces-
sarily be attended with many apologies. I will not here
dwell on these apologies, but merely observe, that in
Wilhelm Friedemann’s mouth they made a formal dia-
logue between the King and the Apologist.

But what is more important than this is that the
Kirig gave up his Concert for the evening, and invited
Bach, then already called the Old Bach, to try his
fortepianos, made by Silbermann, which stood in sev-
eral rooms of the palace. [Forkel here inserts this
footnote: “The pianofortes manufactured by
Silbermann, of Freiberg, pleased the King so much, that
he resolved to buy them all up. He collected fifteen. I
hear they all now stand unfit for use in various corners
of the Royal Palace.] The musicians went with him from
room to room, and Bach was invited everywhere to try

them and to play unpremeditated compositions. After
he had gone on for some time, he asked the King to give
him the subject for a Fugue, in order to execute it
immediately without any preparation. The King ad-
mired the learned manner in which his subject was thus
executed extempore; and, probably to see how far such
art could be carried, expressed a wish to hear a Fugue
with six Obligato parts. But as it is not every subject that
isfitfor such full harmony, Bach chose one himself, and
immediately executed it to the astonishment of all
presentin the same magnificentand learned manner as
he had done that of the King. His Majesty desired also
to hear his performance on the organ.

The next day, therefore, Bach was taken to all the
organs in Potsdam, as he had been before to
Silbermann’s forte pianos. After his return to Leipzig,
he composed the subject, which he had received from
the King, in three and six parts, added several artificial
passages in strict cannon to it, and had it engraved,
under the title of “Musical Offering,” and dedicated it to
the inventor.

After seeing Silbermann’s “new models” in
Potsdam, Bach was happy to act as his local Leipzig agent
(see Jack Greenfield’s PT]series: “Sound Background”).
Although some music histories report to the contrary, Bach
not only used pianos, he sold them.

Notes

1. Although the notions of Pythagoras had been driven from the
realm of “natural science,” Baroque theaters were constructed
(by Freemason architects) according to strict Pythagorean
concepts of proportion. »

2. The date 1700 for the invention of the piano is accurate to
within 300 years or so. Various scholars argue about the
invention of the “soft and loud,” and depending upon their
premises, they may all be correct. See Steve Brady, “Roll Over,
Cristofori,” in PTJ, March, 1997, p.2.

3. “String” is not a misspelling. Cristofori laid a silk cord over the
hammer shanks to aid in repetition.

4. Spanish technicians apparently balked at the new technology.
Two of Maria Barbara’s pianos were converted into harpsi-
chords.
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Background

The primary function
of bridle straps is to keep
the jacks from dropping
below the hammer butt felt
when the action is removed
from the piano. That’s it.
Simple. I have, however,
encountered bridle straps
that have been installed
that were too short. These
straps pull back on the

By Rob Kiddell, RPT

Calgary, Alberta Chapter 1 ,mnmer butt, and some Photo 3
think that this aids in
repetition. If your repetition is touch the backcheck wire, causing
sluggish, look elsewhere for your annoying clicks when the piano is
This is a job so simple, it’s problem, as bending the bridle played. Correctly installed straps

straps to pull on the hammer butts is  should have some slack, and the
automatic. As in all automatic not a solution. The two problems I bridle wire should be in front of the

find with short straps are: I} keys backcheck wire. Conversely, if straps
processes, however, there is drop when the hammer rail is raised, are installed that are too long, they
due to the tension on the strap can bunch up during playing and
a sequence to follow and allowing the wippen to be raised, interfere with a solid check between
and 2) bridle wires bend back to the catcher and the backcheck. If
parameters to keep in mind. the straps have too much slack, they

will allow the jacks to fall below the
hammer butt felt when the action is
removed, defeating their original
purpose.

Procedure

Keeping the new straps to the
correct length is the primary con-
cern in replacement. Remove an old
bridle strap, and compare new straps
to the existing ones in the action,
taking care to select a new strap that
matches the old ones in length

_ {(Photo 1). You have a

"'4 decision to make regarding

new straps, either the cork-
type, clip-type, or plain
straps. If there is a hole
below the catcher, cork-
type straps will usually
suffice. They come in
different sizes of cork, and
I often trim the cork, so
that it doesn’t dislodge the
felt square attached to the
back of the catcher. Both
the spring-clip and the
plain straps attach to the
catcher shank, and the
strap either feeds through
the hole below the catcher,
Photo 2 or simply connects straight

34/ Piano Technicians Journal / August 1997



Photo 4

to the bridle wire.

This might seem like a lot of
work just to select bridle straps, but
incorrect strap replacement results
in tedious, often permanent regula-
tion problems. Save yourself the
future hassle and get the initial
dimensions correct.

Removing the old bridle straps is
as simple as disengaging (or crum-
bling) the old leather from the
bridle wire and cutting the strap
from the catcher shank. Again, this
is a simple process that requires a bit
of thought before heedlessly hacking
the old straps off. Too often when
I've been servicing vertical actions, I
have seen a set of replaced bridle
straps with bits of the old straps
hanging from the catcher shank,
sometimes a full inch. The jacks
brush against the old strap segment,
which interferes with smooth jack
escapement. Cutting the old straps

as close to the point where they were

glued into the hammer butt is the
ideal removal technique.

One method is removing the
hammer butt, trimming the strap
flush to the catcher shank, and
replacing the hammer butt in the
action. You can do this if you are
repairing each hammer butt for any
reason, or have eons of time to
replace the straps. More practically,
I use a technique that involves
scoring the strap from both sides of
the catcher shank, while the butt is
in the action. Using a 1/2 inch Olfa
breakaway blade knife, T extend the
(new) blade considerably, and
keeping tension on the old strap, cut

the strap on
either side of the
catcher shank
flush from
underneath
(Photos 2 and 3).

This results
in a clean, close
cut of the old
strap, and any
bits of the strap
that remain are
easily removed
with needle-nose
pliers or strong
tweezers. The
narrow knife can slip between the
action rails (see Photo 3) to get at
both sides of the end section ham-
mer butts. The results of clean bridle
strap removal are evident in Photos
4 and 5. Gluing on the new straps is
again a simple, automatic task. As
you have already sized and trimmed
the new straps to the old dimen-
sions, gluing them in should present
no problems (Photo 6).

Some bridle wires need to be
enlarged to accept the new leather/
vinyl head, as new straps tend to be
thicker in this dimension than the

Photo 6

old ones. Simply wedge a thin, flat
screwdriver blade between the point
of the bridle wire and where the wire
loops, and pry the point away from
the loop. I use the old standby,
aliphatic resin glue (also known as
yellow carpenter’s glue) to attach
the new straps, but in this case,
almost any good adhesive will work.
When installing the clip-type straps
to the catcher shank, I pinch the clip
a little, to give a good, solid grip on
the catcher shank. I also dab a bit of
glue inside the brass clip, just as an
added precaution. If using cy-
anoacrylate (Krazy) glue, be careful
not to let it get on the catcher
leather or jack stop felt, as it will
harden and cause odd clicks and
sticks.

Bridle strap replacementis a
simple task, and with a few precau-
tions, you can complete a quick,
neat, and proper replacement job
(see Photo 7). 5

Photo 7
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By Carol Beigel, RPT
Washington, DC Chapter

Last week | had one of those service calls
where | did everything wrong! Even after 19 years
tuning pianos, | still amaze myself sometimes
that | make such mistakes when | know better. |
am sharing this embarrassing story with you
because | learned something very valuable, and

| have a question.

A store I do work for recommended me to a music
school. I quoted my best price over the phone because
the director came from an immigrant culture that feels
insulted if they are not made to feel like they are getting
a discount. Mistake #1 — no discounts! I also assumed
that because they seemed like a classy music school, the
pianos had been reasonably serviced in the past. Mistake
#2 — never assume anything but the worst conditions in
a music school.

I arrived to find one very busy, over-worked (seven
days a week, twelve hours a day) director giving a music
lesson. There were four pianos, and I was to “tune” two
of them. The first piano was a Belarus studio upright.
Mistake #3 — never assume a music school has nice
pianos! It was 38 cents flat, had loose hammer heads,
noisy pedals, and bass strings that were not matched
pairs.

Since the teacher was busy with her student, I de-
cided not to interrupt, and just go ahead and service the
piano. Stupid mistake #4 — the piano required a lot
more than “tuning,” and all the extra free work I was
about to do would have no value to her because I had not
pointed out the extra problems. The piano took twice as
long to service as I had originally estimated, but I was
pleased because it played and sounded so much better.
All she heard when I was finished was the inharmonicity
of the mis-paired bass
strings, and that the
repetition was not even
across the keyboard!

The next piano wasa
4’10" baby grand manufac-
tured by a Korean com-
pany. After listening to the
previous lesson, I knew this
piano was badly in need of
tuning. Again, the piano
was at least 38 cents flat,
and the last five damper
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heads in the treble were sticking. The piano was also
covered with so much dust when I raised the lid that I
choked; not to mention the eight pencils I pulled from
the action! Again, I did not interrupt the teacher to
point out that this piano needed much more than
“tuning.” Mistake #5 — I was thinking what a lucrative
deal this could be tuning for all these students. Stupid,
stupid, stupid! I cleaned the piano, pitch-raised it, and
tuned it twice. Again, my effort took twice the time I had
planned on, but I figured I gave this lady more than her
money’s worth, and that I had done a really good job —
especially considering the circumstances! Wrongl!

That evening, the teacher called to tell me that her
baby grand sounded terrible, far worse than it ever had
before; that it was “ringing” and totally unusable for
teaching piano lessons! I was surprised (stupid!), but
rather than make excuses or try to explain anything away
over the telephone, I offered to go back the next morn-
ing. What I found was a piano slightly out of tune, still at
reasonable pitch, and to my ears, still a whole lot better
sounding than when I first met the thing. So I asked her
what the problem was, and she started playing single keys
very hard and complaining about the “ringing.”

I assumed she meant overtones she was now able to
hear, and that is my question. Apparently, she had not
had the piano tuned since she had purchased it new four
years before. Since it is a very high tension, inharmonic,
bright-sounding piano at pitch, could the amount of
flatness (38cents) have masked the inharmonicity and
brightness? I must admit, the piano did overall sound
better, except for the tuning, before I touched it!

I then sugar-coated the hammers so no more high
harmonics could be heard, and retuned the piano. It
sounded very mellow. I left without charging her more
money.

Again, that evening, she called, very angry, to say that
now she could not get any “forte” out of her piano; no
loudness. And that she had expected more professional
service and that her piano should have sounded better
after I “tuned” it, not worse! She did say the Belarus
piano was fine. Again, I figured that she was not trying to
get a lot of free work out of me — she truly was not
happy with her piano! And why should it be any differ-
ent? After all, I had not pointed out that anything was
wrong except to say that
these pianos needed
servicing more often if she
wanted them to sound
better. So I offered to go
back the next day, make
the piano louder, but she
had to communicate more
with me when I was there
— another free call! It has
also occurred to me that
anyone who listened to
pianos playing 12 hours a



day, seven days a week for four years, could be having
problems with their hearing!

So I went back for a third time. I tried to explain
about voicing being different from tuning, and she kept
saying that she needed her piano at concert pitch! After
all, she, with her European Doctorate degree and her
brilliant students with perfect pitch deserved better! She
also thought I should return her money because she did
not get the professional service. She was really very angry,
and made a big display in front of her students.

For some unexplainable reason, I took this situation
quite calmly — maybe because I am getting older! Even if
she did think T was dog meat, not only was 1 not going to
return her money, I was determined to get this piano
sounding acceptable to her. First, I took one octave and
lowered the pitch about 30 cents, and asked her if these
keys sounded better. Yes, they didn’t “ring” but they
weren’t loud enough! So much for her perfect pitch! I
figured another piano tuner would come behind me, so
there was no way 1 was going to leave the piano 30 cents
flat! Even with perfect 20-20 hindsight, I could never
have just tuned the piano at the pitch I found it! I used a
drop of Supertone on each hammer, and that enraged
her because it now sounded like a dulcimer! So, I started
over, doing what I should have done to begin with. I
checked the plate screws, seated the strings, and filed the
hammers. Still too bright, but after another hour of
needling the piano now sounded more melodic. A bit on
the bright side, but within spec. I determined that after
six hours working this for free, I had finally done
enough! '

So I packed up my tools, and on my way out, I smiled
at her. I simply said that I was sorry the whole experience

had been so trying for her, that I had done my best. If
the piano was still not acceptable, I would send her a
letter explaining (all the things I should have explained
at the beginning!) the situation, but for now, I was
finished and leaving. I clenched my hand tightly so the
fingers couldn’t move, and gave her the thumbs up
signal! I still can’t believe that through all of this I was so
calm and upbeat, but in the end, that is what saved me!

On my way home, I stopped off at the store that had
referred me, and apologized for all the mess. Apparently,
the teacher had called the store earlier that day, knowing
that I was coming in the afternoon, to complain about
me. The store owner was irate that the teacher had not
had those pianos serviced in the four years since she sold
them to her, and furthermore, what a crook she was for
taking money from her students for piano lessons, and
never having the pianos tuned! Now, I really felt badly
that a fight had ensued on my behalf. Finally, I get home,
and there is a message on my answering machine from
the music school: “Mrs. Beigel, thank you for coming
back! The piano sounds much better now!” Go figure!

So, this long story should show how not to set your-
self up for misunderstanding. Always confront and point
out problems before you start work, and don’t be dis-
tracted by the goings-on around you. After all, how many
times have you taken your car in for a tune-up and the
mechanic calls you to tell you that you need more work
than you thought? And if you do “step in it,” try to keep a
professional demeanor, do your best and smile when you
call it quits!

And don’t forget my question. Could the piano have
sounded much sweéter at 38 cents flat without all those
high overtones? 5l

- Dampers, Trapwork & Action
Centers

« General Repair

- Hammers & Touchweight

- Keys

- Soundboard Installation

- Rebuilding Skills

- Pinblocks &. Plates

- Bridges & Soundboard Repair

- Stringing, Crown & Down-
bearing

All Reprint Books Are $15%

plus Shipping & Handling
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To Order, Contact the PTG Home Office:
3930 Washington, Kansas City, MO 64111
Phone: 816-753-7747, Fax: 816-531-0070
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s_— By Dan Levitan, RPT
1@ Puzzle Editor

Puzzler #3

An Unfortunate String Break

He looked out into the empty
hall and sighed happily. He’d been
working a long time to get here. The
boss had started him as a stringer;
had taught him to chip, and then to
tune; and now he was trusting him
with a concert. A fussy artist, too; the
boss had spent a whole day with the
old B before sending it out. He'd
sweated the shift position and voicing
especially, and had said not to touch
anything, just to make sure the
tuning was solid. ~ .

He opened his tool kit and set to
work: He was determined to make
this one solid as a rock. Things-were
going fine until, pounding on note
B4, he heard a Bang! and saw that the
middle string had broken at the
agraffe. With a sinking feeling, he
realized that the only good string
remaining was the left-hand string.
He engaged the shift pedal, and sure
enough, the hammer now missed the
string entirely, jamming above the
string plane and making the key go
dead. He pushed the hammer back
down, released the shift, and
moaned.

This was rough — rough as the
tail of a badly checkered hammer. He
had all his stringing tools, but they
were no good without wire, and the
shop was too far away to get some in
time. There wasn’t enough wire on
the coil of the right-hand string to let
him back the string around to the
middle pin. And even if he were to
cannibalize a bit of wire from the
middle coil and top string, the boss

had never taught him to splice. It was
hopeless.

But an hour and a half later, just
as the artist was arriving, the stage
manager saw the tuner going out for
a break, and noticed that he seemed
in a particularly good mood. The
concert went smoothly, just some
touching up of the tuning at intermis-
sion. And the next day the boss gota
call from the artist, praising the
tuning and preparation, especially
the shift pedal.

What did he do?

Solutibn to Puzziler #2 —

A Curiously Recurring Click

What did she do? She noticed
that the center pin of the clicking
hammer was touching the center pin
of the neighboring flange, so she
loosened the flange screw and
spaced the hammer.

. Sometimes the tip of a flange pin
will click if it touches the pin of a
neighboring hammer. The click
disappeared when the technician
reinserted the hammer after remov-
ing it for inspection because she
unknowingly returned the flange to a
spacing further away from its neigh-
bor; then the click came back when,
while touching up the hammer
spacing, she moved it to a position in
which the pins again touched. The
permanent fix, which she made a
note to herself to do at her next visit,
is to cut the center pin flush with the
side of the flange, and then make
sure the flange is properly spaced
side-to-side between its neighboring
flanges.

Unfortunately, the Journal's long lead time precludes publishing reader mail at the same time as
apuzzle's solution. However, interesting mail regarding puzzles will be printed when possible, even at
the expense of the puzzle editor's dignity. Ideas and suggestions for future puzzles are always welcome,
subject, of course, to whatever modification the whim of the editor may deem necessary. Puzzle mail
(snail mail only) may be sent to Daniel Levitan, Puzzle Editor, 530 First Street #6, Brooklyn, NY 11215,
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That's Disgusiting
By Doug McKay

Nothing impresses a customer
more than when you show them the
dirty, disgusting, worn-out part that
you just replaced. That's why I always
carry a few dirty, disgusting, worn-
out parts with me at all times. I get
them from the oldest pianos I can
find, let my dog chew on them, then
smear on some used motor oil

If you don't have a dog, you can
order the Valley Hi Bag o' Disgust-
ing, Worn-OutParts. We do the work,
you take the credit!

Bago' Disgusting, Worn QOutParis
Order #63452A — $12.50 ppd

Doug McKay can be contacted c/o
Mark Stivers, RPT, Sacramento
Valiey, CA Chapter

| Acveniures
¢ by Alan Hallmark.

. Although tuning
time was a breeze, critical analysis was
excruciating.

Oh man. . . He
already checked
that note.

©1997 B.A.8.5./ HALLMARK



There are many methods of
increasing your livelihood as piano
tuner/techni-
cians. Even if you
do not have _
facilities to
repair, rebuild,
or refinish a piano you can “farm out”
part of the work.

In days past many of the pianos
that were sold were not manufactured
by the seller, some were not even
assembled by the seller. When Aeolian
was building pianos, you could order
as few as 13 pianos and get your name
or any other name put on it. Werlein
Music Company of New Orleans for
many years sold Werlein pianos that
were built by Aeolian.

Other manufacturers were also in
the Co-op business, Baldwin was
building a lot of Kimball’s pianos.
Wurlitzer was making keyboards and
case parts for other manufacturers.

I remember a promotion film that
Yamaha showed some years ago of
their manufacturing plant in Japan
and on the dock that particular day
they were shipping out Hammond
organs.

It is possible to get into the
complete rebuilding business without
a manufacturing facility or the loads
of expensive equipment that it takes.
Let me cite a few examples to let you
know what is out there to help you.
The C.A. Geers Piano Co., Inc. has
facilities to completely restore a piano
for you. They also have been building
soundboards for as long as I can
remember. Forty years ago Cliff Geers
designed and developed the 27-ply,

Economic

News & Views

multi-laminated Falconwood pinblock.

I consider this to be the finest
pinblock on the market. There are
thousands of pianos all over the
country with this pinblock installed,
all with satisfactory results. Cliff and
Tony Geers also have a service to pick-
up and return pianos to your location
that have been completely rebuilt, or

to any stage of completion that you
specify. They have recently had a
machine made to duplicate pinblocks
from your sample and the last one I
received took very little fitting to mate
it to the plate.

There are others in the business.
Ralph Onesti also does complete
restoration of pianos for your custom-
ers. Another is PianoBuilders NW, the
Fandrich brothers do a great job of
complete rebuilding. There are many
listed in our “Guide to Resources in
Piano Technology 1997.”

Then if you wanted to just send
out your keys to be recovered, there
are quite a few facilities that'will help
you. Sue Speir, Leon’s wife, is the
person we look to in our area for fine
keyboard recovering. You can find
miany advertising in our Journal that
may be closer to your area. Closeness
is’not the most important concern.
There are days you can get quick
overnight delivery from United Parcel
Services (UPS), Federal Express, or
sometimes the US Postal Service.

The things that are frightening
are things that we have never tried
before. I had never even thought
about installing pinblocks until I went
to a 2-day seminar many years ago
where they actually drilled and
installed a pinblock in a grand. I came
away from that seminar saying, “I can
do that” and have been installing
pinblocks ever since. I will not rebuilt
a grand unless I install a new
pinblock. I was privileged to return to
one of my first rebuilding jobs where I
had not installed a pinblock and was
ashamed to say that I had done that
work, it was bad.

Many are advertising Soundboard
replacement in our “Guide” but the
one that I know personally is Nick
Gravagne. I remember the class that
he had at our National Convention in
Dallas. He shipped in a soundboard
from his facilities in New Mexico, in a
moisture controlled box, removed the

Business

old soundboard (now that was a sight
to remember) and installed the new
soundboard during the convention.
Again I said, “I can do that.”

Our own committee member, Bob
Beck, repairs broken piano plates. I
have seen broken plates that have
been repaired by another person in
Jack Wyatt’s shop that was excellent. I
remember going to an inspiring plate
repair class, at one of our National
Convention sights given by Bud Cory
when he was with Wurlitzer many
years ago. It was there that I learned
that broken plates were not the -
disaster that I had always thought they
were.

The point I am trying to make is
that you can get as much or as little bit
of work done by others that you want.
You can get into the repair business or
complete restoration business without
a lot of problems. You can earn more
than you are now earning w1thout a
lot of expense.

I said'last month, “The more you
learn, the more you earn.” Get to as
many seminars as you can. Our
Annual Convention and Institute is
the finest learning opportunity to
come along and it only comes once a
year. If you miss it you just don’t want
to earn more money. There are also
many other opportunities in your
region. There is always an annual
seminar in your region or a nearby
region. Many of you have state semi-
nars. Then there is always the learning
opportunity at your local chapter, a
lot of knowledge is dispensed at your
local chapter meeting.

I need to add a disclaimer here. I
am not trying to slight anyone that
does rebuilding or furnishes material
or supplies for piano rebuilding. I am
just trying to get you to start thinking
of better ways to earn a living and to
expand your thinking so that you can
have a better life.

— Gary A. Neie,

Chairman Economic Affairs Committee
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Members of the Piano
Technician’s Guild enjoy having
access to quality client relations
materials at a discounted price.
These products all have one
unique and invaluable feature
— they were developed by
fellow piano technicians (PTG
volunteers) for piano techni-
cians.

The publications fill the
client education needs you see
every working day.

A beautifully produced series
of three pamphlets includes
basic information of interest to
piano owners and music teach-
ers. Titles include:

“How Often Should My
Piano Be Serviced?”

“How Should I take Care of
My Piano?”

“The Special Care and
Maintenance of the Teaching
Piano”

These glossy brochures have
space to add your business
name, address, phone number,
etc., and can be distributed to
your clients and potential clients
with bids, appraisals and in-
voices, or displayed and distrib-
uted through music stores or

" TECHMIBAL -
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piano teachers.

The ‘Special Care’ brochure
is available to members in
groups of 25 for $10. All three
pamphlets are available to

members in groups of 50 for
$20 (non-members $26); 100 for
$35 (non-members $47); 500 for
$150 (non-members $199).
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The “Technical Bulletin”
seriés is written for customers
who are considering a particular
maintenance option. The bulle-
tins provide detailed informa-
tion on specific topicsin a
question-and-answer format.
The attractive, single-page
documents are printed in two
colors, on 8 1/2 x 11 heavy ivory
stock, punched for a threering
binder. ,

Bulletin topics include (#1)
Pitch Raising, (#2) Regulation,
(#3) Humidity Control, (#4)
Voicing, (#b) Finish Care, (#6)
Rebuilding/Reconditioning.

The Bulletins are available to
members in groups of 50 for
$12 (non-members $16); 100 for
$20 (non-members $26); and
500 for $90 (non-members
$120).

For more information on
these and many other products
that are designed to promote
and enhance your business,
please refer to the PTG Business
Aids and Merchandise Catalog
or call the PTG Home Office at
816/753-7747, fax 816,/531-
0070, e-mail to
ptghomeoffice@compuserve.com.



Region 1
021 Boston, MA

Lewis ]. Surdam
21 Sias Lane
Milton, MA 02186

101 New York City
James C. Cusumano
466 Wooley Avenue
Staten Island, NY 10314
151 Pittsburgh, PA
Shawn A. Aldag
55 Twp. Rd 155
Rayland, OH 43943
Todd D. Sproul
3 Third
Dunbar, PA 15431
Region 2
275 Research Triangle, NC
Byron M. Stone
1525 Western Boulevard
Henderson, NC 27536
296 Western Carolinas, NC
Sammy W. Smith

13 Broughton Drive
Greenville, SC 29609

JUNE e 1!

322 Northeast Florida
Katharine T. Estes
7006 Silver Lake Terrace
Jacksonville, FL. 32216
331 South Flovida
Victor Tibaldeo Jr.
780 Ne 69th Street
Miami, FL 33138
Region 3
756 East Texas
John Harries
700 North Main Street
Jasper, TX 75951
767 Heart Of Texas
George W. Campbell

Rt. 1, Box 22
Carlton, TX 76436

Region 4
481 Detroit-Windsor, MI
Edward M. Lasker
31339 Pierce
Birmingham, MI 48025
493 Western Michigan
Phillip A. Tavolacci
11129 Ware Road
Lowell, MI 49331
601 Chicago, IL
T. David Gordon
13NO21 Coombs Road
Elgin, IL. 60123
Region 5
675 Hutchinson, KS
Donald N. Allen

806 Lakeview
Emporia, KS 66801

Region 6
851 Phoenix, AZ
Dennis T. Kuller
P. O. Box 364
Morristown, AZ 85342
901 Los Angeles, CA
Burton L. Nacke
1121 1/2 Kenwood
Burbank, CA 91505
917 Pomona Valley, CA
Bruce D. Orr
3919 Terracina Drive
Riverside, CA 92506
Region 7
972 Portland, OR
Deborah A. Shramek
5705 Se Flavel Street
Portland, OR 97206
981 Seattle, WA
Sukate Hyun

15914 44th Ave., W. #303
Lynnwood, WA 98037

1In Memory —

Robert Carr

Central Florida

Richard Sivel

Southeastern Pennsylvania

Emil Fries
Portland, OR
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Region 1
021 Boston, MA

Jude J. Reveley
4 Imrie Road, #1
Allston, MA 02134

Barry L. Rosenberg
17 Norcross Street, #1
Arlington, MA 02174

031 New Hompshire

Janet L. Barry
16 Del’s Way
‘Weare, NH 03281

062 Toronto, ON

Margaret A. Elmslie

145 Lucan Street, Apt. 403
Waterloo, On N2J 1W6
Canada

122 Capitol Area, NY
Raymond P. Johnson

334 Binnewater Rd.
Kingston, NY 12401

CL!
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Associates "Make The Grade" in June

Dianne R. Salem
2310 E. Romneya Drive
Anaheim, CA 92806

921 San Diego, CA
Paul McCloud

191 Philadelphia, PA
Edward E. Sutton
4220 Chester Avenue
Philadelphia, PA 19104
Region 3
767 Heart Of Texas
George W. Campbell
Rt. 1, Box 22
Carlton, TX 76436
Region 4
601 Chicago, 1l
Alexander Sirlin

9749 N. Kildare
Skokie, IL 60076

2434 Chicago Street
San Diego, CA 92110

Region 5
631 St. Louis, MO Region 7
Alan G.Hoeckelman 594 Montana
1505 Trendley

Mary L. Stevens
920 4th Avenue
Havre, MT 59501

St. Charles, MO 63301

Region 6

901 Los Angeles, CA 981 Seattle, WA
Kenn B. Wildes
22325 NE 9th Drive
Redmond, WA 98053

Gary W. Kahn
14833 Canna Valley Street
Canyon Country, CA 91351

917 Pomona Valley, CA
Kevin E. Ramsey

P. O. Box 831
Joshua Tree, CA 92252

October 11-12, 1997
TEXAS STATE
Ramada Hotel Downtown, Ft. Worth, TX
Contact: David Reed (817)735-4420
4004 Lovell, Ft. Worth, TX 76107

October 18-19, 1997
NYSCON
Ontario Province
Radisson Hotel, Corning, NY
Contact: Donald McKechnie
(607)277-7112
1660 Slaterville Rd, Ithaca, NY 14850

October 23-26, 1997
NORTH CAROLINA REGIONAL
Embassy Suites Convention Center, Greenville, SC
Contact: Don Valley
(864)574-6165 or (864)574-1201
P.O. Box 844, Fairforest, SC 29336

February 20-22, 1998
CALIFORNIA STATE CONVENTION
Pomona Valley, Riverside, CA
Contact: John Vaoss (909)794-1559
2616 Mill Creek Rd, Mentone, CA 92359

All seminars, conferences, conven-
tions events listed here are approved
PTG activities.

Chapters and regions wishing to
have their function listed must
complete a seminar request form.

To obtain one of these forms,
contact the PTG Home Office or your
Regional Vice President.

Once approval is given and your
request form reaches the 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; how-
ever, once the request is approved, it
will automatically be included in the
next available issue.
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PTGAuxiliary
Executive Board

PHYLLIS TREMPER
President
413 Skaggs Road
Morehead, KY 40351
(606) 783-1717
E-mail: f.trempe@morehead-st.edu

CAROLYN SANDER
Vice President
527 Knob Creek Road
Shepherdsville, KY 40165
(502) 922-4688
Fax (502) 922-9452

AGNES HUETHER
Recording Secretary
34 Jacklin Gourt
Clifton, NJ 07012
(201) 473-1341

BEVA JEAN WISENBAKER
Corresponding Secretary
1103 Walton
Houston, TX 77009
(718) 864-6935

MARILYN RAUDENBUSH
Treasurer
20 North Laurel Street
Millville, NJ 08332
(609) 825-2857
E-Mail: Raudy88@aol.com

L. PAUL COOK
Immediate Past President
3187 Voltaire Drive
Topanga, CA 90290
(818) 716-6171
Fax (818) 703-1781
E-mail: pcook@cwcook.dolphin.net

KAREN YOUNG
Auxiliary Newsletter Editor
Route 5, Box 5239
Hayward, W1 54843
('715) 634-3994

PTGA Honorary Life Members

MARION BAILEY
Altus, Oklahoma

JULIE BERRY
Indianapolis, Indiana

DESSIE CHEATHAM
McPherson, Kansas

IVAGENE DEGE
S. Pasadena, California

LUELLYN PREUITT
Independence, Missouri

VIRGINIA SELLER
St. Paul, Minnesota

BERT SIEROTA
Feasterville, Pennsylvanja

JEWELL SPRINKLE
Roanoke, Virginia

RUBY STIEFEL
Louisville, Ohio

E
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Dedicated To Auxiliary News and Interests

Slip ...

No. That’s not what
happens when you step on a
banana peel in a pigsty. It's
the Australian government’s
advice for avoiding skin
cancer; slip on ashirt. ..
slapona hat. . .and slep on
sunscreen. This is good
advice, as far as it goes. But
there’s more to it ...

Since I take about fifteen
health newsletters, I decided
that I might as well pass on
some of this information to
all of you members and
since this happened to me
this last winter, a word to the
wise is sufficient. Iwas one

- of those teen-agers who just

had to lay in the sun for
hours and get that all mighty
tan to look good before
going back to school in the
Fall. And being of fair skin,
I'many times burned before
Itanned! If1 can warn and
help at least one person
then I have done some
good.

1. Pick a shirt of densely
woven fabric. Sunlight
penetrates some fabrics,
especially when they're
wet. Hold the shirt up to
the sun. If you can see
through it, wear another
shirt.

2. Slip on sunglasses along
with your shirt. The
lenses should block
ultraviolet A and B light.
Both forms cause skin
cancer. Goggles would
be better, since they have
panels that block light
from the sides. If you’ll
be driving, “wraparound”
sunglasses are less likely

Phyllis Tremper
PTGA President

3.

to interfere with periph-
eral vision.

Use sunscreen with a sun-
protection factor (SPF)
of at least 30. For years,
doctors recommended
SPF 15. But Dr. Allan C.
Halpern, a University of
Pennsylvania skin cancer
expert, prefers an SPF of
30 or higher—for even
more protection.

4. Keep watch over your

moles. If you have more
than 50, have a doctor
give you a full-body skin

Donations

The PTGAuxiliary has
recently donated $150 to
the PTGA Scholarship
Fund, and PTGA President
Phyllis Tremper has do-
nated $20 in memory of
her sister, Irene C.
Krahmer-Rice, and in
honor of her brother Carl
R. Krahmer.

exam at least once a year.
Skin cancer can form
even on areas not
exposed to sunlight.
Fortunately, even mela-
noma—the deadliest skin
cancer—is usually
curable if caught early.
And this one was the kind
IThad. Iwent to a derma-
tologist early and caught
it in time. Of course I
have to have it watched
every six months or so
from now on, but that is
the least of my worries.
Do check all of your
moles. Even the ones on
your back side. After all,
what are spouses for?

Do you know what a defini-
tion of a weed is? Any plant
growing where you do not
want it to be growing! Even
a rose can be a weed when
in the wrong place.

Also, did you know? There
are more than 300 species of
hummingbirds, although
only 16 are regularly seen in
the US. Hummers can fly
sideways, backwards, and can
perform mid-air somersaults.
In flight, their hearts beat
1,260 times a minute.

Now go and Put A Little
Music In Your Life and pass
on all the information that
you read and learned today.
You never know who you
might help. Cancerisa
terrible thing and we need
to wipe it out of our lives.
Have a good summer with
what’s left of it and Be
Careful In The Sun.
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ANNE SMITH, Editor

ANNE SMITH

Hello Everyone:

Hasn’t it been warm? It seems that
most ot the country is suffering from the
extreme heat, and high humidity. There
have been such severe storms too, and
the State of Texas has undergone much
flooding and heavy rain. Murricane
Audrey certainly took its toll of life and
property. I do hope that all our friends
in Texas escaped these severe storms.

As T write this it is the first of July,
and when your copy of the Technician
arrives at your home it will be August.
The Convention will be a pleasant mem-
ory, and our summer will be two-thirds
over. I wish T could say that I would
be in Philadelphia, but T am afraid
we will not make it. In our next issme
I shall try to bring you some of the
Convention doings, so that those of us
who could not be with our ASPT friends
can at least have a glimpse of what went
on. there.

First T have a letter from our Corre-
sponding &Secretary, (National) Mrs.
Xatherine Hughes. She has a report
which will bring sadness to all of us.
Here is Katherine.

“Dear Anne;

It has been so long since I have corre-
sponded with you that perhaps T should
introduce myself and I am sorry that
this letter has to bring such sad news.

Mrs. Vera Wight, beloved wife of
Gaylord Wight, 1309 15th St., Regina,
Saskatchewan, passed away June 12th.
I am sure that those of us who attend
the Conventions will remember Vera,
for she, her husband Gaylord and Eileen
were always in attendance whenever
possible and she was always a faithful
and willing worker.

Vera was a sweet, gracious and charm-
ing lady; loved by everyone who knew
her, and she will be greatly missed by
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all of us, especially when we all gather
together at the Conventions.

I ask that we remember Gaylord in our
prayers; there has been a serious disrup-
tion of his happy home and a great void
left by Vera’s passing.

Anne, will you please put this on the
Women’s Page of the Technician, the
next issue if possible. :

Will write you more a little later on.
Sincerely yours,

Mrs. Katherine Hughes,

National Corresponding Secretary,
410 Howard Street,

Houston, Texas.”

‘We are deeply sorry for the sad news
which Katherine had to report, the pass-
ing of Mrs. Vera Wight. T am sure we
shall all be glad to comply with your
request, Katherine, and remember Mr.
Wight in our prayers. May we also
extend to him our deepest sympathy.

I know that most of you will remember
Mrs. Jay Millard, Bernice to all of her
friends. T recently had a letter from her,
and she is keeping quite busy. She had
twenty-eight pupils this past year for
piano lessons, and at the close of the
year had a very successful recital. She
plans a trip east in August to “visit with
heér son and his family.

I also had a mnice letter from Mrs.
Maude Houdek and she too is busy. They
plan to spend some time at Webb Lake
in July, and she also spoke of a letter
from the Governor of Yowa inviting her
as President of the W. C. T. U. from her
home city, to attend the Women's Traffic
Safety Conference at the State House
on July 9th. I am sure Maude will make
a fine representative at this conference.
‘We also hope to see Maude and Carl
either on their way north to Webb Lake,
or on their way home. It is always a
pleasure.

Now, let’s hear from another friend
from TMexas, Ruth Pollard. She always
has something of interest for wus. Hi,
Ruth, what's going on in Houston?

506 South Sixth Street, La Crosse, Wisconsin

AUXILIARY CHAPTER
PRESIDENTS
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MICHIGAN CHAPTER
Mrs. Homer (Dorcas) Wagman
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Mrs. Ulyss (Helene) Rogers
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Mrs. Willis (Miriam) Sellers
6009 Baliimore Avenue
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LONDON, ONTARIO CHAPTER
Mrs, Jack (Eileen) Boardman
701 Strathmeyer Street
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PORTLAND, OREGON, CHAPTER
Mrs. Orville (Virginia) Shults
9812 S. E. Taggart Street

SAN DIEGO, CALIF., CHAPTER
Mrs. Crion (Vivian) Ward
3303 42nd Street

San Diego, California

Officers Women's Auxiliary

Mrs. Bertha Short, President

765 Monrre Street
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Mrs. Helane Rogers, 2nd Vice Pres.

357 West Groveton Street
Alexandria, Virginia
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Mrs. Pauline Miller, Vice Pres.
1917 Graylock Avenue
Monterey Park, California
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Mrs. Bertha Schwendemann, Treasurer

170 Maplewood Street
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FOR SALE

!

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

ACTION PARTS AND HAMMERS for
the rebuilder. Highest quality Encore,
(by Abel) and Nu-Tone (Knight) piano
hammers. Try the new refined Tokiwa
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 strict-
est specifications of Wally Brooks by the
Abel Piano Hammer Company of Ger-
many. Quality boring and shaping. We
alsospecializein pre-hanging grand ham-
mers on new shanks for a $109.00 pre-
hanging fee. Write or call: Brooks, Ltd.,
376 Shore Road, Old Lyme, CT 06371,
Phone: 800-326-2440, FAX 860-434-8089.

ENJOY over 150 stories in “TOONER
TALES-FunnyAnd Amazing Stories From
Piano Technicians.” Send $11.95 plus
$3.50 shipping to: Ken Burton,

3715 7 Ave. NW, Calgary, AB, T2N 4]1

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

DAMPP-CHASER PRODUCTS,
PROTEK LUBRICANTS. Fully stocked
inventory for same day shipping on all
orders. Free installation advice and tech
support. Gall today to place an order or
for a free price list. PIANO CLIMATE
CONTROLSUPPLY, Steve Cunningham
1-800-443-7509.

HAMMER BORING GUIDES. All metal,
weigh 15 lbs. Accurate and easy to use.
$200.00. Instructions and photo avail-
able on request. Kent Gallaway, 709
Thorne, Ripon, W1 54971; 414-748-3265.

TUNING HAMMER BALL— ergonomi-
cally designed to lessen repetitive mo-
tion injuries and wrist stress. Made to
order, it slips on and off most tuning
levers. $14.95 includes shipping. Mayer
Gluzman, 6062 Anne Dr., West
Bloomfield, MI 48322. (810)661-4869.

Classified Advertising rates are 35
cents per word with a $7.50 mini-
mum. Full payment must accom-
pany each insertion request.

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

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

Send check or money order (U.S.
funds, please) made payable to
Piano Technicians Journal,

3930 Washington, Kansas City, MO
64111-2963.

EDWARDS STRING COVERS is enlarg-
ing and now offers: 1. GRAND PIANO
STRING COVERS (Beautifully custom
made from 100% woven wool. Keeps
clean and protects piano, improves tun-
ing stability) 2. FOAM BAFFLES for un-
derside of grands and back of verticals
(Reduces volume around 1/3. Great for
traditional pianos, retrofit player systems
and Disklaviers) 3. ALLDAMPPCHASER
PRODUCTS (New distributorship) Our
promise is Quality and Fast, Knowledge-
able Service. For full information and
freesaleskitcontact EDWARDS STRING
COVERS, attn: LaRoy or Judi Edwards,
PO 646, Brookdale, CA 95007. Ph. 408-
338-1828, FAX 408-338-4580.

TUNERS: TUNEANY DUPLEX SCALE
easier, faster, and more accurately with
the Franklin Duplex Slider. This excit-
ing and ingenious new tool was invented
and designed by a tuner for tuners exclu-
sively. Call or write. SINGING TONE
Box 2063, Peter Stuyvesant Sta., New
York, NY 10009. (212)677-5760.

SOUNDBOARDS BYNICK GRAVAGNE.
Ready-to-install crowned boards or semi-
complete. Over 130 new boards out
there! New expanded and updated in-
stallation manual $20.

20 Pine Ridge; Sandia Park, NM 87047;
505-281-1504.

PianoDB & PianoDB 95 - DATABASE
FOR WINDOWS. MS Access 2.0 & 7.0.
Easy to use graphical interface-Manage
Clients, Pianos, Service Notes, Suppliers,
Supplies-More. See it on the Internet:
http://www.dcalcoda.com/  $250
kenhale@dcalcoda.com D C AL CODA
(916)272-8133, Send for Infopacket, 126
Doris Dr., Grass Valley, CA 95945 (Ken
Hale, RPT).

ENCORE GERMAN SHANKS &
FLANGES—now available for replace-
ment on New York STEINWAY grands.
The Finest Quality Workmanship Avail-
able. The value of a Steinway is deter-
mined byits final tone and action. “When
you'restriving for excellence—begin with
quality.” Encore Hammers and Actions
Partsavailable only through Wally Brooks,
Brooks, LTD., 376 Shore Rd., Old Lyme,
CT 06371; 1-800-326-2440, FAX 860-434-
8089.

HAVE YOUR HAMMERS & BASS
STRINGS MADE BY SOMEONE WHO
CARES What they will sound like after 1,2
or byears. A Isaac Pianos, 308 Betty Ann
Dr., Willowdale, ON M2R 1B1 CANADA.
(416)229-2096

“SALE OF PIANOS” — All models and
styles. Specializing in players, art case and
conventional pianos. Floorreadyand asis
pianosavailable. We also specializein one
of a kind and hard to locate pianos. Call
collect Irv Jacoby 1-800-411-2363, 216-
382-7600/FAX 216-382-3249. Jay-Mart
‘Wholesalers — Pianos since 1913.

COMPONENT  DOWNBEARING
GAUGES (bubble type) give readings in
degrees (string angle) and thousandths
of an inch (dimension). Available at sup-
ply houses. 1024 Court Street, Medford,
OR 97501.

HANDCRAFTED TOOLS—For Bearing,
Notching, Hammershaping, Ribshaping,
and More! Call or write for free bro-
chures. MAZZAGLIA Tools, PO Box 18,
Groveland, MA 01834 (508)372-1319

BUCKSKIN for recovering grand knuck-
les and backchecks, upright butts and
catchers. The “original equipment” sup-
plying the industry for 140 years. Richard
E. Meyer & Sons, Inc., 11 Factory Street,
P.O. Box 307, Montgomery, NY 12549;
914-457-3834
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KEY LEVELING SYSTEM — As seen at
National. Unique straight edge and cali-
brated gauge plus all parts to improve
and simplify your leveling jobs. Includes
video tape. $100 plus $15 S&H. Carl
Meyer, 2107 El Capitan Ave., Santa Clara,
CA 95050, 408-984-0482.

PIANO SCALING SOFTWARE for WIN
& DOS. Plot inharmonicity, Tension,
Break %, and more. Automatic Bass
Rescaling, String Winding Sheets, De-
tailed Manual, and much more. Decimal
& Metric. $80.00. Tremaine Parsons,
Box 241, Georgetown, CA 95634, 916-
3339299

PTOOLS - GOMPUTER TOOLBOX
FOR TECHNICIANS. WIN & DOS Cli-
entManagement, Mailmerge, Correspon-
dence, Import/Export, Labels, Enve-
lopes, Autodial and more. Measurement
Conversions. Trade Specifications,
Zipcode, Supplies, and Resource Data-
bases. Conversions, Specifications, Cal-
culations, Repair Formulas, and more.
$30.00.

http://ourworld.compuserve.com/

homepages/ptools. Tremaine Parsons,
RPT; 916-333-9299.

DOINGYOUR OWN KEYTOPS? For re-
surfacingyour keys, the newlyre-designed
PETERSON Router Guide is now the
finest, fastest and most accurate system
going. Also, removes fronts slick as a
whistle. $125 plus $7.50 S&H. Peterson
Piano Service, 11530 North 6000 West,
Highland, UT 84003. (801)756-9786.

B6SENDORFER IMPERIAL CONCERT
GRAND 9’6" S/N 32315. Built 1978.
Genuine ivorykeys. Unusuallyrich tonal
quality. Excellent contra-octave. Espe-
cially selected for Concert and Artist
Touring. Received high praises from
Oscar Peterson, Victor Borge, Frank
Sinatra, and others. Factory-refurbished
and restrung 1989. Mint condition.
Better than most new Bosendorfers re-
tailing for $180,000. We ask $69,500.
Please call Bob Ralston at (818) 366-3637.

CALL VICTOR’S for largest selection of
Fine Grandsin USA. Over400, all makes.
Need Technician, 300 NW 54 St, Miami,
FLA 33127, 305-751-7502.

BUYING OR SELLING A PIANO?
Visit “PianoMart” at—http://
www.pianomart.com. Dozens of used
grand and vertical pianos by the
world’s finest manufacturers. List your
pianos for sale here free.
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WONDERWAND: Try the Tuning Lever
you read and hear about. Enjoy Less
Stress; Better and Faster Tunings: $65.00
p-p- Wayne Saucier, RPT, 26 New York
Ave., Wayne, NJ 07470.

*Steinway Model L, 510", 1928 Ma-
hogany, $19,995; *Steinway 5'10" O, 1920,
LightMahogany, $14,900; *Steinway 5’7"
M, 1926, Ebony Satin, $11,995; *Steinway
7' B, 1900 Artcase, $25,000; *Mehlin &
Sons, 1924, 9' Ebony Satin, $7,500;
*Kranich &Bach, 7°2",1913 Ebony Satin,
$4,500; *Knabe 6’4" 1925, High Polished
Ebony; *Schimmel, 6’9" 1976, Ebony
Satin, $14,900; *Yamaha C-3, Ebony Satin,
6', 1981, $10,000;. *Baldwin/Howard,
W/Pianodisc & Orchestra, $9,995;
*Baldwin 7', Ebony glossw/Pianocorder,
$14,000; *Fisher Bby Grand, 5’4" 1915
Circasian Walnut, $4,895; Calil
SCHROEDER'S PIANOS for a complete
list of used pianos, 800-923-2311.

WANT A BREAK FROM HAMMERS
AND BACK-CHECKS? Then read The
Children of Depsea (90 minutes or 50).
It’s all about a piano fanatic who tries to
awaken a reclusive young beauty, while
he’s also raising a sunken yacht in ex-
change for a Mason & Hamlin BB. Wry,
sexy, unconventional—you’ll love it.
Send $12.50 (ppd.) check or M.O. to:
Litvahr P.I. 03890-0455.

PIANOS - Yamaha and Kawai grands
$1850 and up. 23 Steinway grands and
verticals. Large quantity of used Ameri-
can grands from $700 up. We buy pi-
anos. Ed’s 504-542-7090.

SOUNDBOARDS, PINBLOCK MATE-
RIAL AND TUNING PIN DRILL BITS
NOW AVAILABLE FROM GENEVA IN-
TERNATIONAL! Geneva International
Corporation, exclusive U.S. distributors
of Petrofand Weinbach pianos, is pleased
to announce the availability of European
spruce soundboard blanks, 7 ply quarter-
sawn beech pinblock material, selecthard
maple Marion plywood pinblocks and 6
1/4" fast spiral helix drill bits. Get the
best material at the best price! Call Alan
Vincentat 1-800-533-2388 for pricingand
more information.

PIANO COVER CUSTOMMADE toyour
specifications. Rehearsal covers nowavail-
able. Specializing in custom colors and
fabrics. Call or write for brochure. JM
FABRICations; 105616 Ohop Valley
Fxtension Road, Eatonville, WA 98328,
360-832-6009.

REPAIR CHIPPED IVORY IN 20 MIN-
UTES. “AcryliKey” ivory restoration sys-
tem produces a strong, color-matched,
nearly invisible repair. Kit contains ma-
terial enough for 50+ repairs plus pig-
ments, mixing utensils, sanding pads,
and complete instructions. $39.95 ppd.
Richard Wagner, RPT; P.O. Box 1952
Lake Oswego, OR97035 (503) 697-9254.

Members of the Piano Technicians Guild
can have the opportunity to purchase
direct Bosendorfer concert service pi-
anos in select markets. These pianos are
3 to 5 years old in very good technical
condition. The finish condition will vary
from piano to piano and is sold asis. For
more information call: Roger H.
Weisensteiner at 800-422-1611.

REFINISHED, REFURBISHED Conway
Upright Player. Unrestored - Welte Re-
producer Weaver Upright early 20’s.
Appollo Player - move up to keyboard,
plays keys. Center room Walnut Pump
Organ. Oak Pump Organ. Steinway
Upright 1877. Weber Grand 7'4" 1880.
Sohmer 6’3" Grand. Mark L. Williams
(814)274-9586.

SAT Cozy,apaddedsleeve with retaining
strap/handle made to fit SATs with an
overhang to protect the corners. (Mate-
rial from Instrument Covers) $35 US.
Newton Hunt, 74 Tunison Road, New
Brunswick, NJ 08901, 908-545-9084.
nhunt@jagat.com

DECKER PLAYER PIANO —
Remanufactured player system by Dan
Gates. Rebuilt action & keys, brown
mahogany finish. Pristine condition.
$5,000 OBO. Bench included.
Gorgeous looking instrument!

Mike Carraher in PA, 717-367-8256.

PIANOCORDER Reproducing System—
For Sale. Was installed in personal piano
for short time. Call (520)458-2410 or
write Norman Enoch at 1248 Cardinal
Drive, Sierra Vista, AZ 85635.

GRAND DAMPP-CHASER SYSTEM—
1986 Never used. $25.00 (630)213-2435.



HELP WANTED

STEINWAY & SONS seeks an experi-
enced piano technician with business
skills to join our New York City based
Customer Service Department. This
position offers a unique and varied op-
portunity with the manufacturer of the
world’s finest piano. Position requires
familiarity with piano construction, tech-
nical service problems and replacement
parts. Please contact Michael Anesta,
Director of Personnel, Steinway & Sons,
1 Steinway Place, Long Island City, NY
11105. TEL:(718)721-2600, FAX:
(718)932-4332.

TUNER NEEDED IMMEDIATELY—
Salaried technician position available in
rapidly expanding family held corpora-
tion. Good and efficient tuning skills as
well as good people skills required. Well
rounded knowledge of repairs and regu-
lating a plus. Starting salary is $22,500
with one-week paid sick leave and one-
week vacation. Profitsharing after first
year can substantially increase income.
If you want to become part of a growing
team in a relaxed environment and de-
sirablelocation, send resume to: Ruggero
Piano Service, Inc., 3504 Fairhill Drive,
Raleigh, NC 27612.

GENEVA INTERNATIONAL CORPO-
RATION, exclusive U.S. distributor of
Petrof and Weinbach pianos, is wishing
to hire a manager/technician for our
piano service center in the northwest
Chicago suburbs. RPT preferred butnot
required. Strong rebuilding experience
amust. Finish experience a plus. Salary
based on skills and experience. Must be
able to perform high level grand piano
rebuilding and supervise others. Full
health and retirement benefits offered.
Please contactAlan Vincentat 1-800-533-
2388 for more information or FAX re-
sume to 847-520-9593.

WANTED: Piano Technician of some
experience to do tuning, minor repairs,
and also rebuilding work. Great city,
weather, and plenty of work. Will discuss

pay. Call (505)480-2440.

SERVhCES

PLAYERPIANOSRebuild bought &sold.
Serving NY to GA. ‘Will pick up system
and re-install or send in mail. Nicholas
Fiscina 1-800-862-2138.

STRAIGHT SIDES, SQUARE FRONTS
and crisp notches are the benchmarks of
our quality key recovering. Tops with
fronts $135 plus return shipping and
insurance. Call or write for price list of
our key restoration services. Yvonne
Ashmore, RPT and Associates, 12700 La
Barr Meadows Road, Grass Valley, CA
95949, 916-273-8800. M/C & Visa ac-
cepted.

KEYBUSHING: We use over 20 different
sizes of Spurlock Precision Cauls. Send
the micrometer measurement of the key
pins and we will give you a perfect fit.
Both rails high quality felt $85.00 or
leather $95.00 plus return shipping and
insurance. Write or call for price list of
our key restoration services. Yvonne
Ashmore, RPT and Associates, 12700 La
Barr Meadows Road, Grass Valley, CA
95949, 916-273-8800. M/C & Visa ac-
cepted.

PIANO PIATE REPAIR—The alterna-
tive to total loss or costly rebellying!!
Welding of cracked or broken plates a
specialty. Complete repair service of-
fered. Call Bob Beck (RPT-New Jersey
Chapter) (201)884-0404.

STEINWAY Action Frame Rails
Resoldered, Replaced, and/or Reposi-
tioned. For price list write or call John
DeweyEnterprises, Inc; 861 E. 2900 North
Road, Penfield, IL 61862-9603, phone
(217)595-5535.

CALIFORNIA SOUNDBOARDS BY
DALE ERWIN, RPT. Too many cracks?
Flat Board? Lifeless tone? Stop! Letour
complete restoration facility perform a
soundboard transplant and breath new
life into your Steinways, Mason Hamlins,
etc. All boards are Bolduc panels and
hand selected rib stock. 50-60-70 ft.
curves? Custom press allows for variable
curvatures. All board thickness and rib
dimensions reproduced. Quality con-
trol assures a superior tonal outcome.
For prices on complete bellywork or res-
toration, call (209)577-8397. Rebuilt
Steinways also available. 4721 Parker
Rd., Modesto, CA 95357.

SOUNDBOARDSINSTALLED, topsides
rebuilt. Bridge-conformed, scale-
diaphragmized boards with truly
quartersawn ribs (sitka, eastern, or sugar
pine). You send us the case, we’ll return
you a piano. Quality’s the bottom line.
David G. Hughes, RPT. 410-429-5060.
Baltimore.

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

NEW SOUNDBOARDS, PINBLOCKS,
BRIDGES & ACTIONS, INSTALLED plus
much more! Partial or complete Re-
building; all makes. Performance “B” &
“D” Steinways our specialty. Highest
quality guaranteed. Call Greg Toll-Free
for info & quotes! 1-888-874-4266.
HEARTLAND PIANO RESTORA-
TIONS. Visit us on the Internet:
www.Heartlandpiano.com

REPLACEMENT SOUNDBOARD
PANELS — North Hudson Woodcraft
has been producing QUALITY
soundboard blanks for over 100 years.
‘We will custom build aspruce soundboard
to your specs. Rib stock, shim stock, and
quartersawn Hard Maple also available.
For information and prices call: NORTH
HUDSON WOODCRAFT CORP.
(315)429-3105 - FAX (315)429-3479.

RESTORATION OF CARVED WORK,
turnings, inlays, and marquetry, includ-
ingrepair of existing work and reproduc-
tion of missing pieces. Edwin Teale; 18920
Bridgeport Road; Dallas, OR 97338; 503-
787-1004. ‘

PIANO KEY SERVICE—

.075 Tops with fronts - $105.00

.095 Premium Tops with Fronts- $125.00
High Gloss Sharps (3 1/2") - $50.00
Keys Rebushed: Premium Cloth - $95.00
Custom Keys Made - Call for Price
Many other services available.

Call or write for price list. FREE return
freight on pre-paid orders of $75.00.
WALKER PIANO SERVICE,

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

www.Heartlandpiano.com

‘We're on the NET. it’s plain to see/
there’s lots to find. and always free//
look us up.to see what’s new @HPR//
we're there for you!lHeartland Piano
Restorations
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TRAINING

VIDEOS

!

NILES BRYANT OFFERS TWO HOME
STUDY COURSES: Electronic Organ
Servicing: Newly revised. Coversall makes
and models — digital, analogue, LCT’s,
synthesizers, etc. Piano Technology: Tun-
ing, regulating, repairing. Our87thyear!
Free booklet; Write or call NILES
BRYANT SCHOOL, Dept. G, Box 19700;
Sacramento, CA 95819 —(916)454-4748
(24 hrs.)

BILL GARLICK SEMINARS-Upgrade
your skills at intensive six day resident
seminars at Bill’s home. Applications are
invited for upcoming seminars in tun-
ing, grand action regulation, historic
tunings, harpsichord maintenance. Tu-
ition includes instruction and use of fa-
cilities, 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.

NORTH CAROLINA REGIONAL
CONFERENCE October 23-26, 1997
Embassy Suites Resort Hotel Golf and
Conference Center ® Greenville, South
Carolina. Nationaland Regional Instruc-
tors along with Major Piano Manufac-
tures and Preferred Suppliers will be on
hand for 2-1/2 days of comprehensive
classes offering a full range of piano
service topics. In a supplemental all-day
class Thursday, October 23 learn to de-
sign and build your own pneumatic
soundboard and bridge presses. Bring
your spouse and enjoy a get-a-way in the
spacious surroundings of a luxury resort
hotel. For more information contact
Don Valley, RPT (864)574-6165.

THE RANDY POTTER SCHOOL OF
PIANO TECHNOLOGY — Home Study
programs for beginning students, associ-
ate members studying to upgrade to Reg-
istered Piano Technician, and RPT’s
wanting to continue their education.
Tuning, repairing, regulating, voicing,
apprentice training, business practices.
Top instructors and materials. Call or
write for information: RANDYPOTTER,
RPT; 61592 ORION DRIVE; BEND, OR
97702;

541-382-5411. See our ad on page 3.
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INSTRUCTIONAL VIDEO TAPES. Vic-
tor A. Benvenuto. Piano tuning, $50.00%;
Grand Regulating, $50.00*; Grand Re-
building, $100.00 (2)*; Key Making,
$50.00%; Soundboard Replacement,
$29.95%. (*PlusS/H). ThePiano Shoppe,
Inc., 6825 Germantown Avenue, Phila-
delphia, PA 19119-2113; Ph. 215-438-
7038, Fax, 215-848-7426

SUPERIOR INSTRUCTIONAL TAPES
** All videos at one price, $50 @ **
Beginning Tuning, Upright Regulation,
Aural and Visual Tuning, Grand Action
Rebuilding, Exploring the Accu-Tuner,
Grand Action Regulation, Voicing,
Pinblock Installation, A to A Tempera-
ment, Baldassin-Sanderson Tempera-
ment, Bass Tuning - 3-Ways. Superior
Instructional Tapes; 4 W. Del Rio Drive;
Tempe, AZ 85282; Ph. 602-966-9159.

PIANO TECHNOLOGY EDUCA-
TIONAL MATERIALS. $49.95 each
reel— Vertical Piano Regulation, pre-
sented by Doug Neal. Presented by Cliff
Geers: Plate & Pinblock Installation Part
1, Plate & Pinblock Installation Part II,
‘Wood Repairs, Soundboard Repair, and
Grand Hammer Replacement. Add $5
per order for shipping and handling.
Questions? Call 712-277-2187. Mail or-
ders to PTEM, 3133 Summit, Sioux City,
JA 51104 .. :

WANTED

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

WANTED: MAHOGANY LID.
Quartered, mottled or quartered,
broken stripe veneer for 1910 Steinway
"O". Alsowanted: Heintzman, Steinway,
Mason & Hamlin, Knabe & other vintage
pianos. Call Karl Verhnjak RPT or Rod
Verhnjak, #13 15531 24th Ave. Surrey,
B.C. V4A 2]J4 Canada. 1-800-240-7426.
www.dirrect.ca/verhnjakpianos

LOOKING FOR KEYFRAME with key-
board or if necessary, the whole action
for an 88 key 6’1" Steinway A #121116.
Call Leopold at N.Y. Piano Center at
1-800-642-5648.

LOOKING TO BUY OSLUND KEY MA-
CHINES-ANY CONDITION. VINCENT
1ZZO’SPIANO GALLERY, 516-437-4386

PIANOS! PIANOS! PIANOS! [!!Free
phone appraisallll Buying all types of
usable pianos. Cash or bank check on
pick up. Won’t hesitate on price. Call us
first for fast professional service.
“Steinway, Mason-Hamlin command spe-
cialty prices.” Jay-Mart Wholesale, P.O.
Box 21148, Cleveland, OH 44121. Call
IrvJacoby 1-800-411-2363, or collect
216-382-7600/FAX 216-382-3249.

Have you seen a MERRIFIELD PIANO?
(Built by the Western Cottage Piano &
Organ Co. in Ottawa, IL during the
mid to late 1800’s.) I am interested in
buying a MERRIFIELD PIANO, any
condition. Please fax, call or email if
you have any information regarding a
MERRIFIELD PIANO.
Fax:(619)974-5290, Phone: (619)823-
4775. Email: ginnym@cerfnet.com

WANTED: TINY PIANOS such as the
‘Wurlitzer Student Butterfly or othersmall
types. No more than 50 keys. Call toll-
free: Doug Taylor, 1-888-895-6211. T'll

pay shipping!
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News From The World of MSR/PianoDisc, Knabe, Mason & Hamlin

Love an acoustic piano? Wish it was d1g1ta1 t00’7

Well, now it can be — with MS

Do you want it all? The beauty, touch and
tone of an acoustic piano, with the technol-
ogy of a digital piano? Esthetics and elec-
tronics? MSR has the answer:; an amazing
retrofit product that turns an acoustic piano
into a digital piano, a MIDI controller, and
a silent piano — Piano Digital with
QuietTime (also known as GT-360
QuietTime).

This amazing system makes the piano
compatible with virtually all MIDI devices.
Its MIDI In, MIDI Out and MIDI Thru ports
let you send and receive MIDI data.

Its digital piano features include a Gen-
eral MIDI tone generator with 128 different
instrument sounds. Layering allows you to
layer up to 16 sounds of the 128 available,
for a myriad of possible sound combinations.
It also has 32 Note Polyphony, which allows
you to play up to 32 notes simultaneously.
With Multiple, Programmable Keyboard
Zones, up to 16 zones can be individually
and independently programmed. Fun fea-
tures such as Pan and Reverb are also avail-
able. Audio Ins and Outs allow you to use
all of the benefits of home stereo systems
and professional sound systems in combi-
nation with the PianoDigital equipped pi-
ano.

The piano mute feature, QuietTime, is
accessed by the simple pull of a lever, and
allows the pianist to play in complete silence
— the only sound heard is through the
QuietTime headphones.

In addition to the PianoDigital with
QuietTime — Model GT-360, MSR of-
fers an entry level version, the GT-90. In ex-
change for reduced versions of the GT-360’s
features, the GT-90 offers ease of operation
(most features are accessed by pushing one
or two buttons at most), and a reduced
pricetag.

“Since PianoDigital with QuietTime
is a retrofit, it is a cost effective way for pi-
ano owners to upgrade and enhance their ex-
isting (and frequently beloved), pianos,”
commented MSR President, Gary Burgett.”

For PianoDigital with Quiet Time
sales and installation information, contact
MSR.

Thzs cross-section view shows a Plano Dlgltal-equzpped vertzcal piano’s keyboard the MIDI
sensor trip is placed beneath the keybed and connected to the control unit,

“Hollywood’s Favorite” is PianoDisc’s too!

Paul Smith, the man known for years as
“Hollywood’s Favorite Pianist” is sure to be
the same for PianoDisc owners when they
added his brand new disk to their collections.
Artist Series: Paul Smith (PD 6008), is pure
entertainment from
he man who was
taff pianist for

ector/pianist for
ountless television

ductor/accompanist
for nearly every singer in the business. In-
cluded in that list are such greats as Bing
Crosby, Sammy Davis, Jr., Mel Torme and
Ella Fitzgerald, with whom he spent 12
years.

“Paul is just out of this world! He has
unbelievable technique, flawless timing and
amusical imagination second to none,” com-

©1997 by PianoDisc™ and Burgett, Inc.  All rights reserved.

mented PianoDisc Artist Director Jan Kiser.
“Steve Allen told me that Paul was the one
pianist we just had to record. I'm awfully
glad we took his advice! His disk is so good,
absolutely everyone will love it!

N
r;/ISR/Pir:tnoDisc Factory

Installation Training Seminars
Aug. 19-24  Sep.23-28 Oct. 21-26

Continuing Education
Aug. 26-28 Sep./Oct. 30-2 Oct. 28-30
Tuition is free, but a $50 refundable deposit is
required for confirmation. The Continuing
Education Seminars are restricted to PianoDisc
certified technicians in good standing. For more
information about either the Installation
Seminars or Continuing Education,
CALL MSRAT
1-800-566-3472
4111 North Freeway Blvd.
Sacramento, CA 95834

Q16/567-9999 * FAX: 916/567-1941 J

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



Advertisement

Advertisement

Advertisement

Yamaha Service

August 1997

Last month, we discussed the procedures for backframe con-
struction utilized by Yamaha Music Manufacturing (YMM).

In this issue, we will discuss how the soundboards are con-
structed for all M450, M500, M1, P2 and P22 pianos.

As mentioned in last month’s issue, all wood used in the manufac-
turing of Yamaha backframe components are cured to an Equalized
Moisture Content (EMC) of 6% in 4 seasoning room.

EMC of 6% is necessary, so that the piano will survive in the
extreme conditions of heating and air conditioning found in the typi-
cal homes of North America.

However, in the construction of the soundboard at YMM, an addi-
tional step is added. The soundboard, made of quarter sawn spruce, is
placed in a second seasoning area called the “super drying room”
where the EMC of the soundboard is reduced to 4.5%.

Also, the phys1cal size of the soundboard is s 1ghtly reduced in the
“super drying room”
which enables
Yamaha to construct
what is called the
“Permanent Grown
Soundboard.”

When the sound-
board is removed from
the super drying room,
it is re-inspected for
any defects and imme-
diately placed in the
high frequency gluing
press where theribs ¥
and the bridges are attached by a process using both heat and pressure.

The fixtures inside the high frequency gluing press create a curva-
ture or “crown” in the soundboard.

After the soundboard is removed, the ribs are tapered, the sound-
board buttons are attached (which reinforces the bond between the
bridges and the soundboard), and the entire assembly is finished with
protective coats of sealer and lacquer.

In 2 holding area, the “Permanent Crown” of the soundboard con-
tinues to develop. Remember when the soundboard EMC was reduced
to 4.5%, the soundboard was slightly reduced in size as well. Now that
the components of the soundboard are all glued together the sound-
board tries to expand back to ifs omgmal phys1cal size.

7796 M “ﬁ 0f z‘/oe Moni/o”

. In order to adjust let-off qulckly and more accurately; fmry
 regulators vse magnetic strips (A) applied to the strings.
 These strips are the thickness of the let-off dimension. The
 strips allow the regulator to “feel” let-off occur when the
hammer touches the strip, instéad of having to “see” it oceur.
 Notice that electric cable ties (B) have been attached to both:
-~ ends of the strips making them easier to insert and remove.
* Magnetic strip material is available in vatious thickness from L
hobby shops and sign shops : : L

Stay tuned for next month’s information from Yamaba Music Manufacturing.

Parts & Service: (800) 854-1569 ? "

FAX: (714) 527-5782

© 1997 Yamaha Corporation of America » Customer Support « P.0. Box 6600, Buena Park, CA 90622 www.yamaha.com
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