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Hail Schaff For Your Orders!

The Schaff Piano Supply Company stands ready to fill the void created by Tuners
Supply Company going out of business. Whether or not you ever hear the “Hale” name
again, the fact remains that the company behind the reputation is gone forever.

Schaff has already entered into its 12th decade of continuous service to the piano
supply industry. We stand ready to provide fast, courteous and dependable service to
any and all former Tuners Supply Company customers.

Give Us A Try.

THE HOUSE DEDICATED TO SERVICE

24 Hour Hot-Line

' PIANO SUPPLY COMPANY [ Reg. (847) 438-4556
451 OAKWOOD ROAD, T-Free (800) 747-4266

LAKE ZURICH, IL 60047-1516 Fax (847) 438-4615
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Lditorial Perspective

How to Buy a Piano

For those without the patience to read a book about pianos before embark-
ing on the perilous journey of buying one, this tape may be just the thing. In

just under a half-hour it hits the high points, educating the viewer on a host of

topics, including: the various sizes and shapes of pi-
anos, their prices and good and bad points, case
construction and the action. The tape concludes
with general information and advice on actually buy-
ing a piano, negotiating, warranties, piano teachers,
and the importance of tuning and regulating the pi-
ano.

The tone of the program is upbeat throughout,
with the actual presentation punctuated by musical
interludes featuring Novak at the piano. To his
credit, Novak states at the outset that “salespeople
are very knowledgeable, but will say almost anything
good about their pianos and bad about those of
their competitors.” He describes the frustration of
this dog-eat-dog mentality which causes some buyers simply to not buy a piano
at all.

VuIeY O U S [ LODE

Journal Editor

Novak also states correctly that “manufacturers produce only what the mar-
ket demands,” and that this response to market pressure affects both quality
and price. He points out that while the
basic technology of the piano has not
changed much in the past 100 vears,
manufacturing techniques and materi-
als have. He assures the viewer that the
new plastics used by some manufactur-
ers are far superior to those in use
even 20 years ago, and that they are in
many cases superior to “other materials.” Some manufacturers use the plastics,
he says, to help make the piano more affordable.

As a sometime piano technician, Novak appears in a few segments doing
technician-like things such as tuning, pulling the action out and regarding it se-
riously for a moment, then pushing it back in. He drags the keyboard out and
shoves it back in without lifting slightly to avoid crushing the front edge of the
keybed with the balance rail glides. Surely only a nit-picky technician (like my-
self) would be bothered by this subtle faux pas, but I couldn’t help cringing.

When giving advice on finding a piano technician, Novak, 4 non-PTG mem-
ber, eschews mention of the Guild, instead recommending that people question
seriously the ability of anyone offering to tune a piano for $20, stating confi-
dently that “piano tuning costs anywhere from $45 to $75.” Now, bearing in
mind that prices may have changed somewhat since the video was made in 1994,
Novak’s figures might have been out-dated for the Seattle area even then. The
bottom line: if you lend or recommend the video to a client, (depending on
where you live) you might need to warn them that the prices may be out of date.

The video concludes with some excellent advice about keeping children
and adults interested in plaving, and keeping the piano available in the home
even in those periods when nobody is playing. I found Novak’s positive attitude
and well-reasoned advice in this sec-
tion especially good. After all, it’s by
encouraging young plavers that we
build tomorrow’s market for the in-
strument we love. [

A review of Piano Buyer's Guide, a video-
tape by D.L. Novak. Seattle: Lou Visions,
1994. VHS, Color, 27 minutes, small book-
let and buyer's checklist included. $19.95
plus $2.50 shipping & handling. Available
from Brookside Press, 800-545-2022.

Please submit tuning and technical articles,
queries, tips, etc., to me:

Steve Brady, Journal Editor

205 McGraw Street, Seattle, WA 98109
Fax: 1-206-285-7610

E-Mail: sbrady @u.washington.edu




GArownd The World On 85 K
PRE-OWNED GRAND & UPRIGHT PIANO

YAMAHA-KAWAI

BECHSTEIN - SCHIMMEL- BLUTHNER - BOSENDORFER
HOFFMANN - AUGUST FORSTER - SEILER- FEURICH - STEINWAY
Guaranteed Landed Quality

Selection and Inspection supervised by Wilton Syckes
1-800-942-5801
R

World Class Pianos Since 1950

SYCKES PIANO IMPORTS

129E. Hartford Ave.. Phoenix, AZ 85022-2331
d Tel: (602) 942-5800 FAX (602) 942-9721

PROTECT YOUR
BUSINESS,

YOUR REPUTATION
/ AND YOUR FUTURE
SAFECO Insurance Company is providing an exclusive insurance

program to Piano Technicians Guild members. Competitive
premiums start as low as $250.

This program provides specific limits to cover tools, your
customer's property, property in transit (Cargo) and business
liability.

Make sure your business is protected, call Jerry Kiser at:
Potter Leonard/Olympic Insurance for a fast, competitive quote.

PHONE 1-800-548-8857 FAX (206)486-4681

Tuning the Duplex Scale can help achieve a ''singing tone!"'

Tune any kind of rear adjustable duplex scale with . . .

“FRANKLIN ‘DUPLEX SLIDER

Sivaine Tone
Duplex. Scale Tuning Tools « Technology

Telephone: 212-677-5760 « Fax: 212-228-8837
P.O. Box 2063 Peter Stuyvesant Station, NY, N.Y. 10009

Randy Potter School

Of Piano Technology
Complete Correspondence

Home Study Course. . .
.. .for beginning students &
intermediate piano
tuner-technicians.

We Teach
* Tuning
* Repairing
* Regulating
* Voicing
* Apprentice Training
* Manufacturer & Dealer Relations
» Business Practices

Courses Include

* Printed Course Manuals
* Video Tapes
¢ Written Texts
* Apprentice Manual
* Repair Labor Guide
* Manufacturer's Technical
Service Manuals
* Wholesale Supply Catalogs
* $5000 Resource Loaning Library
AND MUCH MUCH MORE!

Rdy Potter Schol
Of Piano Technology

WE ARE:

* The largest supplier of published
training materials and videos
* Recommended by Keyboard Magazine
* Licensed by the Department of Education
* Approved for Veterans Training

AND WE OFFER:

* Advanced training seminars in
high level grand regulating and
tuning.

Randy Potter, RPT
WRITE | 61592 Orion Drive
OR | Bend, OR 97702
CALL | (541) 382-5411
www.tuningschool.com
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17 — Bridle Strap Function
RPT Jim Ellis, an engineer in a past life, presents compelling evidence that the primary
Sfunction of bridle straps is to aid in repetition.
21 — World Class Junk
No matter how good the piano sounds and plays,.a dirty keyboard can ruin its appeal.
Susan Kline, RPT, shares her secrets for cleaning keys and other parts of the piano.
23 — An Essay on the History of Tuning — Part VII
Back in the saddle again, RPT Skip Becker continues his saga of our profession’s history.
29 — The Designer’s Notebook
In the first installment of a new series, Contributing Editor Del Fandrich, RPT, tackles the
piano’s central component, the soundboard, in this treatise on its structure and function.
34 — An Aural Method for Half-Step Pitch Raises
One tuner’s practical method for large pitch raises, by Ken Churchill, RPT.
35 — The Tuner’s Life
Anita Sullivan asks the hard question: How Long Does a Piano Last?

COLUMNYNS

& COMMENTS

2 — Editorial Perspective
How to Buy a Piano
By Steve Brady, RPT
6 — President's Message
Peace & Gooduwill — Past & Present
By Marshall B. Hawkins, RPT

DiIr

A RTMENTS

8 — TT&T
Jon Page’s new jig for on-site grand action regulation, Larry Fisher on silencing noisy
pianos, and Isaac Sadigursky’s simple tip for making a flange screwdriver more use-
Sful.

10 — Q&A/Roundtable
The piano took a hard fall. Is the plate broken? What'’s the best way to deal with loose
upright jack flanges?

15 — Letters
Elton John's tribute to Princess Diana was marred by poor planning.

IN YDDITION

34— The Puzzler
Test your wits and wisdom against the December installment of RPT Dan Levitan’s
monthly challenge.
36 — Grand Illusions
37 — PTGReview
Articles and information dedicated to the news, interests and organizational activities
of the Piano Technicians Guild. This section highlights information that is especially
important to PTG members. This month: Gallery of Rebuilders; Why Providence is a
Great Place for 1998; Unified Exam Approved in Orlando; Providence Highlights; In
the Trenches; Industry News; Nominations are Now in Order; and Calendar of
Events; Reclassifications; New Members; and Passages.
43 — 40 Years Ago ...
44 — Member Benefits
47 — The Auxiliary Exchange
49 — Classified Advertisements
52 — Display Advertising Index
COVELR T\RT
A view of the Kansas City, Mo., Country Club Plaza — Season’s Greetings from
our home to yours.
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Photo: Clayton Harmon, Regisrered
Piano Technician, has been a
Dampp Chaser advocale since 1048,

o the Right Thing

for the Piano...
Climate Control.

Today, over 250,000 ptanos worldwide are
protected by Dampp-Chaser Climate Control
Systems. Over the past 50 years, Dampp-
Chaser has established a proven track record
with major piano manufacturers who agree
that, properly installed, our systems are the
most effective means of stabilizing humidity
levels within the piano.

STEINWAY & SONS
“The installation of a DamPp—Chaser Humidity

Control System can, in our opinion, provide a degree
of climate control for the piano which may not be
otherwise attainable.”

YAMAHA

“ .. the proper installation and use of a Dampp-
Chaser system can be beneficial to the stability of the
instrument.

KAWAI

“Your Dampp-Chaser humidity control systems
are the best and most carefully designed systems we
have seen.”

SCHIMMEL

“The ultimate solution to preserve the quality of
good grands and uprights 1s to control the ptano climate
right within the instrument . . . it is a product from

Dampp-Chaser Corporation.”  Nikolas Schimmel
BALDWIN

“Baldwin recommends the Dampp-Chaser system
as a valuable means to help insure the longevity and
stability of our pianos.”

Thousands of piano technicians around the
world enjoy higher incomes by selling and in-
stalling Dampp—Chaser Systems. Do you want to
increase your earnings? Simply call our toll-free
number and receive a FREE VIDEO to help your
tuning clients understand the essential need for
climate control in their pianos.

DAMPP-CHASER'

PIANO CLIMATE CONTROL SYSTEMS

800-438-1524 ext.30

LUE THE PIANO




Peace & Goodwill — Past & Present

Once again, too soon some of us think, we ap-
proach the end of another year. Where has the time
gone? What have we done with the past 12 months
that has caused us to be a better person? What actions
have we individually taken to insure that the time in-
vested in this year has been used wisely?

Ideally, we all strive to utilize our time well in per-

sonal interests and goals for
the benefit of our families and
others. We all, hopefully, work
toward being positive and con-
genial. In today’s world that is
not always an easy task. It is not
necessary to look very far to
get a picture of ugliness of
some sort. Look through the
newspaper for a few minutes
and there it is. Turn on the
television and once again ugli-
ness is before us in the latest
news or expressed in the con-
tent of a program. Scan the of-

Marshall B. Hawkins, RPT

ferings at your local movie the-
ater and you will see some not-
so-pleasant themes. Turn on
the radio and listen to the lyrics to some of the music
being played and you will find ugliness there as well.
Ugliness shows itself in many ways. Sometimes it is
simply inappropriate language which results in hurt
feelings. At other times, disrespectful language can re-
sult in physical confrontations. They can be harmful
to those directly involved a well as innocent people
who just happen to be in the wrong place at the wrong
time.

Although we may be confronted with negativity
from time to time and will see ugliness displayed, it
behooves us to direct our collective energies in the
opposite direction. That brings me to the central
point of this message.

Each of us should endeavor to place a positive fo-
cus on every day. Just for one day hold your temper
and carefully monitor the words you speak. Just for a
day look for the best in others and acknowledge each
person you encounter with a smile. Just for a day really
work at being kind, and thoughtful, and considerate.
It can be directed toward family members, neighbors,
clients, your business associates — master this spirit
for one day and watch the results.

After all, this is traditionally the season that peace
becomes the focus. Peace on earth and ‘goodwill to-
ward others. These words have such a heartfelt ring
that [ wonder why this thought is not transferred into

PTG President
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action throughout the entire year?

So, what am I speaking of here? Nothing more
than the universal message of peace and understand-
ing. Do unto others as you would have them do unto
you. This wisdom is as old as time and as true today as
it ever was. There will always be some who will not
agree wholeheartedly, but we should nevertheless pro-
ceed by choosing to view the brighter side. When we
continue in this vein, we are making a suggestion.
Whether we realize it or not, suggestions do have
“hooks.” You may not even be around when your sug-
gestions take hold and come to fruition. That’s okay.
You stay on the upper edge by staying focused. Always
strive to do the right thing, and the positive benefit
will follow.

This time of the year is a perfect time to begin
something new — if this is indeed new to you. Think
about it. What a wonderful opportunity to really im-
pact the future in a substantial way. All you have to do
is be kind.

As we reflect on the months just past, let me speak
to each of you reading this, and express my hope that
you will not only remember the thoughts offered
here, but embrace them throughout the year ahead.
The words of Edwin Markham can give all of us per-
sonal guidance on how to approach the world around
us. Peace and good will are all around us — we just
have to look for it — and most importantly, share it!

The Right Kind of People
By Edwin Markham
Gone is the city, gone the day,
Yet still the story and the meaning stay:

Once where a prophet in the palm shade basked

A traveler chanced at noon to rest his mules.

“What sort of people may they be,” he asked,

“In this proud city on the plains o’erspread?”

“Well, friend, what sort of people whence you came?”
“What sort?” the packman scowled: ’
“Why, knaves and fools.”

“You'll find the people here the same,”

The wise man said.

Another stranger in the dusk drew near,

And pausing, cried, “What sort o’ people here

In your bright city where yon towers arise?”

“Well, friend, what sort of people whence you came?”
“What sort?” the pilgrim smiled,

“Good, true and wise.”

“You'll find the people here the same,”

The wise man said.



IF IT DOESN'T HAVE

12,116 GENUINE
STEINWAY PARTS,

IT ISN'T A STEINWAY.

Every part in a Steinway plays a role in creating Additionall_v, a full line of Steinway & Sons
a piano renowned for its unequa]ecl ‘couch, tone and mercllandise, including shirts, }mts, and mugs is
encluring investment value. So, when one invests in a available. You also have the added convenience of
new BSteinway piano, it's 100% a Steinway. And we want using VISA, MasterCard or AMEX. So, whenever
to make it easy for piano technicians to Ieeep it that way. you need genuine Steinway parts, call Glorie Lefrak at
Qur Farts Department stands reaLIy to fill your parts {(718)204-3150 or fax our Parts Department at
order, including a prompt turnaround time on hammers {718) 726-4889. Because once it leaves the factory,

and action parts. We also offer case and fumniture parts. the most important part of a Steinway is you.

STEINWAY & SONS

One Steinway Place, Long Island City, New York 11105. (718) 204-3150
Fax Your Orders to (718) 726-4889. Visit our web site 11t‘tp:www.g2g.com/ steinway

©1996 Steinway & Suns. Steinway and the Lyre ane registered trademarks.




Tips, Tools & Techniques

The Tautline™ Grand
Regulation Guide

Here’s a clever new tool which allows the technician to
do precise ham-

mer height, let-
off, and drop
regulation  with-
out  scrunching

down for long pe-
riods to work in-
side the action
cavity. It  works
equally well on
top of the closed
piano lid or on

your workbench, Figure 1 — Jon Page’s Tautline™
takes up about as  Regulation Guide in use.
much room in

vour tool case as a medium screwdriver, and costs almost
nothing to buy.

The two uprights fasten to the action, and the adjust-
able, tightly stretched line serves as a string target. This tool
is available from its inventor, Jon Page, RPT, for $6 postpaid,
or from Pianotech Piano Supply Co.

— Steve Brady, RPT
Journal Editor

T T & T Piano Too Loud? Foam It!

When working with piano owners that need the volume
of their pianos reduced, I always suggest the installation of
acoustic foam. I sometimes include the application of alco-
hol and water on the hammers. Most houses are small, and
there are lots of folks living in apartments, and the piano is
virtually always against a wall. This makes for cramped quar-
ters for some, and the need to play the piano shouldn’t be
restricted by its volume or its effect on the neighbors (al-
though some people would do well not to play anything at
all).

This foam is readily available at any foam supplier.
These folks have foam of every kind for cushions, beds, cam-
era bags, gun boxes, and so on. The stuff I like to use is me-
dium dark gray, convoluted (yeah, I had to look it up) on
one side and smooth on the other. It looks like an egg car-
ton on one side. This is the side you put towards the sound-
board. I make a template or pattern out of newspaper of ev-
ery cavity on the back of the piano and then take those pat-
terns to the foam guy. He’s got an electric razor blade to cut
the stuff cleanly and ever so slightly larger than the pattern.
This allows for a pressure fit, no glue or two sided tape
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needed. Very removable and very replaceable. There is a
two-inch variety and a one-inch variety. I believe I've been
using the one-inch stuff (one inch at the thinnest point).
This stuft has absolutely no effect on voicing or tone created
by the hammers hitting the strings, it just knocks down the
overall volume. 1 was concerned about the effects of age on
the foam. I've seen some foam turn hard, while other stuff
turns to goo. He assured me the foam deteriorates because
of a reaction to adhesives.

Once the foam is installed I usually voice the hammers
down slightly, especially if they were bright to begin with. [
make sure I’'ve communicated this procedure in great detail
with the customer first. They mav not want the hammers
messed with at all. The effect of the foam seems slight at
first; however, I've never been asked to remove the stuff. In
one case I lined the inside of the piano with foam as well to
really absorb as much sound as I could with out ruining the
appearance of the piano. I think if you were to leave the
foam in the piano for a week or two and then remove it, the
customer would notice the difterence right away.

The alcohol treatment of the hammers is a mix of water
and alcohol, the ratio of which I've not been real particular
about. There needs to be enough alcohol in the water to al-
low penetration into the hammer felt. I use a hypo-bottle
and run a thin bead right on the strike point, heavier in the
bass and super thin and light in the top octave. Too much in
the top octave and you lose tone, all that’s left is the percus-
sive knock of the hammer hitting the string, much like a
hymnal hitting a small child’s head — that thud part before
the scream part. I sometimes don’t put any on the top octave
at all. It doesn’t take long to dry, usually, in these parts any-
way. In the Guineas it might take a week or two. But then
what would you expect from a country that invented the
Gamish Corn Hen (erroneously fowl humor, sorry).

Some people wonder how I can make a living at this.

— Larry Fisher, RPT
Portland, OR Chapter

Quick Tool for
Vertical Action Work

The common hammer flange screwdriver
can easily be enhanced to make it a multipurpose
tool. By adding a V-shaped notch to the end with
a triangular file, you have a tool which not only
removes and replaces the flange screw without
damage to the jack, but also, with the notch, re-
places the hammer butt spring after

Figure2— ] . h
Hammer the hammer assembly is back in the pi-
flange ano.

ﬁﬁ%}ﬁ: — Isaac Sadigursky, RPT

filed in tip. Los Angeles, CA Chapter@
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your rebuilding project, please
see our ad in the Resource
Guide.

Ralph Joseph Onesti
Prano Restorations
The Finest Rebuildings Available-Anywhere!

‘ CyberTuner:

The most advanced visual tuner on the inner planets!
RCT transforms a Macintosh PowerBook computer into a stand-alone visual tuning system
designed for professional use. RCT includes four fully integrated software components:

Chameleon 2™ Listens directly to the piano and

calculates an aural-quality tuning or use by CyberEar.
You choose the tuning style to match the piano.
CyberEar™instantly and graphically shows a string’s
pitch. CE features auto-noteswitcher, auto-pitch raiser,
and aural temperament sequencing.
Pianalyzer™Piano spectrum analyzer. Graphically

shows pitch, inharmonicity, volume and sustain for up
to 12 partials. Great for voicing!

$1595.

RCT /PowerBook
“Luna 1”Package

T um'ngFile Management; unlimited tunin
record storage, graph, print, edit, approve
scoring, historical temperaments, MIDI to an SAT.

Reyburn Piano Service, Inc. B1-888-SOFT-440

Dean L. Reyburn, RPT % Apple-authorized VAR
2695 Indian Lakes Rd. 30 day money back guarantee
Cedar Springs, MI, USA 49319  RCT software only: $795+s/h
Email: dean@reyburn.com. RCT manual & video: $20

www.reyburn.com
Authorized Distributor:
Mitch Kiel, RPT
360-264-5112

mitchkiel@reyburn.com

For Information on
Advertising & Being
Listed in the
1998
Guide to
Resources in

Piano Technology
Contact the
PTG Home Office
at
816-753-7747

The Finishing Touches

Grand Piano Carriage
* Made of the finest steel: coated
* Superior engineering and looks
* Two brakes included for added stability

¢ Fast, easy, no cleanup

¢ Immedjiately ready to finish

» Over 700 Fallboard & Soundboard
¢ Custom Decals - send tracing for

Music Racks

» Smooth and effortless movement
* No finish damage to piano legs

* Authentic Steinway Designs « Shipped UPS

* Two styles
Decals Unlimited

Schroeder’s Classic Carriage
9333 96th St. No.
Mahtomedi, MN 55115 * 612-429-4465

INSTANT
PIN « TITE .

TIGHTENS ®
LOOSE TUNING PINS

TUNE IMMEDIATELY « PERMANENT » NO CALL BACK

MONEY BACK GUARANTEE

$15, 23857 POSTPAID CHECK WITH ORDER ANYWHERE
Free Technical Data

The LUNSFORD * ALDEN Company

32118 USA

Catalog available upon request

Smoke damaged piano?
Guaranteed Odor Removal

Majestic Piano Company!
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. Buzzing Fallboard

I tuned a couple of days ago for a lady whose piano had a
bad buzz/rattle. I typically tap around the piano looking for
something loose. When I removed the fallboard and patted it
I heard that sound of something loose. It was the metal bars
screwed into the bottom of the fallboard. I tightened the
screws, but the rattle was still there. I advised we remove it
and see for sure that it was the problem. I soon found out it
was made of lead and then I began to wonder what its pur-
pose was? I thought it was steel plates to help prevent warping
of the fallboard — wrong! Was the lead for counterbalance
with the fallboard? To help keep it from falling on fingers?
Well the rattle was gone and the fallboard worked fine and
didn’t seem to want to fall on the hands. Question — should
I have pounded the lead to get rid of the rattle? Very soft and
malleable!

— David llvedson, RPT
Pacifica, CA

@ Del Fandrich, RPT: Yes, the lead is for the
purpose of counterbalancing the fallboard. The biggest
problem occurs when the pianist reaches up to turn pages
and their coat or shirt sleeve catches the top lip of the
fallboard on its way back down. (There is a reason why this
part is called the “fall” board.) You might want to be a little
cautious in removing it permanently. I'm aware of at least
one hand injury resulting from a fallboard falling on a
pianist’s hand.

There are at least two ways to permanently stop this thing
from rattling. One is to put a layer of felt between it and the
fallboard. Another is to glue the thing in place (along with
the original screws) using PVC-E or melamine glue or even
Elmer’s® white glue. Of the two, I prefer the felt. It’s easier
to disassemble later, if for some reason it has to be taken
apart. (Well, I don’t know why either — maybe for finishing
or something.)

. Broken Plate
®

On the way to a concert an old six-foot Steinway grand
had an accident. It broke loose from the strap which was
holding it up against the wall inside a small moving van. It
seems thatit landed on its top, in the middle of the van floor,
slightly protected by a few moving blankets.

There is a visible crack on the lid’s treble side, the
fallboard broke loose from the bass cheek-block hinge, crack-
ing along its length (about a foot). Some other case damage
and a little action damage inside may be related to the fall.

The plate and soundboard look okay. It is easy to see
cracks in the soundboard, if present. There are no visible
cracks in the plate. The owners are concerned about the
plate having fine cracks that might not show up to the eye. It
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seems like a valid concern to me.

My question is: how would one go about making sure
that there are no fine cracks? One could be on the underside
and not cause problems until one late night when the wood is
creaking or I am sitting there, lost in listening to those beau-
tiful intervals and shimmering beats.

I actually cannot think of any way to be 100 percent sure,
besides destringing and maybe taking it to the auto repair
place for one of those “what-da-ya-call-its” where they test for
cracks in engine blocks. There is insurance that would prob-
ably cover it, but is it really necessary?

I would appreciate hearing anyone else’s experience
with these kinds of situations.

— Ken Hale, RPT
Sacramento Valley, CA Chapter

® Danny Moore: I'll go ahead and admit in pub-
lic that I dropped one on its head trying to unload it out of my
truck by myself. Fortunately, it was a Howard junker that had
been given to me, so no real loss. I disassembled it to inspect
and was rather shocked at what I found. There was very little
damage evident until I pulled the plate. The mass of the plate
caused the plate to continue on its travel even after the case
came to a rather sudden stop. All the plate bolts were pulled
out about a quarter inch — nose bolts, everything. It was not
noticeable with the plate strung and in the case. There was no
evidence of any damage to the plate, however.

I would think that structural damage in the rim area and
where the pinblock was doweled to the case would be a much
greater likelihood than plate damage. After all, the plate was
rather well-protected by the mass of wood it was bolted to.

It will be interesting to read other comments on this sub-
ject.

Del Fandrich, RPT: If memory serves, Howards were built with
select poplar rim's — not exactly the most robust of woods.
Did they not also use relatively small wood screws? Either way,
if the piano had been afflicted with the plate-bolt-tightening
regimen, they might not have been holding much before the
great fall.

Most of the plates that have come through my shop actu-
ally damaged, i.e., cracked or broken, due to falls of this type
have had the top two or three struts cracked just aft of the capo
d’astro bar. This is already one of the weakest areas of the
plate. There is already quite a lot of stress at the transition be-
tween the relatively thin strut and the relatively massive capo
d’astro bar due to the uneven cooling rates between the two
areas.

David Graham, RPT: In-light of an experience here last year
with an Steinway & Sons D that was shoved off the stage and
landed four feet below on its lid, I would not be too worried
about one that just fell over. The D made it through the year
last year, but the fact that it needed rebuilding before it went
on its short flight didn’t change after the trip. It is now at a re-
building shop, where all is going well. The lid will even be sal-
vageable, with a new lockbar being the only case part replaced.

Continued on Page 12
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Continued from Page 12

Other than regluing a dag and tightening some screws, the pi-
ano needed nothing special. It sure was ugly-looking, though.

Wally Scherer: 1 don’t know if any piano technicians have used
this method, but when I worked at a shipyard back in the 70s,
the shipﬁtters used a type of X-ray machine to examine weld
joints in the steel plates to see if there were any invisible cracks.
I think pipefitters do the same when mstdllmg pipelines for pe-
troleum. [ don’t know how you would contact someone with
such a machine, though.

Bill Maxim, RPT: In my first attempts at restringing grands 1
was very uneasy that all the plates rocked a bit and I seemed
unable to get a perfect fit — I believe always with the tail high.
Nothing has ever broken over the 20 years or so.

Then I bought an old Hamilton grand to fix up and resell.
Then when I began to take it apart I discovered that half the
plate bolts were missing!

Nothing had broken, and when I set the plate back in, it
rested perfectly flat. Did the missing bolts help?

Fandrich: No. But having them missing probably didn’t hurt
all that much either. You just happened to find a relatively tlat
plate. (It does make one wonder, though. Why were they miss-
ing?) :
Plates warp and twist quite a bit as they cool. There is often
no way to use a plate unless it is flexed somewhat on installa-
tion. This is quite safe as long as areas of local stress are
avoided — such as over-tightening a bolt with no support un-
der it.

The only plate I've seen with a broken outer flange was
one of these. The plate was mounted on tapered wooden
edges that were set — not glued—on the soundboard next to
the plate bolts. Normally the pressure of the bolted plate
flange held these blocks in place. At some time, however, one
of them had loosened and fallen out. When the technician,
acting on advice he had received in a PTG Convention class,
tightened the plate bolts down, this one never “bottomed.” In-
stead, the outer rim of the plate cracked across the bolt hole
and into the plate panel about three or four inches.

Fortunately, this was an area of otherwise very low stress.
The piano wasn’t worth a whole lot and, with the owners
knowledge and permission, nothing was done to repair the
crack. I advised the technician involved to remove the bolt,
measure the distance between the bottom of the plate and the
soundboard, make a new block and fit it in place and reinstall
the bolt. This was done and, the last I heard — it’s been some
years — the piano was still fine.

David Ivedson, RPT: Many vears ago I worked for a piano
rental outfit; we rented Hamburg Steinways to artists who
wanted a choice between the New York and the Hamburg. I
was the technician who also helped move the pianos. One
evening we dumped a Hamburg over squarely on its lid ...
“Oh, oh.” When we got it back to the shop the only problems
were the dags which had broken loose on impact. It was still in
(reasonable) tune. That piano ended up with Chick Corea. 1
think the plate will be okay if you dumped it on its lid.
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Maxim: An engine rebuilding shop may be of help. I plan to
have the engine of my service vehicle rebuilt, and the owner
has described to me his test for cracks in the critical places.

Moore: T'll bash this one just a bit more. I think a metallurgist
would gmde you toward 1 Magnaflux on this one. Radiography
(x-ray) is a wonderful nondestructive test for welded metal be-
cause you can see any lamination, slag, impurities, pinholes,
undercut or other gremlins that infect welded steel. Cast iron
is full of impurities, air pockets and all the things that an in-
spector uses radiography to detect. (That’s why it’s iron in-
stead of steel.) It would be very difficult to detect any minute
cracks with all the othchunk that would appear in the x- ray.

Industrial Magnaflux is specifically designed to detect
cracks that are undetectable even by x-ray. It uses metallic par-
ticles suspended in a photosensitive liquid. When subjected to
a strong magnetic field, the particles arrange themselves
around the line of demarcation that interrupts the flow of elec-
rromagnetism. When examined under ultraviolet light, the im-
print of the magnetic field is readily apparent and any cracks
are obvious.

Problem. After you detect one or more minute cracks in the
plate, how do you determine if the crack(s) were a result of the
fall> As cast iron cures, it generally develops stress cracks
around areas of dramatic changes in thickness — say where a
strut meets the plate. This is a natural result of the molten iron
cooling at different rates, thus the thick part contracts at a dif-
ferent rate than the thin part. So is it fall damage or have the
cracks been there since it came out of the mold?

[ have to go with David on this one. If all strings are still in
tune and will hold, and you can’t see any cracks, it’s probably
okay, and your inspection will be as accurate as any test you
may perform.

Here’s an old race-car tip for the real perfectionists: Cast
iron may be stress-relieved by grinding (with a die grinder) any
casting tlashing, mold parting lines and/or other irregularities
smooth and flush with the area around it. Also, radius grind
the areas where struts blend to the plate, etc. I've done this on
many race car engine blocks, but never on a piano plate. But
then, I've never revved a piano over 6500 rpm.

Fandrich: As you suspect, there is no way to be 100 percent
certain that there is no hidden or residual damage from a fall
of this sort. However, you can be about 99.87 percent sure,
which is probably good enough.

Of the several plates I've seen damaged in a drop, they
have always broken on impact. Those, such as the Steinway, us-
ing hard maple rims and several nose bolts seem to survive
with no apparent damage to the plate or rim structure at all.
Those with poplar and/or “Select Hardwood” rims tend to
have stripped out plate bolt/screws, etc. Of course, the plate
bolts/screws could well have been stripped out before the pi-
ano was set up so the pianist could play it on his back. (We
seem, somewhere, to have gotten the idea that plate screws/
bolts need to be tightened to about 295 ft. 1bs. of torque every
time the piano is tuned. Okay for maple, not for Select Hard-
wood.)

I agree with Danny Moore. Magnaflux testing probably
wouldn’t tell you much. It might frighten you more than nec-

Continued on Page 14
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Continued from Page 12

essary, but the results would probably not be of much value.
Plates do go through a lot of trauma as they cool. The iron
shrinks as it cools. But it doesn’t shrink uniformly. Large cross-
sections cool at a different rate than do narrow cross-sections.
The result is a cool plate that has all kinds of stresses in it.
Some of these manifest themselves in twisted and warped sec-
tions — have you ever laid a straightedge along the bottom of
a pinblock web, for example? You can bet that the pattern was
flat. The web rarely, if ever, is.

So, tighten the bolts if you must. Check the nosebolt
blocks — you know, the blocks bolted to the sides of the belly
braces — to be sure they haven 't shifted any. Fix the action. Fix
the fallboard. Tune the piano. Enjoy.

Glen Deligdisch: 1 have been following this thread with some
interest as some of the methods for checking this plate for
cracks are ones that I use in the aviation industry.

I use Magnaflux to check aircraft parts (engine, transmis-
sion, landing gear, etc.) for defects. As I listened to the sugges-
tion to Magnaflux a 6' grand plate I had to sit down and think,
“with the equipment we have, how would I do that?” Let me
comment on some of the problems and then make a few alter-
nate suggestions.

The limitation is the size of the magnetizing coil (24
inches) or the distance between the pressure heads (42
inches) on our machine. We magnetize parts by two different
methods and a plate of this size is too big. I'm sure there are
Magnaflux machines that are bigger and could handle it. 'm
sure you could arrange an appointment with one, but you
might stagger at the cost.

There are two other problems with this method:

1. We require all parts to be bare metal, the plate would
have to be stripped. I suppose you could Magnaflux it
with the paint on, but then I would not guarantee the
results.

2. I don’t know how I would demagnetize the plate. To de-
magnetize the plate properly it would have to fit
through the coil. There are methods to do it after all,
the US Navy demagnetizes a whole ship after construc-
tion before commissioning.

I don’t think Magnatlux should be the first-line method
for checking the plate. Let me suggest three other nondestruc-
tive crack detection methods that we also use in our shop:

1. Cheapest: Visual inspection with a 10X magnifying glass
and bright light (such as a Maglite™ which can focus
the light beam). This is always our first line of attack.
Focus on obvious stress points, weak spots, where
strength changes because the cast thickness changes or
heads off in a new direction. God has made the human
eve incredibly like our ears. We can detect a gap as
small as one millionth of an inch if under the right con-
ditions! A lot of cracks are not going to escape a good
visual inspection.

Let me make an aside here. We place hard paints on
aircraft parts for two reasons; for protection and to indi-
cate cracks. Seldom do we find a crack in the metal part
that did not first indicate its presence in the paint.
From what I have been reading on the list about what
we paint our plates with, a crack should be observable
with the above method by looking for it in the paint.
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2. Small expense: Dye Penetrant inspection. This method
uses a dye that gets absorbed into the unseeable crack
and then indicates when the developer is applied. The
plate is cleaned thoroughly, the dye is applied, the dye
is cleaned off again (but the dye in the crack remains)
and then the plate is developed. The developer is a dry
powdery substance that is sprayed on the plate and now
sucks the bright red dye into one teaspoon white pow-
der.

3. Kind of expensive: Zyglo Penetrant inspection. This
method is a litdle bit more elaborate as it requires the
penetrant and a black light (ultraviolet) for detection.
It uses a fluorescent chemical instead of dye and is basi-
cally the same method as number two above.

We use these three methods to guarantee as being free of
defects, airplane parts upon which people are placing their
lives every day. I know they work.

A word of caution: If you ever find what you think is a
crack with the above methods, don’t stop there. Crack indica-
tions show up for a host of reasons but not all are cracks. If you
find a crack, remove the plate paint by dissolving the paint.
Don’t sand it, because you can pack paint into a crack and
cause it to stop indicating. Removing the paint with strippers,
MEK (Methyl Ethyl Ketone) or other paint-dissolving product
would be the way to go.

Sorry this is so long. I hope it is helpful to some.

Zen Reinhardt, RPT: First question — how is the tuning? Weird
question, I know....

[ remember reading in the journala few vears back about a
D that got hit from above by a collapsed roof and survived the
blow in style — it lost a couple of unisons and sustained some
cosmetic injuries, and that was about all.

Then a little more than a year ago I heard from a friend
about another D that fell when the dolly under the skid broke.
The only known cushioning it got besides the moving blankets
it was wrapped in was the foot of one of the movers, who is still
out on disability. Apparently, the overall tuning pitch dropped
30 cents on average, and there were massive cracks in the
bellyrail. There was probably considerably more damage, the
details of which I don’t know, except that the plate seems to
have survived it all. The remains of that piano got sent back to
Steinway for rebuilding, and I have vet to hear how that one is
coming along, or what other damages were uncovered by the
people there.

I guess this still doesn’t answer your question about how to
check for hidden damage of the plate, but what I'm getting at
is that there may be other structural damage. Good luck.

The Last Word

Ken Hale: There was nothing out of the ordinary for this piano, -
which I have serviced for years.

I took the weekend to digest all these replies, and talked to
both parties today, the droppers and the owners. At the mo-
ment, I am going to buy a 10X magnifying glass and take my
Maglite to the piano and go over the plate (paying close atten-
tion to the paint), check the screws and bolts and go from
there. My understanding is that Magnaflux is not an option




and that many plates have cracks from the factory.

There is some action work to be done. Nothing that I
could prove or disprove happened in the fall, but stripped ac-
tion bracket screws and a loose wooden part where the action
bracket feet rest. It ain’t over yet.

Thanks again, everyone!

o Repair for Loose
° Jack Flange Joint

I haven’t seen any discussion of one glue joint that has
been a problem for me in old pianos: the joint between the
upright jack flange and wippen. This joint is often broken in
old pianos and nearly only in old pianos. The glue is invariably
hide glue. If hide glue is as good as advertised, why is this joint
such a problem. Am I the only one with the problem, or are
there others out there?

— Bob Anderson
Tucson, AZ

@ Newton Hunt, RPT: This joint, like many oth-
ers, is a problem because of the different rates of expansion
and shrinking of wood grains glued together at 90 degrees to
each other.

The jack flange expands and contracts much more than
the wippen rocker. Hide glue is a less than satisfactory glue be-
cause of its brittleness as it ages. Wurlitzer finally fixed this
problem by putting the bushings in a jack and the bird’s eye
on the rocker as a hump left after the rocker was machined.

Only way to solve this problem is to reglue the joints with a
more flexible glue or to allow CA glue to wick into the joint
without taking it apart first.

One suggestion is to unhook the bridle straps, remove the
wippen screws and let the wippens hang on stickers or remove
. them entirely and test each joint well, reglue those that come
apart and replace the wippens. Doing it wholesale speeds the
job.

Bill Schlipf: I've had this problem a lot as well. Now, anytime I
work on an old upright action, the need is to straighten all
Jjacks under the butt and apply a few drops of CA thin followed
by CA medium to all those joints, loose or not. Then I leave the
room for 1/2 hour if I can’t do this outside! I don’t use the ac-
tivator here. This usually ensures that two or three won’t
cause a problem in the near future, and it doesn’t take much
time or glue. I have not had any callbacks yet on that.

Anderson: Ditto for me on the CA glue treatment for upright
Jjacks. Why don’t you use the accelerator? I've also started using
the odorless CA. The stuff I've found at the Tucson Hobby
Shop is the medium variety, but it is runny enough to flow into
the joints okay.

Schlipf: Bob, through personal experimentation I have found
that the glued jointis stronger if an activator is not used. There
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are usually several other things to do to the piano during the
short wait. On odorless CAs, Dave Blanchard, RPT, in East
Peoria, IL, a longtime friend who got me hooked on CA glue,
informed me that his experiences with odorless had been
quite a bit less than satisfactory. He went back to the odor.
Maybe your drier climate has something to do with this. Per-
sonally, I haven’t tried it because of his lack of recommenda-
tion. 5

Didn’t Think Plan Through

I was amazed that Elton John had to use an out-of-tune
Yamaha grand at Diana’s funeral. For such an event, one
phone call would probably have gotten him a Steinway
concert grand, tuned and prepared to perfection by one of
the best technicians in England. Sometimes even those who
plan such world profile events just don’t think.

— Peter Krauss

Oklahoma City@
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Bridle Strap Function

Abstract

any piano technicians

now believe the pri-

mary function of bridle
strapsin vertical pianos is just to hold the
wippens up to keep the jacks from jam-
ming under the hammer butts when the
action is out of the piano. By contrast,
the historical record indicates that bridle
straps were designed to facilitate repeti-
tion, and new timing measurements dis-
closed in this article confirm that this is
what they do.

Introduction

A recent Journal article about
bridle straps contained a statement
with which I strongly disagree. My first
reaction was to fax a rather hasty
“Letter to the Editor” to Steve Brady
expressing my own opinions. Four days
later, however, I reconsidered and
decided that printing that letter was
not the thing to do. It would just create
more arguments and resolve nothing. I
faxed Steve again, asked him not to
print that letter, and promised to send
him an article of my own that would be
printable, and one that I hoped would
resolve the controversy. This is that
article.

It is important that you not judge
me critical of previous writers that [
quote. That is not my intention. My
intention is to show what has truly been
believed, and therefore taught during

By Jim Ellis, RPT
Knoxville, TN Chapter

the past two or three decades, and how
it compares with the facts. After all, we
tend to teach what we have been
taught, unless it is proven to be wrong.

A popular belief now among many
technicians is that the primary (if not
the sole) function of bridle straps in
vertical pianos is to hold the wippens
up to prevent the jacks from getting
caught under the hammer butts when
the action is removed from the piano.
The older texts on piano technology
credit bridle straps with making
repetition faster. However, the concept
that bridle straps merely hold up the
wippens to keep the jacks from jam-
ming is now printed in modern texts
and taught in PTG classes and at
seminars.

Current Background

In his textbook on piano technol-
ogy, Arthur A. Reblitz writes:

“The bridle straps keep the jacks
from dropping and getting
jammed under the bottom of the
hammer butts when you remove
the action from the piano.”’

In PACE Lesson #17, Bill Spurlock
writes: ;

“The bridle wires and straps pre-
vent the wippens from dropping
too low and allowing the jacks to
fall below the hammer butt felts
when the hammer rail is pushed
forward, the action is removed, or
keys are removed.™
At a PTG convention a decade ago,

a representative of a former well-known
piano maker argued that bridle straps
only serve to hold the wippens and
jacks up when the action is removed.
Holding the wippens up and keeping
the jacks from getting hung is listed as
the “correct” answer to a question
about bridle straps in one of our PTG
written exams. I have heard this same
thing taught by instructors at PTG
seminars and conferences.

A statement that clearly reflects the
effect of the modern teaching regard-
ing bridle straps is made by Edward
McMorrow, when he writes:

“The bridle tape keeps the jack
from dropping below the ham-
mer butt when the action is re-
moved from the piano. This makes
it easier to reinstall the action.
Some technicians say the bridle
tape aids repetition, since it will
help pull a hammer back to rest if
the action center is sluggish.”’

In his recent article on bridle strap
replacement, Rob Kiddell introduced
the subject with the statement: “The
primary function of the 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.”*

Despite popular belief, that is not
“it,” and it is not quite that “simple”
either. Bridle straps do indeed keep
the wippens from dropping and the
jacks from getting caught, but thatis a
secondary fringe benefit. It is not why
they were put there in the first place.

Historical Background

In 1826, Robert Wornum of
London patented an upright action
with bridle straps. The drawing shows
no return spring, so it appears that the
only force that would have returned
the hammer to the rest rail (other than
gravity and a leather *hinge”) would
have been the pulling of the strap.’

“In London Robert Wornum's
main contribution to the early upright
piano was the development of an
action derived from the English grand
action and having a tape check —a
device which ensures the rapid return
of the hammer from the string after
impact, without the use of a return
spring.”¢

In his 1907 writing about bridle

Continued on Next Page

December 1997 / Piano Technicians Journal / 17



Bridle Strap Function

Continued from Previous Page

straps, ]. Cree Fischer stated:

“Its purpose is to assist the ham-
mer to return quickly by hanging
to itwith the weight of the wippen,
extension, jack, etc., when the key
is released. Thus the bridle be-
comes the main factor in the mat-
ter of quick repetition.™”

Fischer also wrote:

“The purpose of the bridle is to
jerk the hammer back quicklyand
the wire must be set, neither so far
back as to check the stroke of the
hammer, nor so far forward that
the bridle is too slack to draw upon
the hammer.”?

In describing the function of the
bridle strap, William Braid White
wrote:

“Its function is to assist the re-
bound pull on the Hammer-Butt
when the descending Wippen, on
the rebound of the Hammer, drops
downward with the descending
rear portion of the Key.”’

Deductive Logic

Deductive reasoning tells us that
there should be an easier and better
way to keep the wippens from falling
down if that were the only function the
bridle straps provided. Then why go to
all that trouble to make, install, and
regulate all 88 bridle straps? That does
not make very good sense, does it?
Have you ever played a vertical piano,
noticed that something was just not
quite right, and then discovered that
some bridle straps were broken? Have
vou noticed that a vertical piano action
would still repeat even though some of
the hammer-return springs were either
broken or out of their slots in the butts,
provided, that is, that the bridle straps
were intact? Have you also noticed that
if both the bridle straps and the
hammer-return springs were broken,
the action would not repeat at all, and
the hammers would just lean against
the strings if they didn’t happen to
rebound on a staccato note?

These are clues that should be
sending us strong messages about what
the bridle straps really do. These
questions now arise: Did the original
designers not know what they were
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doingr Did the writers of the earlier
texts not know what they were writing
about? Has the function of bridle
straps changed over the years? Are
bridle straps just a carry-over from the
past whose time has come? Oris it
possible that we have lost sight of the
primary function of bridle straps
because it is not obvious to us, while a
secondary function is?

Modes of Repetition

Before answering the foregoing
questions, we need to consider the
three basic modes of repetition in
vertical pianos. These are: /) When the
key is released slowly, the hammer
returns more quickly than the wippen,
and the shank must come to rest
against the rail before the jack can
return under the butt leather. 2) When
the key is released quickly after the
hammer has been held in check, the
wippen returns more quickly than the
hammer, and the jack returns under
the butt leather before the hammer
has come to rest against the rail. 3)
During accented staccato notes,
rebound off the strings drives the
hammer backward with a force that is
roughly proportional to the striking
force, and the key, wippen, and jack
must also rebound back into position,
otherwise the repetition will fail.

In the first mode (slow key re-
lease), the bridle strap does not
contribute anything to repetition
unless the center is very sluggish or the
hammer-return spring is disabled.

In the second mode (rapid key
release after hammer in check), the
return spring and the bridle strap
share in getting the hammer back
quickly. The beauty of the bridle strap
in this mode is that it does not pull
back on the hammer butt until after the

Jjack has returned into position under

the butt leather.

In the third repetition mode
(accented staccato notes), the hammer
never gets fully checked, and its -
rebound off the strings provides most
of the return force. The contributions
of the bridle and the spring to repeti-
tion in this mode are negligible. If the
repetition should be tested in mode 3,
it will lead to the erroneous conclusion
that the bridle strap does not acceler-
ate hammer return.

It has been pointed out that some
vertical pianos have been built that did
not have bridle straps. I recall that a
top-of-the-line Conover upright built
during the early part of the century
had no bridle straps, but it did have
little hooks on the backs of the jacks
that worked in slots in the butts to help
jerk the hammers back when the keys
were released. These also held the
wippens up when the action was
removed from the piano.

In the second repetition mode
(repeat after hammer in check), bridle
straps, or their equivalents, do indeed
augment the repetition. They make the
system “redundant.” Each part contrib-
utes to the total function to make it
fuller and faster, and if one part fails,
the other will take over “in an emer-
gency.”

Experimental Data

I used three vertical pianos that
were typical of those that were built
during this past century. These were: 1)
A large upright built during the early
part of the century, 2) a mid-century
studio vertical, and 3) an almost new
studio vertical that had been played
very little. Middle C was the note used
for each experiment on each piano.
The hammer blow distance was 1-7/8
inch for the large upright, and 1-3/4
inch for both studio verticals. The
hammer-return springs of the upright
and the older studio vertical were the
type that attached to a spring rail.
Those of the newer studio vertical were
attached to the hammer butts and
hooked into cord loops attached to the
flanges. The checking distance was
regulated to 5/8 inch for each piano,
and the bridle wires were set so that
the straps had just enough slack to
avoid lifting the wippens when the soft
pedal was depressed. The action
centers in the newer studio vertical
were normal, 1.e., neither loose nor
sluggish. Those in the upright and the
older studio vertical were very free, but
not loose. There was no wobble or
detectable side-play.

Perhaps the majority of notes
played on pianos are those in which
the jacks (in verticals) return under the
butt leathers before the hammers fully
come to rest against the rail (repetition
mode 2). My experimental procedure



was to measure the time required for
the hammer to return from its checked
position to the full-blow rest position
following release of the key. To avoid
the timing ambiguity that would have
been caused by varying degrees of key
release, the key was released suddenly.

To provide a timing mark at the
very first upward motion of the key, I
taped a small wooden tab to the front
of the keytop so that it would extend
out over the end by a little more than
an inch. I mounted an electromagnetic
sensor in front of the key, directly
under the end of the tab. I had taped a
small piece of 5-mil-thick Co-Netic’’ to
the bottom of the tab right at the end
to provide something for the sensor to
detect. The total weight of the tab and
the Co-Netic was about 600 milligrams,
which was negligible in as far as added
weight to the key was concerned. To
provide another timing mark when the
hammer returned to the rest-rail
position, I taped a similar piece of Co-
Netic (weight 35 milligrams) to the
butt of the hammer molding, and
mounted another sensor directly
behind it (in front of the rail).

The output of each sensor was
connected to one of the inputs of a
fourchannel audio recorder used here
as a transient data recorder. A third
channel was used for voice memos.
After I had completed all my experi-
ments with the pianos, I connected the
outputs of the recorder data channels
to the vertical inputs of a dual-trace
oscilloscope to make the photographs
shown here. The scope trace was
triggered by the beginning of the pulse
that marked the very first upward
motion of the front of the key follow-
ing its release. The sensors I used
respond to velocity in their immediate
proximity (a few hundredths of an
inch), but not to total motion. When

Figure 1 — 20 m sec/div.

coupled to the audio tape recorder
that had a lowfrequency response
cutoff, the net result was to produce a
differentiated pulse when the front of
the key first began to rise, and another
when the hammer shank hit the rest
rail, but without touching the key or
the hammer.

Figure 1 is a scope trace showing
the return time for middle C of the
nearly-new studio vertical. The bridle
was attached. The sweep rate of the
scope was 20 milliseconds per division.
In the lower trace, the negative-going
pulse near the left margin is the very
first upward motion of the key. In the

upper trace, the negative spike at about

the 115-millisecond mark is the

hammer shank hitting the rest rail.
Figure 2 shows the hammer return
time for the same note of the same

- piano with the bridle unhooked from

the wire. Again, the sweep rate was 20
milliseconds per division. That time,
the hammer returned to full blow
position in 178 milliseconds, or more
than 1.5 times as long as it took when
the bridle was attached to the wire.

Figure 3 — 50 m sec/div.

Figure 3 shows the hammer return
time for middle C of the older studio
vertical when the bridle was unhooked
from the wire and the return spring
was out of its slot in the hammer butt.
Notice the slower sweep rate in this

shot (50 milliseconds per division).
The hammer return time was about
340 milliseconds. The wiggles in the
upper trace following the negative
pulse were caused by the hammer
shank bouncing against the rest rail.
When the hammer was moved closer to
the strings than its checked position
(with no spring and no bridle) it would
not return at all. The same thing was
true for the large upright. The ham-
mer would just lean against the strings.

Figure 4 — 20 m sec/div.

Figure 4 shows the return time for
the same hammer when the bridle was
still unhooked, but the spring was back
in its slot in the butt. The sweep rate
was 20 milliseconds per division, and
the return time was about 142 millisec-
onds (allowing for a slightly early scope
trigger due to a noise pulse when the

Figure 5 — 20 m sec/div.

key was released). The negative pulse
at the 196-millisecond mark is the
second bounce of the hammer shank
off the rail. Figure 5 shows the return
time for the same hammer, but with
the spring out of its slot, and the bridle
hooked back on the wire. The hammer
return time was about 115 milliseconds
(as opposed to 142 milliseconds),
showing that the hammer returned
more quickly with the bridle only than
Continued on Next Page
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it did with the spring only. The ham-
mer bounce off the rail did not occur
as quickly this time, therefore it was

inch position. With the bridle hooked
to the wire, it required only 68 millisec-
onds — just half as long.

I want to stress this point: For the
bridle strap to function as I believe it
was originally intended, its wire must

Hammer ReTURN TiME IN MILLISECONDS
CONDITION OLp Ouwp New
UPRIGHT Stupio Stupio
BRIDLE AND SPRING 110 87 115
SpriNG, No BRIDLE 145 142 178
BribLe, No SpPring 134 115 130
No SpriNG, No BRIDLE 300 340 No RETURN

after the trace had finished.

And finally, Figure 6 shows a
return time of about 87 milliseconds
when both the spring and the bridle
were in place. Again, allowance is made
for a slightly early scope trigger. Three
bounces of the hammer shank against
the rail are shown in this shot. For the
older studio vertical with the return
spring in place, it required 1.6 times as
long for the hammer to return to full-
blow position without the bridle as it
did with the bridle. Many other test
shots were recorded for all three
pianos, but these that are shown are

typical.

Figure 6 — 20 m sec/div.

For one of the experiments with
the newer studio vertical, I blocked the
hammer return at one inch from the
strings, which was actually closer to the
string than it would have been with the
soft pedal engaged. The object in
doing this was to see how quickly a
repeat could occur before the hammer
had come back to rest, but still far
enough for the jack to get back under
the butt leather if the key were released
quickly. This test was done with the
return spring in place. With the bridle
unhooked, it required 136 milliseconds
for the hammer to get back to the one-
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be set so that the bridle has just
enough slack to prevent it from lifting
the wippens when the soft pedal is used
and the rest rail is moved forward. If
the slack is excessive, then it is true that
the bridle will not do anything other
than to hold the wippens up when the
action is out of the piano. Its regula-
tion is rather critical if it is going to be
of any benefit to the repetition, and
that is just what J. Cree Fischer wrote
back in 1907.%

The table above shows the time (in
milliseconds) for the hammer to
return from the checked position to
the full rest position. In each case, the
hammer returned more quickly under
the influence of the bridle alone than
it did for the spring alone. The best
results, naturally, were obtained when
both the spring and the bridle were in
place.

For accented staccato notes played
on any of the three test pianos, the
total time required for the hammer to
leave the rest rail, strike the strings,
and return to the rail again ranged
from 30 to 60 milliseconds, depending
upon the intensity of the blow to the
key. Whether or not the bridle and the
spring were in place made no measur-
able difference, except for the fact that

‘with both the bridle and the spring out

of the picture, the hammer would
sometimes come to rest leaning against
the strings after bouncing off the rest
rail. What the bridle did do in this
mode was to reduce the amount of
hammer rebound off the rest rail.
Perhaps this feature might account for
the fact that, once upon a time, the
bridle strap was referred to as the
“bridle check.” That is just speculation.

Conclusion

For bridle straps to function as
intended, they must be regulated to
have just enough slack to prevent them
from lifting the wippens when the soft
pedal is engaged. Excessive slack
renders them useless as far as repeti-
tion is concerned. The popular belief
that the primary function of bridle
straps is just to hold the wippens up
when the action is removed from the
piano is wrong. Their primary function
is to enhance repetition. To some
degree, they also limit hammer
rebound off the rest rail following
accented staccato notes. Holding the
wippens up when the action is out of
the piano is just a fringe benefit of
their presence. The current philosophy
about the usefulness of bridle straps
appears to focus upon the obvious and
mundane, while disregarding the truly
important function necessary for
optimum performance, which is not
quite so obvious at first glance.

REFERENCES

1. Reblitz, Arthur, A., Piano Servicing, Tun-
ing, and Rebuilding, Vestal press, Ltd.
(1993) P. 39.

2. Spurlock, Bill A., PACE Lesson #17",
Piano Technicians Journal, January 1995,
P. 20.

3. McMorrow, Edward J., The Educated Pi-
ano, Light Hammer Press, Edward J.
McMorrow (1989) P. 124.

4. Kiddell, Robert B., “Bridle Strap Replace-
ment,” Piano Technicians Journal, August
1997, P. 34.

5. Dolge, Alfred, Pianos and Their Makers,
Covina Publishing Company (1911) re-
publication by Dover (1972) PP. 92-93.

6. Gill, Dominic, The Book of The Piano,
Cornell University Press (1981)
Phaidon Press, Ltd. (1981) P. 28.

7. Fischer, J. Cree, Piano Tuning, Theo
Presser (1907) republication by Dover
(1975) P. 28.

8. Ibid, P. 50.

9. White, William Braid, Piano Tuning and
Allied Arts, Fifth edition, Tuners Supply
Co. (1946) P. 249.

10. *Co-Netic” is a trademark of Perfection
Mica Company. Itis a very-high-perme-
ability, low-hysteresis, low-saturation
magnetic alloy.



By Susan Kline, RPT, Eugene, OR Chapter

lean Keys
& Other Attitude-Changers

hat makes a piano look like junk? Almost any piano?

As you will gather from the title of this article, dirty

keys are one of my pet peeves. I feel that part of my
job as a tuner is attitude adjustment, when that seems to be
called for. These people, my valued customers (all sorts and
conditions of people, that’s for sure), have hired me to
enhance their enjoyment of their instrument. If a bit of
cleaning, and advice on cleaning, can accomplish that, who
am I to hold back?

Attitudes do not follow logical rules: they usually are
instant, and subliminal, and are often visual in origin. The
first glance at a piano keyboard, for instance, pro-
ducesanindelible impression, complete with
subconscious emotional reactions. Chil- N
drenin particular form strong and long-
lasting impressions from what theysee,
and act on them later, sometimes for
the rest of their lives.

What we need to fight, in my
humble opinion, is the tendency of
owners to look at a dirty, neglected
piano and say, “Oh, that old thing ...”
Sometimes “that old thing” has more
real quality built into it than anything
else in the house. Even when itis true
(world-class) rubbish, they will get
more good from it if they treat it
with a little respect, however
unearned. 5

I make no claims for in- ;
fallibility in what follows.
These procedures are merely
what I've gradually come to use
and advise, and they seem to do
more good than harm.
(There is one very exotic ex-
ception, dealt with later in
the article.)

2

Y s

9. steel wool.

1. citrus solvent; 2. scratch remover — for light wood; 3. scratch
remover — for dark wood; 4. furniture polish; 5. wash cloth or soft
cotton rag; 6. tooth paste; 7. magic marker; 8. plain white candie;

First Things First

Concentrate on what a player sees while seated at the
piano. Keys make the strongest impression.

Wetarag with plain water, wring it out well. Rub down the
keys with it, not forgetting the black ones, or the sides of the
black ones, where a kind of mud formsin drifts. (Bestto do the
naturals first, then the sharps.) If anything that refuses to
come off, anything smeary or waxy, put a small dab of tooth-
paste (yes, gel works, too) on the rag and rub like mad. Then

wipe clean with a fresh part of the rag. If there still seems to
be a waxy, dingy buildup, or the keys still get
dirty quickly, you needed more tooth-
paste. If there is a gritty residue after
the keys dry, you either used too much,
or needed to wipe them clean a little
more carefully. Once the keys have
been cleaned thisway, a plain damp rag
is usually all that is required to keep
them good. Keys of pianos in active use
by sticky-fingered children should be
wiped down every couple of weeks like
this, partly for hygienic reasons (yes, in
my opinion it does matter: I plan to
write about it in another article.)

The advice above has served
me fairly well. I often do “show

and tell” for a few sample
keys. (Kind of a dirty trick,
like cleaning a prominent
patch on a dirty wall!) If the
owner seems incapacitated,
out of his/her mind, busy, eld-
erly (poor vision) or absent, I
usually just tuck in and do the job
myself. It only takes a few
minutes. Schools and
churches often need this,
Continued on Next Page
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and itis also asign thatI have been there. No doubt, most of the
timeitisignored byinstitutions, but (who knows?) someone may
notice and get the idea that a clean keyboard is a good idea.

There is often another problem with keys: note names have
beenapplied, either with stickers or marker. If itwere an alcohol-
type indelible marker, it would never come off. The stickers can
usually be removed, using a single-edged razor blade in a holder
if necessary, with care not to scratch the keytop. If the stickers
have been on for many years, there may be a raised patch under
them, where the keywas protected fromwear. For smallamounts
of ossified masking-tape type adhesive, the toothpaste and a lot
of elbow grease will usually suffice. For worse problems, one can
reach for the citrus solvent. There are many brands: one local
one here in the Northwest is called “Citrasolv’™,” and it can work
magic with ever so many gummy, cruddy things. I find thativory
is not harmed by citrus solvent (which smells delightfully like
orange peel), but a few kinds of plastic are. 1 have used it
successfully on plastic keys, buta very gingerly attempt on an out
of the way spot (such as the very end of a keytail in the extreme
bass) may be called for. Certain plastics are dissolved by the stuff.
Wipe oft as much of it as possible after you are finished. A barely
damp rag removes most of it fairly well.

Clean Keys ... The Exception

For a pianist in a concertsetting, sweating under hot lights,
lack of traction on frequently washed slick keys can be a misery.
As Horace Greeley wrote to the “pianotech” e-mail list:

“Other than the normal complaints about tuning, voicing
and regulation, too smooth a key surface is the single most
common complaint I have heard from pianists in over 30 years
of work. This list would include players all the way from older
artists like Rubenstein (who used hair spray), Istomin (who still
sands keys), and Rudolf Serkin (who mostly grumbled) through
more contemporary artists like Hough (who constantly wipes
the smallest bit of slick spot), to the ordinary bread-and-butter
client.”

Steve Brady explained to me that slick keys, both white and
black, can be helped by writing on them with a plain white
candle, and thatartsts love the result. He said, “Bella Davidovich
always travels with a small candle or fragment of a candle in her

purse — as Emanuel Ax told me, ‘Never, ever clean the keys of

a concert grand unless the pianist asks you to.””

And Then the Rest of the Exterior

Many owners, when discussing the case of an old piano, start
talking about refinishing it. Sometimes they already have refin-
ishedit,and are very proud of their efforts. [ almost always dislike
what they have done, but a tactful acknowledgment of the
amount of work they have putin is certainly in order.

If the deed has not yet been done, I try to head them off at
the pass. I explain that old pianos should flook old. Antique
dealers call this “patina,” and value it. Pianos have earned the
dings and dents and scratches, and the crazed varnish. If the
varnish is stripped and replaced (or, often, stripped and not
replaced) the result always shouts at me: “Look! I've been
refinished!”

What one should demand of an old piano finish is simple:
it should look clean and cared for. If possible, it should have
color and feel fairly smooth to the touch. For finishes not too far
gone, this can be accomplished by a simple polishing with any
good furniture cream or wax. I tend to steer owners away from
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paste wax (streaks), lemon oil (distillate is not good to breathe,
it stays wet, when it finally dries it is cloudy) and anything
containing silicone (sinks right through the finish, mottles the
wood, cannot be removed). Old English® scratch remover is
good, being sure not to use the dark variety on light finishes, and
also being aware that it can stain the fronts of keys. I tell people
how to remove the keyslip (or take itoff myself) so they can clean
it without damaging the keys. It goes without saying that one
must be very careful not to drop scratch remover (or anything
else wet) on the carpet, furniture, etc.

Forfinishes thatare heavily crazed and deeplysoiled (muddy
buildup where hands have rested, general crud) T have a trick
which works fairly well if approached cautiously. Take 0000
(extra fine) steel wool, wet it with the furniture polish, rub the
polish on the finish, let it rest a few minutes, then very gently
work on the worst of the mess, being aware that too much vigor
will remove all the varnish. Then wipe clean with arag. Any deep
alligatoring (crazing, checking) will remain, but will be much
smoother to the touch, and often some color will come back to
the finish. A lot of grime will disappear, along with scratches.
White rings from wet vases and glasses will disappear, though
there may be no finish left where they were. Small paint flecks
(most old uprights seem to have acquired light paint flecks at
some time or other) will gradually come off. Fortunately, the
paintis on top of (1) vanish, (2) wax {often many layers), and (3)
dirt. Therefore it comes off first, usually leaving the varnish
undamaged. White paint bruises acquired when pianos were
banged into doorways and walls during moving will also usually
disappear, though dents may remain.

Avoid steel wool if ...

There are three finishes for which steel wool is contraindi-
cated: (1) Those which are still very shiny (it will dull them to a
more matte finish). (2) those which are so cheap that the dirthas
become incorporated into the body of the finish, turning to a
kind of varnish-mud. These cheap finishes usually are on quite
recent pianos. The old uprights usually had much bettervarnish,
often French polish. The cheap-varnish-and-mud-type buildup,
the kind you can peel off in strips with your fingernail, will
dissolve very nicely with the steel wool wet with polish, but it will
leave white wood behind. If the owner is aware of this, and not
daunted by the prospect of staining and revarnishing the dirty
areas, this is not so very bad an option. Otherwise, better to let
sleeping crud lie. (3) I would also never use steel wool on black
pianos, either ebonized (lacquer) or polyester. Both types have
their own procedures and products, most of which I am not
familiar with. On newer pianos, the manufacturer often will give
instructions for care and maintenance. However, I have found
that small nicks and scratches on black pianos can be made
much less noticeable with a dab of black magic marker. Wipe the
area with a rag afterwards, so no one will get their hands black
from it.

Coda:

For those new to cyberspace who want to learn about the
“pianotech” list (which can be an incredible resource), you can
visit the following web site:

http:/ /www.ptg.org/faq/lists.html

[t contains subscription instructions and frequently asked
questions about the four lists presently available. (pianotech —
general technical information; caut — intended for university
and institutional technicians; ptg-l, dealing with Piano Techni-
cians Guild matters, for PTG members only; and a humor list,
moderated by Warren Fisher.)




An Essay on the History of Tuning - Part VI

By Skip Becker, RIPT
Northeast [Florida Chapter

Modern Times

In the last half of the 18th century, astronomers looked up
at the sky through telescopes which were the technological
marvels of the age.! History tells us that they had removed the
lenses tinted by faith, and gazed with all the cold hard logic that
they could muster. They found no music, no harmonious
creation, or evidence of the hand of God. But they did find
Uranus,” and Kepler's predictable order; and that the planets
were indeed shackled to the Sun by Newton’s gravity, com-
pelled to their clockwork orbits in profound silence. The Age
of Reason had begun.

Outside Paris, on Sept. 19, 1783, an astounded crowd
looked up at the sky and saw a rooster, a duck, and a sheep sail
by gracefully, in a gondola carried by a flying balloon. All
returned safely to Earth, after a journey of more than a mile.
Two brothers, Joseph and Sheehan Montgolfier (who made
paper for a living), had been experimenting with hot-air
balloons. On November 21, Doctor Benjamin Franklin (first
U.S. Ambassador to France) was among the cheering crowd
who watched the first manned balloon flight. Jean-Francois
{the Pilatre de Rozier) and Francois Laurent (the Marquis
d’Arlandes) kept their Montgolfier balloon aloft for 23 min-
utes by burning wool and straw, covering a distance of five and
one-half miles across the French countryside. In December of
thatsame year, physicist].A.C. Charles, accompanied by Nicolas-
Louis Robert, went aloft for two hours in a balloon filled with
the invisible gas hydrogen! Who could doubt that modern
times were at hand?

Natural philosophy, the science of the day, ushered in our
modernworld. There were the industrial, economic and politi-
cal revolutions (regrettably beyond the scope of even this
rambling essay); and there was that magnificent flowering of
the arts. This is when they wrote the great classical music which
is still the standard fare of every piano student, and every
symphony orchestra, anywhere in the world. There was also a
great flowering in the art of tuning. Tuning had long been
recognized as a specialized art: musical science blended with
experience and taste. “In essence, if not in every detail, all the
varieties of temperament had been developed and described
by the mid-to-late 17th century” (Paul Bailey, RPT). By the late
18th century, musicians were satisfied that they had found
perfection. Well-Temperament was in nearly universal prac-
tice.” The enduring expression found in classical music was
based in the composers’ consummate knowledge of the affects
in temperament.” Theorists who wrote about the philosophy of
music, regardless of personal preference, clearly believed that
this style of tuning would never die out.” While it was often
written that no two tuners tuned alike, they all conformed to
the traditional style. The infinite varieties of individual tem-
peraments were remarkably uniform in their development of
key characteristics: musicians could determine a key signature
by listening to the sizes of the intervals (Try that with ET?).

As a rule, musicians still tuned their own instruments
(especially the ones who wrote that great music); but that rule
was commonly broken. Tuning was still within the grasp of the
dedicated amateur (who used popular instructions like
Handel’s), but most often the task fell to professionals. (Tun-

ers were selected for their good taste!) A major thrust of this
essay has been to point out that when our music histories
interpret the sophisticated tuning of these times as the “evolu-
tion towards Equal Temperament,” they rob us of the very
flower of our art.

The Established Tempen*mnent

Jean-Jacques Rousseau was a Swiss author, composer and
musical theorist who lived most of his life in France. He
published his important musical work, the Dictionnaire de Mu-
sic, in 1768. William Waring translated it into English in 1771,
followed by an improved edition in 1779. The Dictionnaire
contained tuning instructions which were typical of the times.
It was very influential (it is still being reprinted). Waring’s
translation of the instructions follows. The parenthetical notes
have been added as guideposts:

First, we begin by ut (C) in the middle of the keys, and
weaken the four first 5ths in ascending (G, D, A, E), until
that the fourth m: (E) formsa major 3rd, absolutely just with
the first sound ut (C-E), which we call the first proof.

Secondly, In continuing to tune by 5ths, as soon as we are
arrived on the diesis (F#), we enforce the bths a little,
though the 3rds may suffer, and when we arrive at the sol
diesis (G#), we stop. This sol diesis ought to make, with the
mi, ajust major 3rd (G#-C), or atleast tolerably so; so this is
the second proof.

Thirdly, we take the ut again, and tune the 5thsin flat, viz.
fa (F), si flat (Bb), and c. weak of consequence; then
enforcing them by degrees, thatis weakening the sounds till
we come to the re B flat (Db), which, taken as the uf diesis
(C#),oughttobe foundin concord, and form a 5th with the
sol diesis (C#-G#), at which we had before stopped. This is
the third proof. The last 5ths will be found rather strong.

These instructions were meant to accompany the Holder
plan of 1694, transposed an octave higher, with B4 included.
To be able to properly interpret these instructions today, we
need to remember that ut, re, mi, etc., are the age-old names for
the notes in the diatonic key of C. “Uf” is the French “do.” We
would also need to know that “weaken” meant to narrow an
interval, and “enforcing” meant to widen it. Waring has inad-
vertently created some other problems for us with his transla-
tion (Owen Jorgensen wonders if Waring had any musical
training atall). In France, “diesis” meant “sharp” (observe that
Waring translated F# as F diesis). Rousseau explains that the St.
Andrew’s cross “X”, was used in musical scores to indicate a
simple diesis (that a note would be raised about one-half
semitone), without changing the name of the note (Cand CX
were both called “C”). The double, or chromatic diesis, which
indicated that a note was to be raised a full semitone, was
symbolized by the familiar double cross “#” (which did change
the name of the note). There was also a triple diesis symbol,
“triple cross”, which raised the note by 3/4 of a tone. Obviously,
such exotic 1/4 tones are not available on the 12 fixed notes of
a keyboard, but they were part of 18th-century musical science
(and a measure, perhaps, of what we’ve lost). Also, in the
charming French terminology, all the “flat” chromatic levers
were named Bb! (See Jorgensen’s Tuning: Chapter 39) This
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nomenclature goes back to the earliest history of the keyboard,
when a chromatic short lever was first placed between A and B
in order to play a true 5th below F. This first “flat” was
designated as “soft B,” or B flat. The name stuck. As the other
short levers were installed, they were all called B flat (differen-
tiated as Mi Bb, Sol Bb, etc.). As silly and confusing as this may
seem to us, we can observe that our modern symbol for “flat”
is b.

Waring also translated Rousseau’s French term “fine 3rds”
as “absolutely just.” For the vast majority of tuners, “fine 3rds”
weren’t necessarily absolutely just. “Sweetness” is what the
tuners were after. To be sure, pure 3rds are very sweet; but
many tuners, certainly most professionals, included some beat-
ing. For 18th-century tastes, the requisite sweetness of the
middle C:E 3rd disappeared beyond four bps (ET is 10 bps).
Thomas Young, in 1799, quantified this limit as 1/4 syntonic
comma (5.2 cents): “It appears to me, that every purpose may
be answered, by making C:E too sharp bya quarter of a comma,
which will not offend the nicest ear.”® Because of Waring’s
translation, it’s quite possible that amateur tuning in England
was much more “meantone-like” than that on the continent.
Waring also had some interesting final remarks, which may
have raised an eyebrow or two: “Lastly, the comma maximum,
or comma of Pythagoras, in the reference of 524288 and
531441, is the difference which government causes to be null.”
Waring translated Rousseau’s “temperament” as “government.”
It seems unlikely (to this writer) that even George III, great
patron of the arts, could have banished the comma of Pythago-
ras by decree!

In any event, 18th-century musicians had no trouble un-
derstanding the instructions for this temperament (even the
Warring translation). The three proofs would have only been
the bare bones for professional tuning procedures. Itis impor-
tant to note that Rousseau was not the author. It was the
established temperament (letemperament establi) as approved by
musicians, organists and instrument-makers, according to cus-
tom

Holder Beaurfmg Plan Becomes Standard

The basic requirements for a good tuning in classical times
were a tonality center based in the key of C, and the attendant
affects of contrasting key colors. Contrast was a matter of taste,
but the middle C-E major 3rd was the focal point for all tuners.
The size of that 3rd determined the characteristics of the
temperament. If it were set pure 5:4 (beatless), the tempera-
ment had great contrasts, typified by the Well Temperaments
of Werckmeister. Professionals tended toward the upper limits
of sweetness (4 bps), which
enabled “smoother transi-
tions.”

While there were a multi-
tude of individual tunings in
practice, there was nearly a
single bearing plan. The 24-
note (C3-C5) bearing plan
first published by William
Holder in 1694 (see Tuning:
Chapter 13) was standard for
professionals. It was the type
most often included with in-
structions for amateurs, usu-
ally found on the last page of
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collections of sheet music. It was sometimes transposed up an
octave, sometimesabbreviated by eliminating the highestnotes.
Holder was a mathematician and fellow in the Royal Society,
and the first theorist to write that 5ths were contracted by “as
much as” 1/4 comma, or as much as “the ear will bear.” He was
aware of the confusion caused by the poorly edited tuning
instructions by Mersenne. He carefully proofread his manu-
script and produced a much better set of instructions for
Aron’s 1/4-comma Meantone. This meantone bearing plan
has proven itself to be efficient, flexible and enduring.

Individual interpretation of the bearing plan was, as al-
ways, based on taste and experience. Most tuners used the
Holder bearing plan to implement the “new tuning,” defined
by “unrestrictive” circulating 5ths (which had surpassed strict
meantone in common usage since the 1720s). Results typically
ranged from a modified meantone (like the French “tempera-
ment ordinaire”), to the “scientific balance” between the inter-
vals in sharp keys with flats, found in the temperament of
Thomas Young (see Tuning: Chapter 69). Tuners generally
allotted the available harmony to the “long keys” (popular
term for white notes), and the inherent imperfections (diesis)
were inflicted upon the “short keys.” As demanded by tradi-
tion, the popular keys still received preference. “This practice
cannot conveniently be laid aside” (Cavallo, 1788) . The ratio of
the major 3rd C-E was the most pure (5:4). This “native
perfection” was usually extended to the related keys of Fand G,
and as much as possible, to the remaining long keys. The short
notes were tempered sufficiently to allow for atleast four of the
five enharmonic pairs (i.e., C#Db, etc.) The Valotti tempera-
ment is a refinement of this most common style, distributing
harmony, or “sweetness,” equally to the long keys, and dividing
the diesis (in this case the Pythagorean comma) equallyamong
the short ones.

All these tunings fell within the definition of the “estab-
lished temperament.” The technical term for it used by classi-
cal tuners was “good tuning” (and they were good tuners).
Although meantone was modified to circulate, the more spe-
cific term “Well Temperament” (used nearly exclusively in
Germany and Austria), was applicable if all the major 3rds fell
within the Pythagorean limit. This eliminated diminished 4ths
from the temperament, intervals (characteristic of meantone)
considered “harsh” by late 18th-century tastes. It was the
obligation of professionals to tune in this style. However, some
musicians still used the Holder bearing plan as Holder in-
tended: to produce meantone. It is important to note that
we're not talking about musical “duffers” (tuners insufficiently
equipped with musical science to be able to circle the 5ths).
We're talking about great musicians and composers,” who
preferred the emotive sounds found in meantone, even if
professional tuners cried “wolf.” Meantone Temperaments are
constructed of the “natural disposition” of notes in the scale.
This, in turn, was the basis of the four major modes of feeling,
or affections, found in traditional character of the keys. Theo-
rists continued to advocate one or another version of mean-
tone well into the 19th century, and it was still the most
common style of tuning for organs. Regular or not, circulating
or not, all tunings (both “old” and “new” styles) supported the
character of the keys. This “doctrine of affections” was no mere
peculiar requisite of keyboard tuning. It was the very heart of
musical science.

A Word on Theorists

Scholars give us the impression that a great variety of
temperaments existed in practice in the 18th century. They



have wrought confusion by inadequately distinguishing be-
tween temperamentswhich were in actual use, and those which
were merely theoretical speculations. For example, earlier in
the century, Neidhardt published over two dozen tempera-
ments; butrecommended only fouras being of practical value.®
Whether any were of practical value was a matter of some
debate. In 1736, the eminent theorist did manage to convince
J.N.Bach, the organistat]Jena, to try hisspecial “church tuning”
at the dedication of a new organ. Bach, the choir, and the
congregation did not share Neidhardt’s enthusiasm. Bach was
implored to retune the instrument immediately, in his usual
tuning, fondly recalled as “more singable.”

Many late 18th-century theorists concerned themselves
only with mathematically eloquent statements, so we still read
about contracting 5ths by | /4 comma and the virtues of Aron’s
meantone. In fact, several new versions of meantone were
introduced, including the modified plan of Jean-Le Rond
D’Alembert, the 1 /7 commaof Romieu (notRameau),and the
1/5 syntonic comma of William Hawkes. The writings of
Robert Smith also continued to be very persuasive. Although
he is best remembered for his work in optics, his instructions
for organ tuning were by far the most practical of the century.
His Harmonics, Or The Philosophy Of Musical Sounds, of 1749, was
generally considered the most important contribution to mu-
sical science since the Galileis. He was a towering fellow of the
Royal Society, and inspired the next generation of scientists in
England (died in 1768). For harpsichord tuning, Smith advo-
cated Huygen's meantone (based on 31 tones to the octave).
Nor was he alone in the Huygens’ revival. In 1786, Ephraim
Chambers’ Cyclopedia: or, an Universal Dictionary of Arts and
Sciences, was republished, and included the remarkable state-
ment: “This temperature of Mr. Huygens deserves to bz intro-
duced into the practice of music.” We must assume that this
alternate spelling of “temperament” was less surprising in the
18th century than we find it. Due to lack of editing, the
Cyclopediawas out of touch with mainstream tuning (symptom-
atic of many theorists), as it referred to Aron’s 1/4comma
meantone as the “common tuning.” When the Cyclopedia was
reprinted in 1819, it contained this same reference, which was
by then nearly a century out of date.

The logical concept of a scale composed of equal sized
steps was, of course, ancient, and always popular — at least
among theorists. A few even advocated such a system for
kevboards, but as often called for 17, 31, or 51 divisions to the
octave. Tuners who followed their instructions would have
needed a very accurate monochord, and logarithmic charts to
divide the octave into 17, 31 or 51 parts. Clearly, this was a
foreign language to practical tuners. Furthermore, most theo-
rists saw no problem in constructing a harpsichord with, say, 31
keys to the octave to accommodate them. For a 12-note system,
theorists chose their favorite 12 tones (31 choices does offer
excellent major 3rds), but the desired result was an “old-style”
meantone tuning, similar to Huygens’. For most of the 18th
century, “equal-sized semi-tones” implied meantone.

Collectively, theorists” attempts to revive the older tuning
styles were a failure. Their work was simply out of fashion.
Jorgensen suggests that they might have been more successtul
if they had included tuning instructions with beat speeds,
instead of monochord distances. Professional tuners have
always had an aversion to theorists, their monochords, and the
oft-proved idiocy of experimental temperaments. Also, the
best tuners were a century orso ahead of most theorists in terms
of temperament mechanics.

Equmﬂ Ten'upen“&memt in Classical Times

Tuning a keyboard in the manner of lutes was an idea
whose time had not come. It flew in the face of taste and
tradition. Twelve-tone Equal Temperament lived only in the
land of theorists; a mere handful recommended it for concert
situations. No one considered it a proper tuning for a solo
keyboard. Until D’Alembert’s presentation of Rameau’s theo-
ries appeared in various encyclopedias during the [780s, it’s
doubtful that more than a double handful of musicians even
knew about it. There was no demand for it, and, in general,
tuners were against this sort of disestablishmentarianism.

By classical times, the pedigree of the ancient tuning of
Aristoxenus included Monsieur Beau-grand, Zarlino, Galilei,
Salinas, Couperin, Rameau, and D’Alembert. It might have
remained in obscurity if the highly esteemed Rameau had not
become enchanted with its mathematics. Rameau came to
believe that notes should be tempered in increasing amounts
as they descend the harmonic sequence: The octave (2:1) was
inviolate; the 5th (3:2) could take a little tempering; the major
3rd (5:4) alittle more; the minor 3rd (6:5) could take the most.
Thisis, of course, the arrangementof notesin ET. Mathematics
aside, it was not a popular idea. It ran contrary to the contem-
porary philosophy that 5ths could endure much more temper-
ing than the 3rds. Italso eliminated the affections, the very font
of expression for the overwhelming majority of musicians.
Rameau’s response to this was that the “character of an air”
comes ultimately from the genius of the composer, and was not
dependent upon the “character of the keys,” which only create
distraction. After all, who had not been “moved” by the music
of a lute — considered the most erotic of instruments?

In Paris, 1752, D’Alembert published his Elemens de Music.
His personal preference for tuning was a moditied meantone;
his valuable tuning instructions were designed to eliminate the
harmonic waste from oversized 5ths. In his section on tempera-
ments, he included a treatment of the theories of Rameau, and
contributed some elegant (and deservedly famous) mathemat-
ics of his own. Responding to the objections of ET from
musicians, he admits: “It is true, that the 3rds will be a little
harsh ... Itwould be difficultin practice to tune ... Itistrue, that
this uniformity of modulation will to the greatest number of
musicians appear a defect.” He concludes: “All that remains is
to acknowledge, with M. Rameau, that this temperament (ET)
is far remote from that which is now in practice.” In 1781, the
Elemens de Musicwas included in its entirety, in the third edition
of the Encyclopedia Britannica.” Other encyclopedias commonly
copied this music section word for word, which remained
intact in the Britannica until the 1820s.

?Nm l[) T Cﬁl‘lﬂ FL\’\[&TPU rg

F.W. Marpurg (1718-
1795) was largely responsible
for the dissemination of
Rameau’s theories in Ger-
many. For a time, Marpurg
was a prolific writer, composer,
critic, publisherand historian.
He scratched out a living as
the editor (and main contribu-
tor) of music periodicals,
which dealt with musical top-
ics of the day, and contained
amusing anecdotes. Theywere
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directed to the popular German amateur music societies. His
personal correspondence from these times reveals that he
suffered from severe financial difficulties (times were tough in
Germany). In 1757, he translated D’Alembert’s Elemens. Fortu-
nately for Marpurg, his understanding of the theories of
Rameau was defective. He was lambasted by many of his
educated readers. Far from chagrined, he discovered (to his
delight) that controversy sells magazines! Marpurg extended
the polemics into a lengthy series of articles in which he
provided numerous arguments, in great detail, about the
efficacy of Rameau’s theories. His meretricious reasoning
continued to draw fire, most notably from J.N. Forkel, G.A.
Sorge, and his friend J.P. Kirnberger. In 1764 Kirnberger
apparently decided that Marpurg had done enough, and used
his influence to get him a position in the Prussian Lottery; a
post Marpurg held until he died. After this, we hear little from
Marpurg; butitwould not be fair to suggest that he lost interest
in music after he gota “real job.”

In 1776, in a special publication devoted to tuning and
temperament, he suggests that a composer might select a key
for reasons “that have nothing to do with temperament ... the
composer must obtain the character of his piece, the building
up ofan emotion, and the strength of expression, from sources
quite other than the creative powers of the tuning hammer.”
His last periodical, in 1778, was a collection of letters addressed
tovarious musicians, allsupporting one oranotherof Marpurg’s
positions, and all apparently written, under pseudonyms, by
himself. He holds great value for modern historians. From the
perspective of the 20th century, his writings appear quite far-
sighted. His work contains many quotations from ].S. Bach, to
whom Marpurg refers numerous times as the “supreme master
of counterpoint and fugue.’” He was also the first to incor-
rectly conclude that Bach had tuned in ET. Such a conclusion
was outrageous to a generation of musicians who knew better
(most notably Kirnberger and Sorge). It could not be re-
printed in his lifetime. But much of Marpurg’s writing was
translated and reprinted in the 1820s, during the Bach revival

. . begun by Mendelssohn and
In 1776, in a special  his followers. With both
publication devoted to Marpurg and his critics long

.. dead, it drew no refutation.
tuning and

temperament, (Marpurg)
suggests that a composer
might select a key for
reasons  that have
nothing fo do with
temperament ... the
composer must obfain
the character of his
piece, the building up of
an emotion, and the
strength of expression,
from sources quite other
than the creafive powers

of the funing hammer.”

And In Engﬂ&mﬂ

Across the English Channel,
in 1781, William Jones coined
the technical term “Equal
Temperament.””” His Dis-
courses on the Natural Philosophy
of the Elementscontained a chap-
ter on “the Philosophy of Mu-
sical Sounds,” where the short
and descriptive term was used
for the first time. By the end of
the century, the new term was
replacing “lute tuning” in com-
mon usage (“lute tuning”
seemed inappropriate to de-
scribe a keyboard tuning).”
Jones experimented with ET,
which he referred to as “an”
Equal Temperament (itwould
require more than another
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century for it to evolve into “the” Equal Temperament), and
recommended that musicians give it a try. He attributed it to
Mersenne, and listed Couperin, Rameau and D’Alembert as
pioneers. He recommended the system as the best keyboard
tuning for a concert: “A musical reader may, however, be
curious to try the effect of this equality, and compare it with the
common methods. And for thorough-bass in a concert, a
harpsichord might answer better when tuned by this rule than
any other.”

In order to accomplish this unusual tuning for classical
times, Jones (as did most theorists who recommended ET)
included a separate chapter entitled “Of the Monochord,”
where he provided the background, theory, and instructions
on how to construct a monochord in ET. He described the
experience: “When we tuned a harpsichord by this rule, we
thought the notes were better than we had heard, and it was
remarked that the chords were sensibly louder.... The 5ths in
general are near perfection, even in the extreme keys.”

Jones provides some left-handed proofs for the state of the
art of late 18th-century tuning. He continues: “Yet, after all, a
learned ear will want satisfaction in some places, and perhaps
be obliged to retouch them a little nearer to the old propor-
tions(!)... For my own part,Iam rather persuaded thata variety
of the tones and semi-tones is not only necessary to satisfy the
proportions of the scale; but that even the extreme and less
tunable keys have their beauties, and assist the effect of the
more perfect ones.”

He specifically complained about the “very sharp” major
3rds C-E and G-B, and suggested that they be reduced to ratios
of 1000:796 and 6674:5310 respectively (more foreign lan-
guage to practical tuners). In other words, Jonesrecommended
tuning ET, but then well-tempering the notes until the result
was palatable! We could not hope for a more clear example of
late 18th-century tastes. Jones also mentions a Mr. Davis, who
was “an ingenious gentleman, well skilled in the philosophy of
music.” Unaware of any previous authors on Equal Tempera-
ment, Mr. Davis “discovered” the ratios for ET, and thoughthe
had invented it! “The fact that a knowledgeable person in the
1770s or early 1780s could have believed that he invented ET
is evidence that ET was not practiced at all during those years
(Jorgensen).”

Another classical pioneer of ET was Tiberius Cavallo. He
was an Italian violinist, who settled in England in the early
1770s. He is best known for his treatise on electricity, and in
1779, he became a fellow in the Royal Society. In 1789, Cavallo
presented a paper on temperament. He recommended ET,
but did not use the new term. He referred to ET as “the
temperament of equal harmony” — the term previously used
by Zarlino and Robert Smith to describe a very different
tuning. According to Jorgensen, “Cavallo’s writing in 1788
gives one the impression that neither Cavallo nor anyone else
of the times had ever heard of Equal Temperament. He wrote:

“In order to hear the effect of the above-mention equal
harmony, I had a monochord made in a very accurate
manner, and upon it I laid down the divisions for the 13
notes of an octave tempered in the manner explained
above.

“After a great deal of trouble in adjusting the movable
fret, correcting the divisions, & c., I atlast succeeded so well
as to render the divisions exact within at least the 300th part
of an inch, and every part of the instrument was rendered
sufficiently steady and unalterable,

“This being done, [ had a large harpsichord, with a single
unison (in order to judge the better of the effect), tuned




very accurately by the help of the monochord. With this
instrument, in whatever key the performer played, the
harmonywas perfectly equal throughout, and the effectwas
the same as if one played in the key of E natural on a
harpsichord tuned in the usual manner.”

So Cavallo reaffirms that as late as the 1790s ET was not in
common practice (or even part of common knowledge), and
that the “usual manner” of tuning was remarkably consistent.
Musicians could easily recognize the distinct texture of major
3rds widened around 14 cents.

John Robison

John Robison (1739-1805) was a professor of Natural
Philosophy at the University of Edinburgh. After an early naval
career, he became a prolific author of scientific works. In 1783
he was one of the founders of the Royal Society of Edinburgh,
and served as the first secretary. He was the principal contribu-
tor of articles for the third edition of the Encyclopedia Britannica,
which had included D’Alembert’s treatise. Twenty years later,
he seems toregret the inclusion. In 1801, he wrote an extensive
article on “Temperament and the Scale of Music” where he
points out the problems involved with tuning ET from
D’Alembert’s instructions. This article was included in the
1803 American Supplement to the Britannica:

“We shall only observe, that what is there delivered on
temperament by M. d’Alembert, after Rameau, bears the
evident mark of uncertainty or want of confidence in the
principle adopted as the rule of temperament; and we have
learned, since the printing of that article, that the instruc-
tions there delivered have not that perspicuity and preci-
sion thatare necessary for enabling a person to execute the
temperament recommended by Rameau; that is, to tune a
keyed instrumentwith certainty, according to thatsystem or
construction.of the scale. If such be the case, we are in some
measure disappointed; because we selected that treatise of
D’Alembertas the performance of aman of great eminence
as a mathematician and philosopher, aiming at public
instruction more than his own fame, by this elementary
abstract of the great work of the most eminent musician in
France (Rameau).”

Robison appears to be the first theorist to realize that
keyboards could not be tuned with any accuracy without
counting beats — something long known to professional
tuners. He recommended applying Robert Smith’s instruc-
tions for organ tuning to harpsichords. Smith made no provi-
sions for ET. We take this as the final proof that the practice of
ET in classical times was statistically nil. It simply couldn’t be
achieved without a monochord or a wizard’s cap. We shall
conclude this portion of our essay with Robison’s impressions
of the state of the artin 1801:

“To be able to tune a harpsichord with certainty and
accuracy, seems an indispensable qualification of any per-
son worthy of the name ‘musician.” It would certainly be
thought an unpardonable deficiency in a violin performer
if he could not tune his own instrument; vet we are well
informed, that many professional performers on the harp-
sichord cannot do it, or cannot do it any other way than by
uncertain and painful trial, and, as it were, groping in the
dark; and that the tuning of harpsichords and organs is
committed entirely to tuners by profession. This is a great
inconvenience to persons living in the country; and there-
fore take lessons from the professed harpsichord tuners,
who also profess to teach this art. We have been present
during some of these lessons; butitdid notappear to us that

the instructions were such as could enable the scholar to
tune an instrument when alone, unless the lessons had
been so frequent as to form the ear to an instantaneous
judgment of tune by the same habit that had instructed the
teacher. There seemed to be little principle that could be
treasured up and recollected when wanted.”

Atthe turn of the 19th century, things were looking a little
grim for musicians who wanted to tune their new pianos; but
professional tuners could look up at the sky, and see the sun
shining.

NoTES

1. From the London Notebooks of Franz Havdn: “On 15 June (1789)
Iwentfrom Windsor to Slough to Dr. Herschel, where [ saw the great
telescope. It is forty feet long and five feet in diameter. The
machinery is vast, but so ingenious that a single man can put it in
motion.”

2. Uranuswasdiscoveredin 1781 by the above-noted William Herschel,
then music teacher, organist, composer, and amateur astronomer.
Atrue product of modern times, Herschel's inspiration to study the
heavens did not come from Pythagoras. He had studied music
theoryin Robert Smith’s Harmonics, which led him to study Smith’s
Complete System of Optics.

3. Werckmeister’s term “Well-Tempered” (“wohltemperierte”) is the
most appropriate to describe late 18th-century tuning. The term
“Well Temperament” was not used in English-speaking countries
until the mid-20th century. It had been known as “the new wining,”
“good tunings,” or the “ordinary” or “established temperamenc.”

4. Vestigial affects can be found centuries later, even in a different
tuning system. Those composers carved expression “into the bone™
of their music.

5. See Jorgensen’s Tuning: Chapter 72

6. ThomasYoung's Outlines of Experiments and Inquiries Respecting Sound
and Light contained a section titled “Of the Temperament of
Musical Intervals.”

7. Daniel Wolf, from the Tuning List : The tonal vocabulary for most
works of Haydn or Mozart does not extend beyond the resources of
Meantone, and limits “exotic’ chords to the developmentsections.
I could also state this fact in a different way: Haydn and Mozart
avoided keys that would have been acceptable in a well-tempera-
ment. If we add the fact that certain instruments (organs, horns)
were known to have been tuned or plaved in meantone, the case for
the acceptance of meantone in the late 18th~<entury becomes even
stronger.

8. Neidhardt recommended one each for the country, the city, the
church, and the Court. The Court tuning was the 1/12 Pythagorean
comma tuning of Aristoxenus (ET).

9. The editors added a footnote: “We do not pretend to give any
decision for either the one or the other methods of temperament,
each of which appears to us to have its particular advantages. We
shall only remark, that the choice of the one or the other must be
left absolutely to the taste and inclination of the reader; without,
however admitting this choice 10 have any influence upon the
principals of the system of music, which we have followed even to
this period, and which must always subsist, whatever temperament
we adopt.”

10. At the request of the heirs of ].S. Bach, Marpurg rewrote the
dedication for the third edition of his encyclopedic Abhadlung von
der Fugue. At the time, the work was considered old fashioned.

I1. Before then, in England, ET was usually referred to by a variant of
working titles such as “the system of tuning 12 equalsized semi-
tones to the octave.” On the Continent, it was most commonly
known as “this tuning of M. Rameau.”

12. Britannica, however, continued to use the term “lute-tuning.” [
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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.
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t's becoming a familiar refrain.
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Soundboard Damage

A Guide To Soundboard Cracks & Other Maladies — Part |

Introduction

Much has been said and written
about piano soundboards and their
propensity to crack under certain condi-
tions. This is far from being a new
problem; it's one that has plagued piano
builders, piano technicians and piano
owners since the instrument was in-
vented. In this article I'll try to explain why
piano soundboards develop cracks and
discuss what effect these cracks may

have on the piano’s performance.

Notke: Some of the concepts and terms
used in this article were introduced in my
earlier articles on wood as an engineering
material that were previously published in the
Journal. Please refer to those articles for any
additional background information you may
need.

To understand the problems that
develop in soundboards over the years,
we first have to consider the material
used to make them and how that mate-
rial is treated during the fabrication of
the soundboard. We’ll have to under-
stand how they are installed in pianos,
how they work and what happens to
them once they’ve become part of the
complete piano and are left to survive in
the often hostile environmentof the real
world. Moststructural soundboard dam-
age, including that dreaded crack, de-
velop as a result of factors thatare inher-
ent in certain types of soundboard de-
sign. This structural soundboard dam-

By Delwin D Fandrich, RPT
Contributing Editor

age can be accelerated or postponed by
the state of environment in which the
piano resides. Short of maintaining the
piano’s environment at precisely 72 de-
grees Fand 42 percentrelative humidity
in an environmental chamber there is
not much that can be done to prevent
the effects of atmospheric changes on
the soundboard, but there are steps that
can be taken to postpone them signifi-
cantly. Unfortunately, even if all pos-
sible stepsare taken to postpone or elimi-
nate the environmentally induced break-
down of the piano soundboard, nothing
will prolong indefinitely the ravages of
time. That some soundboards have a
greater propensity toward developing
structural defects and their subsequent
cracks than others, however, can usually
be attributed to the processes used by
the piano builder to achieve an effi-
ciently operating soundboard system.
That, and the vagaries of nature: two
boards cut from the same tree can have
quite different physical characteristics.

What is a Soundboard,
Anyway?

Look at the inside of any piano.
Underneath (or behind) the strings and

o ux,'\\’\@
oV

WO

plate you will see a beautiful, nearly flat
wood panelwith lots of nice “varnish” on
it and sometimes an elaborate decal ex-
tolling the virtues of the piano and list-
ing all of the awards that the manufac-
ture has won at various international
exhibitions and county agricultural fairs.
That wood panel is what most people
call the soundboard. Usually, however,
when technicians consider the sound-
board, theyare including both the sound-
board panel and the system of stiffening
ribs thatare located on the “back” side of
the actual soundboard panel. As well,
since the bridges contribute to the
soundboard’s structure, they must be
included in any discussion of how the
soundboard works. To this, we must also
include the stiffening and constraining
effect of the grand piano’s rim or the
vertical piano’s back assembly.

That describes the physical struc-
ture of the piano soundboard. In func-
tion, the piano soundboard is a trans-
ducer. A transducer is a device that trans-
mits energy from one system to another,
and/or converts input energy of one
forminto outputenergy of another. The
piano soundboard system does both. It
couples energy from the vibrating piano
strings to the soundboard panel and
then converts that energy into waves of
compressed and refracted air that can
be detected by our ears as sound.

Although the soundboard is three-
dimensional in nature, in function it can
be considered to be a two-dimensional,
wave-carrying medium designed to
couple energy from a vibrating string
plane and transform that energy into
sound energy.

The strings used in the piano have
very little surface area so they are not
capable of displacing much air as they
vibrate — the vibrating energy is there,
but very little sound energy is created.

Continued on Next Page

December 1997 / Piano Technicians Joumal / 29



Soundboard Damage

A Guide To Soundboard Cracks
& Other Maladies — Part |

Continued from Previous Page

Without the soundboard, the piano
would be barely audible. It takes the
largervibrating surface area of the sound-
board to move enough air to make the
piano audible. Since, by itself, the vibrat-
ing string produces little sound, and a
much louder sound is heard when that
energy is coupled to the soundboard, it
is tempting to think of the piano sound-
board as an amplifier. It is not.

In 1916, piano designer Samuel
Wolfendenwrote “... andso, [the] strings
of musical instruments, instead of being
allowed to waste their force in the futile
endeavour [sic]to produce audible sound
waves unassisted, are induced to spend
their energy in moving a sound-board,
whichinits turn moveslarge zones of air,
with commensurate increase in the loud-
ness of the sound. It must, however, be
understood that there is no real increase
of force; it is only more effectively used.
In mechanics you never get anythang for noth-

ing, but are compelled to pay the full price for

every advantage.™ This is certainly true
with piano soundboard design and con-
struction. Since the vibrating strings of
the piano have very limited amounts of
energy even after the hardest hammer
blow, it’simportant that the soundboard
" use this energy to the best advantage.

So soundboards don’t amplify the
energy coming from the strings (even
the best of them actually absorb and
dissipate some energy in the form of
heat as they work), they change it. And
how much of the string’s energy is con-
verted into sound energy compared to
how much is lost along the way is a
matter of how eflicient the soundboard
is. Even though all piano soundboards
look pretty much the same, some per-
form more efficiently than others. Pi-
anos with more efficient soundboard
systems will have the potential to both
sound louder and to have longer sustain
characteristics than those with less effi-
cient soundboards. They will also have
the potential to more closely track the
broad harmonic spectrum of energy
presentin the vibrating piano string set.
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Making the Soundboard.

The piano soundboard starts out in
life as a group of individual “quarter-
" (or vertical-grain) softwood
boards about 50 mm to 100 mm in width
that are edge-glued together to form a
single large flat panel. This panel is then
planed or sanded to a thickness ranging
from 8 mm to 11 mmand, depending on
the builder’s specifications, it may be
further thinned along part, or all, of its
perimeter. This panel will be quite flex-
ible and fragile across the grain, so soft-
wood stiffening ribs are glued across the
back. There can be anywhere from seven
oreightribsinsmall,inexpensive pianos
toupwardsof'17in large concertgrands.
Each rib is approximately 15 to 25 mm
square or rectangular within these gen-
eral dimensions. If the ribs are not actu-
ally square, then they are usually slightly
taller than they are wide.

SdAwWIl,

In modern pianos the grain angle of

the soundboard isusually approximately
parallel to the bridge line — approxi-
mately 45 degrees to the belly rail —and
the ribs are usually glued roughly diago-

nally across the grain on the back side of

the panel.? This assembly is then glued
solidly to the piano’s structural rim.

Most of the pianos builtin the world
today have soundboards that are made
of spruce. In the United States this is
either Sitka spruce or Eastern spruce
with an occasional Engelmann spruce
board thrown into the mix. This was not
always the case. Both pine and cedar
have been used. At one point, even cy-
press soundboards were tried.

There is so much misinformation

about the selection and processing of

the wood used in piano soundboards
thatitis difficult to tell fact from fiction.
Many tales are told of the nearly magical
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“tone” qualities of spruce. “Tone” wood
is regarded as somehow difterent from
ordinary wood. It has to be grown on the
north (or south, or east, or west — take
your pick) side of the mountain. It must
be grown on the mountain because only
wood from high elevations has the proper
“resonance” for soundboards. But the
“best” spruce trees are grown in the
swampy regions close to the ocean. The
climate must be cold to grow “good”
spruce. But it is the mild climate of the
temperate rain forest that creates the
uniform straight-grain lumber needed
for soundboards.

Similar tales surround the process-
ing of soundboard wood. We're told that
tone wood must be floated to the mill
and kept submerged prior to process-
ing. It must be air-dried for at least two
vears before it is milled. It has to be air-
dried because kiln-drying destroys the
wood’s tone qualities. (Oddly, many of
the same people making this claim also
assert that the only proper wav to belly a
soundboard is to firstdryitina hotroom
untilithasreached an equilibrium mois-
ture content of 3.5 percent to 4.5 per-
cent. Go figure....)

The best wood for soundboards
should, supposedly, have an annular
grain density of 18 to 20 grains perinch.
Varnish (or was it shellac) enhances the
properties of tone wood. Lacquer doesn’t
“sound” as good as varnish. The tone
wood used to make the soundboard panel
must be “resonant.” Soundboards them-
selves should be “resonate.” Theyshould
have “the power of resonance.” The list
goes on....

These tales, though they do make
good sounding stories for poorly in-
formed sales folk (and, alas, for some
technicians as well), are based more on
mysticism than on fact. The “scientific”
basis for much of the current mystery
surrounding the manufacture and func-
tion of the soundboard comes both from
aural tradition and from an incomplete
written history. Aural tradition can be a
very strong influence in a small, tight
society such as that surrounding the pi-
ano. Unfortunately, much of it is not
very reliable. Much of the very sparse
written history about early piano con-
struction is also technically undepend-
able. Many of today’s misunderstand-
ingsaboutsoundboardsand soundboard



wood come from the book Piano Tone
Building’

In this book there is a fairly lengthy
discussion of the various characteristics
that make spruce such an ideal material
for piano soundboards. Among other
things there is a lengthy description of
something called a “small membrane
septum,? like the vibrator on a phono-
graphreproducerwith asomewhat thick-
ened disc in its center ... it is this vibrat-
ing membrane that gives tonal value to
the woods derived from the spruce, the
pine and related species.” An example
of this membrane is then shown “being
magnified 650,000 times.” If the log is
not handled properly after being felled
“...these delicate membranes will be rup-
tured, thus giving rise to inharmonics or
destroying tonal value. All the crowning
or pressure put on a soundboard of this
material will not improve the tonal ef-
fect.” In the drawing the membrane is
approximately 19 mm to 20 mm in diam-
eter. This would make it 0.00003 mm in
diameter in real life. The resonant fre-
quency would be rather high, I should
think....

As with most mythology, these ideas
took root during a time when the actual
function of the thing was poorly under-
stood. Our understanding of the func-
tion of the soundboard is still somewhat
incomplete, butsome progress hasbeen
made. As our understanding grows, per-
haps we can begin to treat the sound-
board, and the material it’s made of, in
asomewhat more pragmatic light. There
were, and are still, some perfectly well-
founded reasons for choosing spruce for
our piano’s soundboard. The most com-
pelling of which is that it has the highest
stiffness to weight ratio of any readily
available wood, hard or soft. And within
the spruce family, Sitka spruce ranks the
highest.

I've recently come across two ideas
that contradict much of the tradition
surrounding the soundboard assembly.
One of them has already passed the test
of time and the other might. The first
was a soundboard made of short spruce
boards that were buttjointed with akind
of half-lap lock joint to form the long
boards that made up the soundboard
panel. A forward-thinking and brave
builder, that. This soundboard was in an
upright piano built, probably, around

the turn of the century — no, I don’t
remember the name. The piano was be-
ing scrapped for other reasons, but I
saved the soundboard. A great piece of
work. [twas fully intact, showing no signs
of deterioration. To the best of my knowl-
edge, it functioned as well as any sound-
board of traditional construction right
up to the end.

The other was found at the back ofa
new Kawai vertical soundboard. The ribs
in this piano were made of short pieces
of spruce fingerjointed together to form
a continuous rib. While the rib scale
itself left much to be desired, the ribs
themselves were intriguing. I've already
heard a lot of criticism of this construc-
tion, but I can think of no reason why
these ribs should not work quite well.
Time, of course, is always the great test-
ing ground. Butin the end I suspect the
test of time will be a less formidable
obstacle than will be the test of criticism
coming from the technicians and the
always-competitive salespeople.

Soundboards & Mechanical
Impedance

So, what are the factors that deter-
mine whether a soundboard is a good
soundboard or a poor soundboard? For
many years piano builders have tried to
define a soundboard function by how it
looks. Potential soundboard wood was
examined for certain cherished physical
and aesthetic characteristics. It had to
have uniform color. It had to have clear,
tight grain — the annular ring count
had tobeatleast 15 to 18 grains perinch.
It could have noresin canals (pitch pock-
ets). The grain had to be perfectly uni-
form — no bear-claws or wavy grain were
acceptable. The belief was that since
sound traveled along the grain, any ab-
normality of grain would “slow the speed

of sound” and somehow interfere with
the sound produced by that board. Once
I even heard a factory representative
carry on about how the color of the
soundboard affected the sound of the
piano; wood with a light brown or a
reddish brown color produced a “richer
and warmer” tone while the yellow-white
wood produced a “brighter, more harsh,”
tone. You can guess what the sound-
boards in their pianos looked like. You
can probably also guess what those of
their competition looked like.

If, from the preceding, you get the
impression that I'm no longer particu-
larly in awe of these specifications, you're
right. Atleast not as they affect the func-
tion of the soundboard.” While uniform
color and even, tight grain might be
important aesthetically (it is certainly
essential for that new four-color glossy
brochure the companyis preparing) they
don’t have all that much to do with how
well a soundboard will function as a
transducer or with how it will sound.
(Actually, grain density does have an
effect on tone. Wood with high grain
density can be considerably heavier than
wood with a so-called loose grain den-
sity. True, it is also stiffer, but stiffness
can be achieved in other ways that don’t
add weight to the assembly.) The ap-
pearance of the wood isimportantin the
modern piano, to be sure, but mostly
only forits aesthetic value. If you’ll allow
me to ignore a few details that aren’t
really germane to the current discus-
sion, the value of a soundboard can be
better expressed in terms of how quickly
and efficiently energy moves from the
vibrating strings through the bridge,
across the expanse of the soundboard
and finally to the airin the form of sound
energy. And this is best characterized by
a property called the mechanical imped-
ance of the soundboard assembly.

Mechanical impedance is simply a
way of measuring and defining how a
vibrating system responds to an applied
force. The vibrating string applies a pe-
riodic mechanical force to the bridge.
How the soundboard system responds to
that force is a function of its mechanical
impedance. A soundboard with high im-
pedance will have more resistance to
being setin motion by the energy within
the vibrating string than will one with
low impedance. All other parameters

Continued on Next Page
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being equal, a piano using a high imped-
ance soundboard will produce a sound
that sustains longer than one with low
impedance. But a piano with a low im-
pedance soundboard will probably sound
louder.

The mechanical impedance of a vi-
brating soundboard system depends
mostly on three things: how heavy it is,
how stiff itis, and the inherent damping
qualities of the wood being used. The
basic (and highly simplified) relation-
ship that quantifies the mechanical im-
pedance (Z) of a piano soundboard sys-
temis: Z = "X (Y, xd ) x K, where t*is
the thickness of the panel, squared, Y_ is
the modulus of elasticity —a measure of
stiffness — for the wood, dw is the density
— ameasure of weight — of the wood. K
is a numerical constant and the expo-
nent ** means that the square root of the
quantity (Y, X d,) is taken. (Notice that
the ribs are not accounted for separately
in this relationship. Their effect on the
assembly is averaged into t,Yand d.) For
an unloaded soundboard, the param-
eters thatdetermine impedance are fixed
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by the mechanical characteristics of the
soundboard assembly: the stiffness and
the density of the wood used to make
both the panel and the ribs, the thick-
ness of the panel, the dimensions, shape
and the quantity of the stiffening ribs,
the dimensions and the locations of the
bridges, etc. They are not easily altered
once the pianois completed. Yet, aswe’ll
see later, the mechanical impedance of
the soundboard system does change over
time.

Let’s deal with the stiffness compo-
nentof our equationfirst. Asoundboard
panel of practical dimensions will be
fairly stiff longitudinally (with, or along,
the grain), but quite flexible across the
grain. Since we’d like the working sound-
board to be more or less equally stiff in

Length of arc

1000 mm . 25500.21 mm

all directions, stiffening ribs are added
to the bottom side of the panel. These
ribs —atleastin traditional soundboard
designs — are oriented approximately
perpendicularly to the grain of the panel.
In theory, we should be able to manipu-
late both stiffness and weight of the as-
sembly by simply making the soundboard
thicker (along the grain) and the ribs
tallerand wider (acrossthe grain). There
is, however, one major problem with this
approach.

The total weight of the soundboard
assembly is determined by the density of
the wood used — i.e., its specific gravity
—and by how much wood is used. If you
wanttobe completelyaccurate, we would
also have to include the weight of any
screws used, the weight of the bridge and
bridge pins and the weight of any finish
materials used, butwith the exception of
the bridge, these are all fairly negligible.
So, if we want the soundboard assembly
to be heavier, we can make the panel
thicker and the ribs bigger. If we want it
to be lighter, we can make the panel
thinner and the ribs smaller. In general,
since we usually want the soundboard to
be lighter, not heavier, there are practi-
cal limits on how dense the wood can be,
on how thick the soundboard panel can
be and on how tall and wide the ribs can

|
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be. It is this need to keep the assembly
fairly light in weight that keeps us from
simply using a 12 mm maple panel with
50 mm tall, 5 mm wide maple ribs.

Soundboard Crown

The stiffness part of the equation
now gets a little tricky since, within lim-
its, we must come up with a method to
make the overall stiffness of the sound-
board assembly somewhat independent
of its weight. The most obvious method
of making everything thicker and bigger
has been ruled out because of the added
weight. Most builders of high perfor-
mance pianos make the soundboard
panel fairly thin — 8 to 10 mm at the
center, often tapering down to 5 to 6 mm
or so around at least part of the panel’s
parameter. There are also physical limits
placed on the ribs: too wide and theyadd
too much weightto the assembly, too tall
and there may be clearance problems
with the belly bracing, too narrow and
there may not be enough glue surface to
insure a reliable bond to the sound-
board panel.

Fortunately, there is another way to
get stiffness. We can make the sound-
board assembly act as if it were a dish-
shaped “spring” by putting a slight up-
ward curvature in it (see the accompany-
ing sidebar) and then by compressing
that spring. Even though the piano
soundboard looks flat whenviewed from
the top, it is actually supposed to be
slightly warped, or crowned toward the
string plane. Putting this crown in the
soundboard gives us the potential of
being able to increase its stiffness with-
out increasing its weight at all. Depend-
ing on the process used, the slight
amount of crown put into the piano
soundboard does not, in and of itself,
increase the stiffness of the assembly
very much. Itis when the soundboard is
“loaded” — i.e., when the “spring” is
compressed — by the down-force of the
strings bearing across the bridge thatits
stiffness is increased to the desired
amount.® The stiffness of the working
soundboard now depends on all of the
factors listed above plus the amount of
crown initially builtinto the soundboard
system and on how much the sound-
board/springis compressed by the down-
force of the string load. Crown builtinto
asoundboard assembly is a technique by

which the piano designer can manipu-
late the stiffness of the soundboard sys-
temindependently of its weight. Asound-
board assembly made to the same speci-
fications but without crown will have
approximately the same stiffness as its
crowned counterpart until the latter is
loaded.”

Traditionally, the amount of sound-
board crown is very slight. As installed in
the piano it amounts to a curve approxi-
mately equal toa 15-to 22-meter (roughly
50" to 72") radius. (See Footnote 2.) The
amount of crown may be small, but its
effect is mighty indeed. It is a tool that
the piano designer can use to manipu-
late both mass and stiffness indepen-
dently of each other and by so doing can
tailor the soundboard design to pro-
duce a specific type of sound from a
given stringing scale.

FootNoTES

1. The Art of Pianoforte Construction by
Samuel Wolfenden, 1916, Unwin
Brother, Limited, Publishers., 1916. Mr.
Wolfenden was the “Technical Expert”
to the makers of the Weber Pianoforte.

2. While acknowledging that this arrange-
ment is the most common, [ am not at
all endorsing this design as the best
configuration for efficient soundboard
performance. But this is not an article
on soundboard design.

3. Piano Tone Building: Proceedings of the
Piano Technicians’ Conference, Chicago.
1916, 1917, 1918. Published by the
Acoustic Department of the American
Steel & Wire Company. These examples
are found in a lecture on woods

appropriate to piano building by Dr.
E.W.D. Laufer, Horticulturist of the

4.

~J

American Steel & Wire Company.
A septum is “a thin partition or
membrane that divides two cavities or

soft masses of tissue in an organism.”

-All right, I have to confess. While I

write this I'm being prodded by my
conscience. Although I believe our
industry makes far too much of a fuss
over artificially glorified aesthetic
specifications for soundboard wood,
when we glue up soundboards we
spend quite a lot of effort selecting our
wood for both color and grain unifor-
mity. We simply like the looks of the
soundboards made this way. We do,
after all, live in the middle of the
temperate rain forest that is home to
the mighty Sitka spruce. We carefully
select for uniformity of grain (although
we prefer a grain density of 9 to 12
grains per inch) and for grain orienta-
tion (plus/minus 20 degrees) and color
and we do cut out resin canals when we
find them. I admit it: we're suckers for
a pretty board.

.If you have a difficult time visualizing

this, pick up a simple coil spring about
two inches long from the hardware
store and see how much force is
required to compress it from say 2.0
inches to 1.9 inches and compare that
to the force required to compress it
from 1.0 inches to 0.9 inches.

. Some pianos have been built with so-

called “reverse crown.” That is, the
soundboards are ribbed and installed
flat. They are deflected under string
load just as the more conventional
soundboards, but since they start out
flat, they end up being curved away
from the string plane. The argument is
made that this is a more permanent
method of “crowning” a soundboard. It
is true that the curve will be more
stable, but this places the wood fiber in
tension and wood is particularly weak
when placed in tension. The only
reasonably successful application of this
idea that ’'m aware of used a laminated
soundboard panel, so this was rather a
moot point. Traditionally, soundboards
built this way don’t have quite the tone
dynamics that those with a positive
crown have. I don't really know if a
reverse-crown soundboard can be
engineered to sound the same as one
with positive crown, but I doubt it. [
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An Aural Method for Half-Step Pitch Raises

By Ken Churchill, RPT
Orange County, CA Chapter

Twice this week I've tuned spinets
over a half-tone flat. One Whitney spinet
required one hour and ten minutes —
the other, a Wurlitzer spinet, required
one-and-a-halfhours. The Wurlitzer took
longer because of bent tuning pins. I
forgot to take my special ground-down
tip for those. In tuning bent pins, wedge
the tuning hammer in there, tuning a
little over pitch, then pound down until
you think they’re stable. You can always
use an option to mute out some strings
that are doubtful (which I did on this
occasion).

This i1s the method 1 used on both
pianos: (Illustrated for simplification)

T .7.
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1. Single bass strings 2. Doubles
3. Double Tenor Strings 4. Triple Trebie strings
5. Treble break 6. End of treble dampers
7. High treble

Method: Raise pitch and wne A4,

A3, F3 and C3. C3is the third note down
in the bass section. This note will stay in
tune until the pitch raise includes the
bass section. It will make a good refer-
ence point to keep you up to pitch.

Raise pitch from C3 to A4 using nor-
mal temperament and checks primarily
major thirds, fourths, and sixths, tune
unisons as you go, or tune unisons later
— do not overshoot.

Tune A4 again noting how much
drop, usually 1-1/2 to 2 beats per second.
Raise pitch, from A4 to four notes past
the treble break. Overshoot 4 bps at A#4
to 8 bps at point 5.

You may be one whole-tone flat at
point5 (fournotes beyond treble break).
Measure it. If, for example, G5 tuned
equals Ab untuned, within a beat or two,
continue to next step. If itisn’t a whole
tone, or is over a whole tone you can
continue by adding or subtracting a few
beats.

From the fourth note beyond the
treble break (point 5, I'll call it) jump up
an octave and raise that note a whole
tone, and the next tone below that. De-
scend the scale to point 5.

Method: using asingle rubber mute,
tune four strings up a whole tone each.
Listen to only the string being tuned.
Ignore the other open string. (Actually

you may hear it drop a little as one string
is tuned, apparently by the bridge pull-
ing up flattening adjacent strings). You
can do that, having already learned to
ignore vacuum cleaners and crving chil-
dren. Not only listen, but gauge the
amount you turn the pin, which is very
effective in raising pitch and getting close
to hitting the goal. If you can’t do it,
practice. Pretend vou are a ball player
where you are made to practice with pin
point accuracy. When you reach the

“treble damper section you may tune two

strings instead of four ata time. Lean the
mute the opposite way the hammer
strikes.

When you reach point 5 you may
find that note has lost the eight-beat
overshoot and is right on pitch. It gives
great comfort when it is; both aforemen-
tioned pianos were.

Raise pitch in bass section 1/2 tone
using same method as above, no mutes. [
find it easy with a little practice. With 30
years practice I can do that upside down,
underwater —well maybe. You can cheat
in the bass and only tune one or two
single strings.

Fine tune C3 to point 5. Raise pitch
from point 6 through point 7. Fine tune
point 5 to point 7. Fine tune the bass. Try
it, vou’ll like it! G0

“Yes. In fact, I plan over the course of time to try out

Th IR =5

Unfortunately, the Journal's long lead time precludes publishing reader mail atthe same
time as a puzzle'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.

Puzzier #7 —

So Many Sequences, So Little Time

“Say there, Junior, what do you call that tempera-
ment sequence you're usin’?”

“No name. It’s number 140.”

“Number 140, eh? You know, now [ come to think of
it, you’ve been workin’ here for nigh onto a month now

“Three weeks, two days and four hours, to be exact. 1
remember, because I was hired on my 20th birthday.”

“Right. Anyhow, in all that time I can’t recollect you
ever using the same temperament sequence twice.”

“That’s right, old timer. I find it tiresome to use the
same sequence more than once, so I use a different one
each time I tune.”

“No kidding. And you keep track of ‘em.”
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every possible temperament sequence.”

“And how long do you reckon that’ll take?”

“Well, 1 really do enjoy working here at Farmer
Brown’s Piano Barn. I suppose I'll keep on tuning eight
pianos a day, five days a week, with two weeks’ vacation
each year, until I retire at age 65. I haven’t sat down yet
and figured it out, but that should be more than enough
time.”

“I ain’t so sure about that. ‘Pears to me that, even if
vou stick to temperaments spanning an octave, and stick
to the same octave, you’ve got 13 notes to tune. That
would mean 13 factorial sequences, or ... lemme see ...
6,227,020,800. That’s a powerful lot of pianos.”

“In fact, I do stick to the same octave, F3-F4, but I
always use the same starting note, A3. That would
reduce the number to 12 factorial, wouldn’t it? And
don’t forget that, although I can check any interval I
want, the only intervals I actually tune in the tempera-
ment are major 3rds, perfect 4ths, perfect 5ths, major
6ths, and, at most, one octave. That cuts my options way
down.”

“I see. Well, good luck, young feller. I hope you
know what you’re doin’. Now, scoot on over so’s I can
getat my RCT.”

Will he — or won’t he — get through every possible
temperament sequencer @

See “Puzzler #7 Solution” on Next Page



How Long Does
a Piano Last?

By Anita Sullivan,
Eugene, OR Chapter

At the end of the summer people often do foolish
things. Blame it on the lack of definition in the season. In
late August or early September, when the birds are nearly
silent, the hay is cut and baled, school hasn’t quite become
a reality yet, projects which might seem absolutely loony in
January, or even April, assume the false glow of rationality.
For example, you might find yourself taking six days off
work and driving out to Montana to pick up the old
upright piano which Grandmother — a fine musician in
her day — bought used when she was just out of high
school. You’ll rent a trailer and haul it back home. All this
on the word of Uncle Jake, who, speaking for the family as
awhole, insists, “It’s a good piano. Grandma didn’t buy
junk.”

living room, you make a few discoveries. Five or six of the
keys, including Middle C, don’t make any sound at all.
Your wife, who is a violinist, notices that the tuning is flat
by a whole tone. The bass section buzzes. In fact, the piano
— not to put too fine a point on it — sounds like hell.
And, when you lift the top (something you didn’t bother
to do in Montana for some reason) and peer down into
the subterranean innards of the instrument, you see
cobwebs so thick you wonder if a saw rather than a broom
might be needed to clean them out.

Well, no problem, call the local piano
tuner out for a look. “I think it needs a
tune-up” you tell her over the phone. The
sticker inside the case, when you rub the
dust off, claims the piano was tuned in
1915 andin 1917 as well. True, it did sit for
10, maybe 20 years in Grandmother’s old
farmhouse after she died, no heat through

career? Eight pianos a
day, five days a week,
makes 40 pianos a week;
and, since he works 50
weeks a year, that's 2,000
pianos per year. He began
at age 20 and plans to go
to age 65, so he’ll be
tuning for 46 years, for a
grand total of 92,000
pianos, and, therefore,
sequences.

Now assume for a
moment that he began his
first sequence by tuning, in
the following order, notes
A3, F3, C#4, E4, and B3.
At that point he can, using

Puzzler #7 Solution

No, he won’t be able to
tune every possible
temperament sequence in
the course of his career.
Your Puzzier editor will
leave to other, clearer
heads the job of determin-
ing exactly how many
possible temperament
sequences there are; but
here is a simple proof that
this tuner, at least, won’t
get through them all.

First of all, how many
pianos will he be able to
tune over the course of his

However, when days later, you set this piano up in your

all those Montana winters. But pianos are like violins,
aren’t they? They just improve with age.

So, the tuner comes, and after half-an-hour of peering
and testing she shrugs and tells you your family heirloom is
a basket case. Belly up, she tells vou. End of the line.
Unless you want to rally all the relatives around, pool your
resources, and have it rebuilt for three or four thousand
dollars. “Pianos don’t last forever,” she says gently, “any

more than people do.”

This brings up a great moral dilemma: what do you do
with a piano when it reaches the end of its life? And how
long does a piano last? In the early part of this century,
piano manufacturers considered the lifespan of a piano to
be 25 years at most. They compared pianos to cars — you
traded them in every five years. It was unheard of to expect
a piano to live to 100, even with the best of care. So, if the
soundboard of your piano is full of cracks, the case needs
repair and refinishing, the hammers are shot, mice have
eaten most of the felts under the keys, and the ivories are
coming off — well, do you invest thousands of dollars to
raise a new piano up out of the ashes? And if not, what

then?

You can’t just take the ax to it. A piano is full of
tension, about 18,000 pounds of tension, which needs to
be released slowly and carefully before the instrument can
safely be ranked as trash. Haul it to the dump? I don’t
know about your dump, but at my dump you drive your
pickup truck right over to the rim of an enormous deep
ditch and push all your garbage off into it, where it falls
about 20 or 30 feet to squish and crash at the bottom. Can
you imagine doing this to a piano? Sounds like heresy to
me. Yet burial in the backyard is somewhat impractical.

My suggestion is this: find a good cabinet maker.
There is fine wood in those old, pre-World War II pianos.
Walnut, mahogany, oak, rosewood. Double
veneering over many of the parts. This is
not just firewood, it is the stuff of which
good tables, cabinets, and desks are made.
Find someone who can take off the strings,
unscrew the cast-iron plate for recycling.
Think of your old piano as a natural
resource, and give it new life. (Grand-
mother will never know!)

only the “legal” intervals —
major thirds, fourths, fifths,
major sixths, and octaves
— tune any of the 8
remaining notes in his
temperament octave from
the notes already set. In
other words, at that point
he has a choice of 8! (8
factorial) sequences; that
i5,8X7X6X5X4X3X
2 X1, or40,320.

After tuning all those
sequences, if he now
alters the sequence of his
first five notes by tuning
them (still using only those
five legal intervals) in a

different order — say, A3,
C#4, F3, E4, and B3 — he
can tune another 40,320
sequences. Yet a third
legal order for the first five
notes — for example, A3,
E4, F3, C#4, and B3 —
will allow another 40,320
sequences. These three
families of sequences
together total 120,960
sequences, which is
greater than the number of
pianos — 92,000 — he
plans to tune. Maybe he
should just stick to the
circle of fifths. g
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Grand lllusions ...

The PAGE FOR Serious Cases

More Than Music Lives on in Pianos

ach, Beethoven, Brahms and yes,

even Barry* all live in our pianos.

The music of the masters as well
as the mediocre inhabits our instru-
ments — but little else should. By
which I mean that pianos are all too
often not just the abode of musical
expression, but also the domicile of
encroaching denizens. For purposes of
organization, I have divided the
various intruders into categories
according to the number of legs they
have.

The first category of invaders is
defined as having six or more legs. Few
things are more abhorrent to a piano
technician than to open the top of a
piano and therein observe the occur-
rence of a sudden scattering of exosk-
eletal creatures. Bugs. Insects. Moving
insects. Both quick and dead, this
embarrassment of roaches causes a
general sensation that can best be
described by the technical term
“heebie-jeebies,” which loosely trans-
lates along the lines of: “Now that they
have departed the piano, are they
crawling up my pants legs?” One of the
unfortunate sequelae of these occur-
rences is the inevitable dropping of a
valuable tool down into the bottom of
the inhabited piano — the only way to
retrieve the tool, of course, being to
open the knee board and search
around with one’s hand deep into the
dark recesses to find it. Do you think
the author of this article recommends
that? Do you think the author of this
article would himself ever do thatr [
think not! That tool shall remain in
the abyss for all time.

possible revision in job descrip-

tion might transmute this

unpleasant experience into
financial advantage merely by renam-
ing ourselves Piano Technicians & Pest
Terminators (PTPT, or in some circles,
PT2). And there is, in addition, the
comforting thought that the detritus
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that moths leave behind in some
pianos represents certain job security
— for whatever they have digested
from the instrument will surely eventu-
ally have to be replaced.

The next category of intruders
encompasses those creatures with four
legs, which save for the odd cat, is
made up of mice. Although mice
might not engender the extreme
paranoia that their more numerous
legged cousins do, they doo-doo more.
What I am attempting to refer to as
delicately as possible, are the excre-
mental deposits left behind by furry
little friends. One doesn’t so much
mind them using the rest of the world
as a bathroom, but one would prefer
the piano remain pristine, off-limits to
the lavatory needs of said rodents. As a
result of their latrinal habits, music
played on such an instrument will at
worst sound somewhat liturgical.
Perhaps the best that might be said of
these infested instruments is that they
will always be rather “ratty” sounding.

dangerous of the creature incur-

sions — that is, the biped beast
having two legs. Let me put forth the
scenario for you: the wife presents to
her husband the somewhat amorphous
complaint that something is wrong

Left for last is by far the most

with the piano. “No problem, honey —
I'll just go get my Craftsman® tool box
and pull out a wrench, pliers, some-
thing or other, and I'll soon put that
pianer to rights. Well, hey — maybe I
can even use that new ball peen
hammer I just got on sale!” This is a
perfect example of the species re-
ferred to as UCPT (Unregistered
Craftsman Piano Technician), vari-
ously known as Sears™ Best or
Greene’s Nightmare. At the first crack
of the toolbox, the wife should imme-
diately pull out her 9mm semi-auto-
matic, point it directly at his socket set,
and tell him to dial up an RPT (Real
Piano Technician) or prepare to join
the Bel Canto!

These creature incursions threaten
the delicate balance that we, as
professional piano technicians,
must maintain. But really, although we
might view any of these incursions with
a certain disdain, we should always
look on the bright side — recognizing
that while these bugs, voles and vermin
give us new and ongoing challenges to
our noses, they create even greater
challenges to piano noises — which
they leave behind for us to cure!

— Terry L.Greene, RPT

* Manilow — A separate category Bl

Adventures

by Alan Hallmark

PIANOMA

Easy boys. . . steady, steady,
OK, hand it to me -- it's
Showtime. S

p—
7 <

Santa's Nightmare On Elm Street
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Don't worry Big Guy--it
looks like the pool broke J
their fall.
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Gallery of Rebuilders

Evelyn Smith, RPT
Institute Director

Description: The Gallery of Rebuilders
will be a display of rebuilt pianos at the
Piano Technicians Guild Convention and
Institute in July, 1998. The five-story glass
walls of the Rhode Island Convention
Center (RICC) in Providence,
RIwill provide adramatic back-
drop for this display. Each pi-
ano may have a descriptive ea-
sel poster with information
abouttherebuilderand unique
aspects of the piano or the re-
building process (parts, special features,
history, etc.). During breaks at conven-
tion, a short recital will be given on each
piano so attendees can hear as well as see
the finished product.

Ehgibility: Any rebuilder with a piano
which meets PTG’s definition of a rebuilt
piano: “Rebuilding involves complete dis-
assembly, inspection, and repairs neces-
sary, including replacement of all worn,
damaged, or deteriorated parts. The pi-
ano is then reassembled, tested, and ad-
Jjusted to the same or similar tolerances as
new — rebuilding restores the piano to
original condition or better.” The piano
may be rebuilt by more than one person.

Dates: Pianos may be set up on Tues-
day, July 7 or Wednesday, July 8; they
should be ready for display on Wednesday
at 2-p.m. when the adjacent exhibit hall
opens. The Gallery will be opened with a
ceremonial rlbbon-cumng on Wednes-
day afternoon, to which the mayor and
media will be invited.

Pianos will remain on display until the
exhibit hall closes on Saturday, July 11.
They must be removed from the RICC on
Sunday, July 12.

Who may attend: All registered attend-
ees of the convention and institute, and
members of the public during limited
hours.

Entry requirements
» Displayfee: $400/piano—$200 to cover

PTG’s costs +$200 depositto be refunded
at the conclusion of the convention.

* Deadline for entry: There are very few
spaces available, so it is important to
reserve a space for a piano by submitting
the application and paying the $400 fee
by February 10. Only one piano from
each rebuilder will be accepted through
February 10; if spaces are still available,

PRO\H[DEN CE, R.L

rebuilders may request a space for an
additional piano by paying an additional
$400 display fee.

Rebuilder’s Responsibilities

1) Transporting the piano to and from
the display area, setting it up, and tun-
ing it.

2) Insuring the piano.

3) Providing someone to play a 10-12
minute recital on the piano during one
of the class breaks (PTG can help find
a performer if the rebuilder requests it
in advance).

4) Providing a poster-board display of ma-
terials to be placed on easel next to the
piano.

PTG’s Responsibilities

1) Providing security for the display.

2) Providing one tripod easel per piano to
hold poster-board display of materials.

3) Coordinating the recital schedule.

4) Promoting the Gallery to possible con-
vention attendees, the media and the
public.

The Display: Each re-
builder may bring descriptive
materials to be placed on a
tripod easel next to the piano.
(No additional tables may be
set up). The information
should feature any unique as-
pects of the piano or the rebuilding pro-
cess —its history, unusual materials or
features, etc.

Rebuilders are allowed to staff the dis-
playwith one or two members of their staff
during the convention. People staffing
the displayare notallowed toattend classes
unless they have paid the convention reg-
istration fee.

Recitals: During some of the class breaks,
short recitals (10-12 minutes) will be per-
formed on the pianos. Duringarecital, all
other pianos on display should not be
played. Rebuilders may tune their piano
in a temperament other than equal tem-
perament if they choose. £

Attention Rebuilders

Wanted: rebuilt pianos for display at
PTG’s 1998 Convention & Technical Institute
Rhode Island Convention Center, Providence, RI
July 8 - 12, 1998
Showcase your finest rebuilding work to technicians from all over the world
For applications, Contact Sandy Roady, at PTG’s Home Office
816-753-7747, Fax 816-531-0070, or E-Mail ptg@ptg.org
3930 Washington, Kansas City, MO 64111-2963

APPLICATION DEADLINE: FEBRUARY 10, 1998
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Why Providence is a

This is the second of our monthly articles, which will appear
through June on this page, about some aspects of this subject. e
Future articles will discuss the many attractions right at your
door (or within walking distance) when you get to Providence;
some history of theregion, both nonmusical and musical; tips about what s worth a train
ride to Boston; attractions in nearby Connecticut, elc.

This month, we seek to impress you with how very much
the entire New England region has to offer, and with how
relatively short the distances are from one attraction to the
next ... people from other parts of the country who haven’t
visited our region tend to find it truly amazing.

Some of the finest attractions and points of interest are
among the closest to Providence. Newport, with its famous and
tourable mansions, its ocean drive, cliff walk, Tennis Hall of
Fame, Brick Market Shops, beaches, regattas, and Music Festi-
val, is just 39 miles away. Fall River’s Battleship Cove, featuring
the ship Massachusetts, two torpedo boats and other Navy
vessels, is even closer — 19 miles. Mystic Seaport, CT, is just 50
miles —and on the way to or from there are excellent beaches
such as Scarborough, and also the interesting fishing port of

Unified Exam Approved in Orlando

Atthe July 1997 PTG Council session in Orlando, the new
unified exam was approved. This means the new unified exam
is now equitable for both aural and electronic tuners. The new
unified exam will alleviate concerns about perceived differ-
ences favoring one method of tuning or another. The differ-
ence between this new exam and the old one is procedure —
the point tolerances are the same.

The new exam has been divided into two parts. The first
partconcernsPitch, Temperamentand Midrange. The second
part has to do with Bass, Treble, High Treble, Stability and
Unisons. In both parts of the exam the piano strings will be
muted so only the middle
single strings willbe tuned (the
exception being the Unisons
section). If any section of Part
One is failed and all sections
of Part Two are passed, the examinee may retake part One
alone for half the fee, within one-year of the exam. However,
if any section of Part Two is failed, the entire exam will need to
be repeated.

Part One begins with Pitch. The examinee is given up to 5
minutes to set A4 to his/her tuning fork. The exam clock will
be stopped for scoring. If the A-440 is not within tolerance, the
Awill be detuned and asecond attemptwill be permitted. If the
A-440 1s within tolerance, Part One will continue with the
Temperamentand Midrange sections. The examinee will have
40 minutes to finish this part. The A will be re-scored as a part
of the Midrange. After the scoring and aural verification, the
Midrange is not detuned. If the examinee wishes, he/she may
correctany errors while tuning Part Two. This will not change
the scoring but may help when tuning the remainder of the
piano.

Part Two: the examinee (whether tuning aurally or elec-
tronically) will have 60 minutes to complete Bass, Treble and
High Treble. The examiners will score the Bass, Treble, and
High Treble sections, then will score the Stability section with
notes 28 through 51 (C3 - B4).

See “Unified Exam” on Next Page

Examinations & Test

Standards Committee
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Great Place For 1998

Galilee, where they bring in the tuna. Looking
east, Plimoth Plantation and Plymouth Rock,
MA are 49 miles. Or looking due west,
Tanglewood in Lenox, MA, summer home of
the Boston Symphony, is 144 miles — I've made the round trip
in one day for an afternoon concert there.

Northern NewEngland isn’tthatfar away, either: Franconia
Notch, NH, center of the area where you can view (or climb!)
the famous White Mountain peaks, see the Flume and the Old
Man of the Mountain, or ride the Canon Mountain Tramway,

See “Why Providence” Continued on Next Page

Providence Highlights

By Evelyn Smith, RPT
Institute Director

In the next six months,
we’ll have a series of Journal
articles describing the lineup
of special features and classes
for the 1998 Providence Con-
vention and Institute. To give
you a taste of some of the
exceptional offeringsin store,
this month we’ll feature the
Mason and Hamlin tour and
the Gallery of Rebuilders.
Watch this page and the web
site  (www.ptg.org/1998/

conv) for more information.

Mason & Hamlin

Factory Tour

The opportunity to see a
piano’screation doesn’tcome
often to technicians. It’s fit-
ting thatin New England, the
birthplace of piano making in
this country, you’ll be able to
see firsthand how a manufac-
turer creates the instrument
we love, from the selection of
the finest woods to the final
polishing of the cabinet.

The Mason and Hamlin
factoryin Haverill, MAis open-
ing its doors to welcome tech-
nicians who'll be in the area
to attend PTG’s Annual Con-
vention and Institute in Provi-
dence, RI.

On Wednesday, July 8,
we’ll take a chartered busfrom
Providence forthe 1-3/4 hour
ride to Haverill. The bus will
leave the convention center
at 10 a.m., arriving in time for
acomplimentarylunch atMa-
son and Hamlin. Small group

tours of the factory will begin
after lunch, and the bus will
return to Providence by late
afternoon.

Gallery of Rebuilders

For the first time at a Pi-
ano Technicians Guild Con-
vention and Institute, we will
have a major display of rebuilt
pianos called the “Gallery of
Rebuilders.”

The beautiful Rhode Is-
land Convention Center, with
its five-story glass walls, is an
ideal location for the display.
The Gallery is most likely a
one-time event, made possible
by the unique space at the
convention center.

We’ll kick-off the Gallery
of Rebuilders with a ribbon-
cutting on Wednesday after-
noon, and the pianos will be
ondisplay throughoutthe con-
vention. Accompanying each
piano will be information
highlighting unique features
of the piano or the rebuilding
process.

In the Galleryyou can talk
with rebuilders, play the pi-
anos, and compare the crafts-
manship of some of the finest
rebuilders in the country. In
addition, there will be short
recitals given on the pianos
during breaks between classes
to give you a chance to both
see and hear the finished prod-
ucts. The Galleryis not only a
chance toincrease your knowl-
edge aboutthe complexartof
rebuilding — it’s also a visual
and aural delight. 4



In The Trenches

By Carl D. Root, RPT
Member, Economic Affairs Committee

It was a long anticipated vacation. My wife and I had
discussed the possibility of sightseeing along the northern
Atlantic coast for many years, but were hesitant to make plans.
Vacationing with young children had
been difficult enough without adding
the complications of uprooting ourselves
every othernightand moving on toanew
base camp. But 15 and 11 seemed to be
old enough now, so we blocked out three weeks this past August
and booked motels at the beginning and end of the trip,
confident thatwe could find accommodations wherever newly-
discovered attractions led us.

Midway through the trip, we decided to try a bed and
breakfast. We chose one based on our guide book’s description
ofan establishmentwhich featured ‘music room sojrees.” I was
prepared for some sort of songfest accompanied by an old
upright, but when I located the large music room, I found an
entire wall of classical records, tapes, and CDs partially ob-
structed by a Yamaha C5 (It turned out that a second piano, a
Bosendorfer, had been sold recently to pay for a new addition
and renovation to the old house.)

Could you have resisted the temptation? Surely they
wouldn’t mind if I noodled around in the piano for a few
minutes. A chromatic scale immediately drew an audience, but
the proprietor’s reactions were not “Oh, do you play?” or “Will
you entertain us tonight?,” but “It’s horribly out of tune. We’'ve
been meaning to get it done.”

After revealing my true identity as a piano technician, I
expected the subject to be dropped after a “my, what a coinci-
dence.” Instead, they produced a tuning hammer — a Hale
professional adjustable model, no less, an A-440 fork, and a
single mute.

“Would you consider tuning the piano in consideration of
a couple nights’ lodging?”

I suppose I could have declined with a polite: “I'm on
vacation.” The lack of a temperament strip was my first con-
cern. I know a piano can be tuned without one, using a single
mute because I had seen the late Jack Sprinkle do tuning
concerts at Northern Virginia chapter meetings and was im-
pressed with the results he achieved using this method.

I also determined that the long head and #2 tip, which
wouldn’t seat properly on the pins, would make pin setting a
chore, but I tested a few pins and decided to accept the
challenge. (Past PTG president, Ulys S. Rogers, once claimed
to have tuned a piano with a socket wrench. I wonder if he had

Why Providence is a Great Place For 1998

Continued from Previous Page

Economic

News & Views

isjust 189 miles from Providence. Bar Harbor, ME, home of the
spectacular Acadia National Park with its ocean drive and
mountaintop views of the sea, is 333 miles. Burlington, VT on
beautiful Lake Champlain is 291 miles from Providence —and
Montreal is only another 83 miles from there!

Plan to come to New England next July ... we think you’'ll
find both the Convention and the location rewarding!
—By Wade Johnson, RPT, Vice-President, RI Chapter & Host Chapter Committee#

been on vacation.) A doubled over red felt key cover made a
fine temperament strip. An hour or so later, I announced that
I had just completed a preliminary tuning and would go over
it again tomorrow.

The principal pianist sat down and played ... beautifully!
I realized that this moment was special because it was the first
time either of my children had seen me tune a piano other than
in our home. This performer’s musical accomplishment fol-
lowed by his repeated expressions of appreciation were notlost
on them. Especially after I showed them two posters in another
room, each featuring his likeness. One commemorating a
performance at Carnegie Hall, the other, a recording session
featuring Chopin etudes.

The follow-up tuning that I promised the next morning
produced the expected improvements, so we decided to try
some voicing. We dug up the necessary sewing needle and vice
grips, picked afew offending notes, and left well enough alone.

It turned out that the piano had been tuned recently, but
let’s say it was not up to the standards to which he has grown
accustomed. We like to be compared favorably to our peers as
in, “This piano hasn’t sounded so good since so-and-so tuned
it back in nineteen whatever.” While I was basking in the light
of this favorable comparison, he was already thinking ahead
and started to compose alist of pianos I could tune the next time
Twas in the area. Apparently, his prospects for another satisfac-
tory tuning in the near future were rather grim. The nearest
professional who could produce the desired results had told
him, somewhat apologetically, that even for three hundred
dollars, he could still not afford to make the long trip.

I was reminded of a time about 20 years ago, when I had
been on a ski vacation in Jackson Hole, Wyoming. Sitting in a
booth in a ski lodge after a day on the slopes I learned that my
booth mates were all from the same family and enjoyed their
piano at home as much as they enjoyed skiing. One problem,
they lived in an area notorious for being one of the coldest
spotsin the continental US as well as being isolated. There was
no tuner anywhere near them. They proposed a tuning/ski
vacation in their neck of the woods. When I asked how many
clients they could line up for this hypothetical visit, the re-
sponse was: “Oh, about a hundred.”

Being an itinerant tuner isn’t such a farfetched idea. Bill
Pealer, RPT, 40 years my senior, once described the travels of
some of his older colleagues many decades ago when a tuning

See “In The Trenches” Continued on Next Page

Unified Exam Approved in Orlando
Continued from Previous Page

After the Stability is scored, the examinee will have 30
minutes to complete the exam by tuning Unisons. Notes 28
through 51 (C3 - B4) will be used for this section.

In conclusion, the unified exam is not only equal for
both the electronic tuner and the aural tuner, itis better —
the examinee will know how they are doing at the end of
each part. Before this latest change in exam procedure, the
examinee knewifhe/she were passing onlyat the end of the
entire exam. Even if the examinee is not passing, it is
recommended he/she complete the exam to get the full
benefit of this experience.

— Richard Bittner, RPT
ETS Committee Chairman#a
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Roanoke PTG Chapter
Promotes National Piano
Month on Radio

I have the privilege of serving as
President of the Roanoke Chapter of
the Piano Technicians Guild, Roanoke,
Virginia. I am sure that many chapters
did various things to celebrate Septem-
ber, “National Piano Month.” Justanote
to tell your readers what our chapter
did. We decided that this would be a
good time to make the public aware that
there was such a thing as a professional
organization of qualified piano tuners/
technicians. We co-sponsored a day of
broadcasting on “WVTEF” public radio
station for Southwest and Central Vir-
ginia. Throughoutthe day, listenerswere
reminded about “National Piano
Month” and that our chapter was co-
sponsoring for the day. No individual
names — just our chapter name.

I think that there are times when we
need to just put the name of our organi-
zation and what it stands for before the
public. Remember, what helps PTG na-
tronally, helps us all individually.

— Bob Hale, RPT
President, Roanoke, VA Chapter 240

In The Trenches

Continued from Previous Page

was a couple of dollars and an extra
charge for repairs was often replaced
by a meal and perhaps a bed for the
night.

I’m considering putting together
a basic tuning kit to be permanently
located under the front seat of my
family car, but I'm not seriously con-
sidering going out on the road again.
Mylongestregular commute was from
Rockville, MD to Leesburg, VA years
ago. This twice-a-year one-hour drive
was pleasant enough for this subur-
ban technician, but made for a very
long day. A small surcharge paid by
each of the five clients made the trip
cost effective, but when a few of the
piano players lost interest, the trips
were discontinued. 1 know that there
are many of you who consider a one
hour drive to a service area to be an
unavoidable part of your business
overhead. It’s the Jonger trips which
include an overnight stay that inter-
estme. Are there any of you out there
who find this sort of business trip
works for you? #2
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Letter Generates News

(What follows) is a letter I drafted
on behalf of the Portland Chapter. Ev-
ery member received a copy and was
encouraged to copy it and give it to
clients, teachers and other piano-
minded people. I sent a copy to a local
newspaper writer, teachers, etc. The
newspaper writer responded with (the
following) article ... to share with you.
It's an incredible endorsement for the
piano and an exciting return on the
time spent working on the outreach
letter. Promotion does help and is in-
deed vital to what we do.

— Julie Dunn Mackinnon, Portland Chap-
ter

Piano Technicians Guild Portiand Chapter
Dear Friends in Music,
Celebrate the Piano!!

September is the month nationally
recognized and designed to honor and
promote the extraordinary instrument
that has been in service for nearly 300
years — the piano!

We can all thank Bartolomeo
Cristofori (1655-1731), the inventor of
the piano escapementmechanism. This
mechanism allows for the rapid repeti-
tion of notes and control over playing
volume thus truly making the piano a
“piano-forte.” This historic, inventive
evolution continues even today and ar-
tistically allows us to share more fully the
jov of music.

The Portland chapter of the Piano
Technicians Guild encouragesall teach-
ers to take this opportunity to acknowl-
edge the piano and its contribution to
our world of music. We suggest showing
a plano related video to your music
students and/or contacting a local pia-
nist to presenta concert. We encourage
you to contactyour piano technician for
information and assistance. Be as cre-
ative as possible in finding ways of hon-
oring the piano and recognizingits place
in our music history and daily lives.

September is the month to cel-
ebrated nearly 300 years of piano tech-
nology, artistry and heritage.

Celebrate the Piano!!!
The Joys of Playing a Piano

Dorothy Jensen,
Special to the (Hillsboro) Argus

September has been nationally declared
the month to celebrate pianos. How about
that! Personally, | don't pay much attention to
national this or that month. | have ghost-
written a few proclamations myself and tend to
take the news with a grain of salt.

But I'm tuned into pianos. We always had

a piano when | was growing up. My big sister
played and it was my life’'s ambition to play as
well as she. My mother started me on lessons
early, because she heard me (horror of hor-
rors}) picking out tunes by ear.
The wisdom she grew up with was that if you
allowed a kid to play by ear, they would never
really learn to read music. So much for the
Suzuki method. Somehow, no matter what the
family’s financial state, we always got piano
lessons, as long as we would practice.

Some of the teachers were good. Some
of them were excellent. The last teacher | had
was bored stiff and made it clear. | pounded
my way through a lot of Beethoven sonatas
before | pitched piano lessons.

Our piano was a beautiful old mahogany
upright, with Doric columns for legs and a lot
of carving around the music rack. Ithad a clear
tone, not mushy like Sunday school uprights,
and usually played alt the black keys and most
of the white.

With relentless tuning, it could nearly-
almost-sort-of be brought up to pitch. We got
a lot of good use out of it.

It was pretty clear, early on, that | would
never become a public performer. Playing for
fun was one thing, but for me, recitals on any
instrument were agony.

| remember the time | got caught in a
repeat on a sonata. | repeated it around, and
around, and around until | could finally emerge
and finish the durn [sic] piece.

Funny, | never remember the times things
went well.

But in spite of performance anxiety run
amok, music has been abasic resource forme
all my fife.

When | first got married, right out of col-
lege andill-prepared for the roughtimes ahead,
my mother, understanding me well, footed the
biil for the piano of my choice, up to $1,000. |
chose a Steinway practice piano, now worth
many times more than its price new.

in times of tension, in times of frustration
and anger, in times of happiness and when |
was just killing time, | would sit down and play.
The neighbors (we lived in an apartment) got
sothey hollered up requests for favorite pieces.

| don’t play the piano too often anymore,
but | think having a piano has beeninvaluable.
Practicing taught me tenacity: if you hit a hard



spot, you slowed down, figured it out, worked
at it and got the job done.

Ittaught me to stick with things when they
are boring: ever gotten excited by endless
finger exercises and scales? And it taught me
responsibility: | had to plan practice time and
get myself to lessons on time for a lot of young
years.

Pianos are expensive and music lessons
are expensive, but they are an excellent in-
vestment.

Learning the piano will make it easier to
learn any other instrument. And once you can
play, it means hours and hours spent in per-
sonal joy.

You can buy an old piano and pay to have
it restored. You can buy a new piano on time,
or rent one, or borrow one from an aging aunt.
{fyou have a kid with any kind of a musical ear,
or if you always wanted to learn, go for it!

And happy September, National Piano
Month.

Oldest Piano Technician School
Received new “600-year-old”

Yamaha Piano

Vancouver, WA. — Representatives
from Cascade Piano Company of Port-
land, OR and Yamaha offered the “Keys
to a new Yamaha U3 professional up-
right piano” to the oldest piano techni-
cian school in the country, the Piano
Hospital, at its annual graduation ban-
quet held last June at Washington State
School for the Blind in Vancouver, WA.

Emil Fries (pronounced FREEZE),
the founder of the Piano Hospital, was
the oldest living piano technician until
his untimely death a few weeks before
the ceremony. Blind from birth, Fries
accepted visually impaired students to
the school, where they practiced their
craft of piano tuning and regulation.
Among the instruments they used was a
27-year-old Yamaha M2H upright, which
received the equivalent of 600 years of
tuningand 100 years of use —hence the
600-year-old piano. Because it outper-
formed all the other pianos in terms of
endurance and tuning stability, the Pi-
ano Hospital requested the donation of
anotherYamaha upright. Ed Tomlinson
of Cascade Piano Company presented
this donation at the Hospital’s 1997
graduation banquet with Yamaha Dis-
trict Manager Bob Shriver.

The family that owns Cascade Piano
Company has been servicing the North-
west for more than 70 years. The Piano
Hospital regularly offers pianos to the
local community for events and con-
certs.
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Stolen Bésendorfer Grand Piano

Montreal, Canada — On Decem-
ber 13, 1996, our company delivered a
Bosendorfer grand piano model 170
(5’8") polished ebony serial number
43964/1595, to a client. This was ini-
tially a gift for his wife who lived in an
exquisite ski resort north of Montreal.
We delivered the piano and were prom-
ised a certified (cashier’s) cheque on
delivery. The piano was delivered
promptly on the morning of December
13,1996, and we were given this cheque.
Unfortunately, this was a fake certified
cheque, and the thieves got away with
the piano.

Our company is requesting your
assistance. We are offering a $2,000 re-
ward to any technician who leads us to
the location of the piano. We have al-
ready alerted the Canadian chapter of
the PTG, several piano dealers in the
Northeast, local piano technicians, mov-
ers, and Music Trade Magazine in the
U.S. and Canada.

The police believe that thisisalocal
theft and we would like to alert specifi-
cally Quebec and Ontario piano techni-
cians. These thieves have hit electronic,
construction material supply, furniture,
and blinds and drapery stores.

Our company has been in business
more than 20 years and this is our first
major incident. We are the exclusive
dealers for Bosendorfer, Steinway, Bos-
ton, MSR Piano-Disc, and Samick pi-
anos in Quebec.

Thank you for your attention in this
matter.

Contact: John Rizopoulos, Pianos
Prestige (514)482-5304, Fax: (514)482-
4138

Magazine for Refinishers

Los Angeles — Professional Refinish-
ing, the new trade magazine specifically
for those who strip, repair and refinish
wood for a living, has just published its
first monthly issues.

This much-awaited title is the first
and only publication to deal with issues
specific to the wood-restoration indus-
try. Editorial content has been carefully
tuned to incorporate all aspects of run-
ning a refinishing business, from per-
fecting the skills and artistry of the job,
to the oft-overlooked details of manag-
ing a small business.

Eric Herman, the new title’s editor,
has pulled together a talented team of
expert writers to provide regular col-
umns and features for the magazine.
Bob Flexner, renowned in refinishing
circles, heads the list with his column
“Straight Talk,” in which he presents
ideas designed to streamline basic strip-
ping, repairing and refinishing opera-
tions. Other regular contributors in-
clude Alan Noel, a veteran refinisher
who answers questions posed by the read-
ers; Howard Scott, a recognized author-
ity in small-business management; and
Fred Steingold, whose column will fo-
cus on the legal issues facing small busi-
nesses.

The magazine is published monthly,
except for combined July/August and
November/December issues, by
McCloskey Communications, P.O. Box
306, Woodland Hills, CA 91365 and is
distributed free of charge to qualified
professional subscribers. (Please include
a business card with all qualified re-
quests.) Paid subscriptions are available
to non-professional readers: in the U.S.,
$30 per year; in Canada and Mexico,
$48 per year; in all other countries, $64
per year. Contact: Jim McCloskey, Pub-
lisher — (818) 715-9776.4%

Nominations are Now in Order

Nominations are needed for President, Vice President, and Secretary-Trea-
surer. In addition to these top three offices, we also need nominations for
Regional Vice Presidents. We encourage Chapters to present their nominations
to me or through the Home Office. Any RPT may present a nomination for any
qualified person or even for himself. All nominations should be submitted by
Feb. 1, 1998 in order to be included in the Nominating Committee report which
will be printed for the Council meeting in July 1998. Communication may be sent
to any of the following committee members: Laura Kunsky, Jack Stebbins, Dale
Probst, Larry Crabb, James Ellis (1st Alt.), or Bob Bussell (2nd Alt.).

— Jim Coleman, Sr., Chairman, Nominating Committee
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Fouvowniony Focus

Midwest the Focus of History

By Bruce Dornfeld, RPT

It’s the story of building pianos in
the United States told by focusing on the
Midwest. From the first mass manufac-
turers to the end of

industry that was once at the forefront of
world economy.

The book starts with the pioneers of
the trade. John Britting in Cincinnati in
1834 is the first on

operations at
Kimball Piano Di-

A History of Midwestern Piano Manufactur-
ing by Jack Greenfield, RPT

record. Alongwith
well-known names

vision in 1996, the
companies, owners and influential people
are all here. Total annual sales figures
for many years and other pertinent data
are essential for providing perspective
on activity in different decades. This
bookfillsalarge void in the history of this

Piano Technicians Guild
Foundation

Mission Statement
“The Piano Technicians Guild Foundation is
formed to support the goals of PTG by
preserving and displaying historical
materials and providing scholarships and
grants for piano performance, study and
research.”
PTGF Board of Directors

President
Laura Kunsky, RPT
Barrington, 1L

Vice President

such as Baldwin,
Cable, Kimball, Story & Clark, and
Waurlitzer are the lessremembered names
like Hale, whose influences are still felt.
Joseph P. Hale originated the “stencil”
piano in the 1860s. By 1869 he ranked
seventh in dollar volume of sales among
US piano manufacturers. His growth
continued, and in 1876 he was the lead-
ing manufacturer producing about one-
eighth of the country’s total output. Some
of the chapter titles include: “Chicago
and Cincinnati Areas Become Major Centers
of Piano Making,” “Rivalry Between Eastern
and Midwestern Piano Manufacturers, and
“Development of Instruments for Public Enter-
tainment” (i.e. coin controlled, players,
and orchestra pianos).

Jack Greenfield has written many
articles for the PTG Journal. He has over
one-hundred published articles to his
credit. The new Jack Greenfield Award
for best contribution to the Journalis the
most recent honor underlining the im-
portance of his writing. Jack’s first re-

The PTG

Foundation

Needs Your
Help!

The history of PTG and its
predecessors is in danger of
being lost. As part of its

mission, the PTG Foundation

has taken on the task of
preserving that history.

The work of coliecting,

organizing and preserving our
past must be an ongoing part of
our present. Your donation of
money or historical materials
will allow us to continue this
important work. You may also
designate the PTG Foundation
as the beneficiary of your PTG
death benefit. Contact the Home

search of this history appeared in the
Chicago Chapter newsletter, the
Wippenpost. Now he has put the history
into book form, rewritten from what pre-
viously appeared in the Wippenpostor the
Journal.

If you think you know the history of
the piano industry from Alfred Dolge’s
books Pianos and Their Makers and its

Isaac Sadigursky, RPT
Westlake Village, CA
Second Vice President
Chris Monroe
Irvine, CA

Secretary-Treasurer
Webb Phillips, RPT

Hatboro, PA

Directors
Don Valley, RPT
Fairforest, SC
Fred Raudenbush, RPT
Millville, NJ

Directors Emeritus
Bruce Dornfeld, RPT
Marshall B. Hawkins, RPT
Charles P. Huether, RPT
Ernest S. Preuitt, RPT
Roger Weisensteiner, RPT
Nolan Zeringue, RPT

Executive Director
David Hanzlick, CAE
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sequel Men Who Have Made Piano History,
remember that these were published in
1911 and 1913 and have nothing of later
years. Recently, a number of books have
appeared about single manufac-
turers, but the larger picture
painted in A History of
Midwestern Piano
Manufacturing is
not found else-
where. We get
Jack’s careful
research in
this concise
book and a
story that’s fun
to read.

Office for details.

Honor a mentor, friend or
associate, either living or

deceased, with a tax-deductible
contribution. Three contribution
levels have been established:

¢ Patron ($100 or more)
¢ Contributor ($50-$99)
¢ Supporter ($35)

To make a contribution, or for

more information, contact:
PTG Foundation
3930 Washington
Kansas City, MO 64111
(816) 753-7747




: . CARTOON
40 Years Ago ... A Look Back at the Pages of

T'he Piano Technician, December 1957

Beginning in 1947 the artist, Robert Glueckstein and editor
Hoskins collaborated to produce a series of cartoons for the Piano
Technician Magazine. As we now have a host of readers who did
not see the issues of the earlier years, and as we will have several
hundred more after January 1st, 1938, it has been decided to reprint
the more popular of the cartoons. We hope you will enjoy them.

The one shown here first appeared in December, 1953.
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The Piano Technician’s Journal makes its debut.

This, the December number, will be the last issue of the Piano
Technician in its present form, and at the same time the Tuners’
Journal will suspend publication. In the place of the two magazines
will appear the new periodical which will combine the best features
of both as well as the many writers whose have b a
by-word for many years.

The new magoazine, henceforth to be known as The Piano Tech-
nician’s Journal, will be the official organ of the PIANO TECHNICIANS
GUILD which, itself, is the result of the merged interests of the
National Association of Piano Tuners and the American Society of
Piano Technicians. All subscribers to either or both of the former
magozxines will automatically receive the new publication for the dura-
tion of their subscription or its renewal.

DON'T MISS Volume 1, Number 1, January 1958, Plans are to
make this the most complete, educational and inspirational Journal,
from the first issue on, that has ever been published for piano tuners
and technicians. You will want this first number and every one there-
after, so if you are changing your adress be sure to make this known
in plenty of time to be kept on our mailing list. And if your subscrip-
tion is about to lapse RENEW AT ONCE.

A NEW YEAR

A NEW MAGAZINE

A NEW HIGH IN YOUR PROFESSIONAL FIELD

THE PIANO TECHNICIAN'S JOURNAL, Junuury 1958 “Yeah; but where did ya get the screwy idea that 1 wanted a

wwwmwwwwwwwwmwwwwwwwmwumwuwumys@ piano instead of a drum last Christmas?"
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January 9810, 1998 April 23-26, 1998
ARIZONA STATE SEMINAR ' PACIFIC NW REGIONAL
Arizona State University, Tempe, AZ Banff Centre, Banff, Alberta Canada
~ Contact: Rick Florence (602)926-4328 or (602)965-6760  Contact: Chris Gregg (403)226-1019
119 E. San Angelo Ave,, Gilbert, AZ 85234 or Fax (403)226-2430

11444 Coventry Blvd,, Calgary AB T3K 4B1 Canada
February 20-22, 1998

CALIFORNIA STATE CONVENTION May 1-3, 1998

Pomona Valiey, Riverside, CA FLORIDA STATE SEMINAR

Contact: John Voss (909)794-1559 Mariott Hotel, W. Palm Beach, FL

2616 Mill Creek Rd., Mentone, CA 92359 Contact: Tom Servinsky, (561)221-1011

5271 SE Nassau Terr., Stuart, FL. 34997
March 19-22, 1998

CENTRAL WEST REGIONAL SEMINAR May 16 1998

Clarion Hotel Airport, Wichita, KS NEW MEXICO SPRING SEMINAR

Contact: Marty Hess (316)744-0564 Piano Store (Vintage Piano Workshop) Albuquerque, NM
3900 N. Parkwood, Wichita, KS 67220 Contact: Les Conover (505)255-0658

4805 Central, NE, Albuguerque, NM 87108
March 26-29, 1998

PA STATE All seminars, conferences, conventions and events listed here are approved PTG activities.
; Chaptersandregionswishingtohave theirfunction listed mustcompleteaseminarrequestform.
Hotel Br.unsw1ck, Lan caster, PA To obt'gin one of these formns, gonmct the PTG Home Office or )011? Regional Vice };(lcsidem
Contact: James Bittinger (717)846-3589 Onceapprovalisgivenandyour requestform reaches the Home Office, vour eventwill be listed
43 N. Clinton St,, York, PA 17404 semonths prior and each issue until the month in which it s to take place.
Deadline to be included in the Events Calendar is at least 45 days before the publicadon date;
however once the request s approved, it will automatically be included in the next available issue.
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Tapping The Value Of Your
Life Insurance Today

A Financial Option InTime Of Need

The Piano Technicians Guild offers a cost-
free member benefit that will change the
way you look atlife insurance and help you
protect against financial uncertainties in
the future.

The benefit, called a “viatical settlement,”
enablesindividuals facing a severe chronic
disease or life-threateningiliness, such as
cancer, to sell their life insurance policy for
cash. The money can be used for many
purposes and in most circumstances if
free of Federal income tax.

Viatical settlements are offered by PTG
through Viaticus, Inc., an affiliate of the
CNA Insurance Companies—one of the
largest insurance organizations in the
United States.

Anticipating The Need Today

Each year, more than 2 million Americans
are diagnosed with a life-threatening ill-
ness. Unfortunately, many of these indi-
viduals and their families will experience
financial difficulties.
While health insur-
ance may pay for
many medical ex-
penses, mostseverely
illindividuals willeven- | 402
tually nolongerbeable
to work. Yet these
same individuals are
still responsible for
non-reimbursable
medical expenses,
mortgage payments, |z0%:
car payments and
otherday-to-day living
expenses.
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While alife-threateningillness is not some-
thing you want to contemplate, it is impor-
tant to determine if you and your family will
be financially secure in the event of such
acircumstance. You have already started
the planning process by saving and by
purchasing life insurance. However, re-
cent studies show that this may not be
enough. According to the Journal of the
American Medical Association, 33% of
families depleted all or most of their life
savings as a result of a life-threatening
illness. Additionally, the results of another
study, sponsored by the Robert Wood
Johnson Foundation, on the financial im-
pactof aterminaliliness on 2,652 families,
are summarized by the graph below.

Another Financial Option

The viatical settlement option is not the
only option available to individuals facing
a life-threatening iliness. Some life insur-
ance policies feature a rider called an
accelerated death benefit (ADB) which
enablesthe policy holderto receive acash

or mast of their sav nas
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In 43% of familics, the serioushy
ill polient was undar age 43 and
lost all of mast of thair savings

4% of poticnis required
cansiderable caregiving
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I
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“advance” of the policy’s face value. This
is not the same as a viatical settiement.
‘The table below compares ADBs to Vlatl-
cal Settlements.

Asthetable aboveillustrates, viatical settle-
ments provide individuals with flexibility.
Additionally, the viatical settlement ben-
efit can be used to complement the ADB.
For example, an individual may receive a
cash advance on their policy through the
ADB option and sell the remaining net
face value to Viaticus.

Learn More About The Service

We encourage you to take time today to
consider how you might utilize this ser-
vice, should you or your family ever need
financial assistance.

Please call one of Viaticus’ customer ser-
vice professionals at 1-888-200-5204 if
you have any questions about this new
benefit.

How The Service Works

The process of selling a life insurance
policy through Viaticus is simple and non-
threatening. Experienced insurance and
viatical professionals will guide you through

Viatical Settlement Compared to
Accelerated Death Beneflt (ADB) Rlder

-every step of the process.

* If diagnosed with a life-
threatening illness an indi-
vidual may decide to sell all
or part of their group or indi-
vidual life insurance policy
in order to acquire neces-
sary funds.

* The process of applying for
the Viatical Settlement benefit is simple
and completely confidential.

* There are no interviews, just a single
application form to complete. Once this
form is completed, and the individual
authorizes Viaticus to proceed with the
application, the life insurance policy and
the medical records are obtained and
reviewed by Viaticus.

* The amount Viaticus will pay for your life
insurance is determined by several fac-
tors, including projected life expectancy
and premium obligations. As a regu-

- lated industry, there are guidelines which
have been established in order to en-
sure that individuals receive a fair price
for their policies. These guidelines are
established by the National Association
of Insurance Commissioners (NAIC).

* Within an average period of 2-3 weeks,
Viaticus evaluates the application, the

medical records, and the in-

surance policy and makes a

decision. At this point,

Viaticus makes an offer and

the closing process starts

and payment is made. As
part of the closing, the fol-
lowing occurs: Viaticus be-
comes the beneficiary
named on the life insurance
policy; coverageis assigned
to Viaticus; and, Viaticus as-
sumes the premium pay-
ment responsibility, if appli-
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NEW RPTs

Region 1
142 Buffalo, NY
Graham J. Howes
'5-4618 Bayview Road
Hamburg, NY 14075
151 Pittsburgh, PA
Daniel A. Alberts

801 N. Pittsburgh Street
Connelisville, PA 15425

Region 2
325 Northwest Florida

Timothy P. Hollis
4309 W. 19th Street
Panama City, FL 32405

Region 4
441 Cleveland, OH

Marilyn A. Eble
P. O. Box 45608
Westlake, OH 44145

David J. Ireland
1038 Larchwood Road
Mansfield, OH 44907

Region 7
972 Portland, OR

Jana L Hyder
P. 0. Box 8633
Bend, OR 97708

Dan D. McClung
205 SE Wilson Avenue
Bend, OR 97702

Jeffrey R. Moore
3121 S.E. Division, Apt. B
Portland, OR 97202

Passages

NEW MEMBERS

October 1997

Region 1
011 Southwest, BC

Car! Fairclough

5252 Chilcotin Avenue
Powell River, BC V8A 4H7
Canada

Edward A. Fuzzen

Box 143

Crawford Bay, BC VOB 1EQ
Canada

Anne E. Solheim
10620-150th St., Apt. 800
Surrey, BC V3R 751
Canada

021 Boston, MA

David B. Mood
P. O. Box 45
Sykesville, MD 21784

061 Ottawa, ON

Sidney A. Arnold

418 Hatfield Crer.
Orleans, ON K1E 1TM8
Canada

078 New Jersey
Werner R. Aehlich

25 Maria Court
Hoimdel, NJ 07733

190 Southeastern Pennsylvania
David S. Helzner

7 Plum Court
Lafayette, PA 19444

Region 2
301 Atlanta, GA
K. Jeffrey Tanner
120 Cypress Drive
P.O. Box 441
Baxley, GA 31515
Region 3
731 Oklahoma
Peter Krauss

8605 S. Virginia Avenue
Oklahoma City, OK 73159

871 New Mexico
David G. Morris
Bell Ranch
Bell Ranch, NM 88441
Gary B. Walker
P. 0. Box 463
Durango, CO 81302
Region 4
441 Cleveland, OH
John J. Kowalski

4465 Stoney Ridge Rd
Avon, OH 44011

532 Milwaukee, Wi

John H. Gootjes

19125 W. Janacek Court
Brookfield, WI 53045
600 Waukegan, IL

Albert Fookson

535 N. Michigan Ave., #1204
Chicago, IL 60611
Region 5

501 Central lowa
Thomas H. Russell

1206 Michigan Avenue
Ames, |A 50014

Region 6

926 Orange County, CA
Andrew Thomas

10112 Aldgate Avenue
Garden Grove, CA 92840
Region 7

594 Montana

Elizabeth A. Baker

30 Reinig Street
Belgrade, MT 59714

The members of the SEPA Chapter were
sadden by the news of the death of Richard
Sivel. Richard has been an active member of
the SEPA Chapter since its formation. For the

Richard (Dick) Sivel
1929 — 1997

past 20 years he was an RPT, and held several offices in the
chapter. Richard specialized in the rebuilding of player pi-
anos.

Richard attended Delaware Valley College, and the Uni-
versity of Pennsylvania. He was a member of the Bucks-Mont
Astronomical Society, Amateur Astronomers Association of
Princeton, Peace Valley Nature Center and the Society of
American Magicians. He was formerly active with the Boy
Scouts in Philadelphia and Penns Park, Penn.
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Every one of us has such happy memories of
Richard that we will always treasure. When
the SEPA Chapter hosted the 1991 PTG Con-

vention in Philadelphia, Richard played the
partof Ben Franklin and played piano to entertain the dinner
guests. He always helped prepare for conventions, seminars,
and helped with the auctions. He could be counted on to stuff
envelopes, or anything that needed to be done. At local
chapter picnics, he delighted the children with hisstories and

magic tricks.

The SEPA Chapter and the PTG will greatly miss a dear

friend.

— Fred Raudenbush, RPT, Secretary of SEPA Chapter



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 Court
Clifton, NJ 07012
(201) 473-1341

BEVA JEAN
WISENBAKER
Corresponding Secretary
1103 Walton
Houston, TX 77009
(713) 864-6935

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

PTGA Honorary Life
Members

MARION BAILEY
Alwus, Oklahoma

JULIE BERRY
Indianapolis, Indiana

DESSIE CHEATHAM
McPherson, Kansas

IVAGENE DEGE
S. Pasadena, California

LUELLYN PREUITT
Independence, Missouri

VIRGINIA SELLER
St. Paul, Minnesota

JEWELL SPRINKLE
Roanoke, Virginia

RUBY STIEFEL
Louisville, Ohio
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DEDICATED ToO AUXILIARY NEWS AND INTERESTS

Seasons Greetings & Centenarian Secrets

Canvyou believe thatitis the time of year again
to greet your friends with a “Merry Christmas”
and/or a “Happy Hanukkah?” It just seems like
yesterday that we were
wiping our brow from
the 90 degree heat in
Orlando. Where does
the time go?

AsIstoodread-
ing and selecting birth-
day cards the other day,
Isaw one thatsaid, “May
you live to be 120, and
the last words vou hear
bemine.”In1986,aman
inJapanreached theage
of 120 yearsand 237 days
according to documents
that most experts believe to be authentic. Al-
though this current record still holds, many per-
sons have reached or surpassed the century mark.
About 12 percent of persons in the USA (more
than 35,000) are aged 100 or older, and it is
estimated that by 2030 over 21 percent (435,000)
of Americans will be centenarians.

Have you ever wondered what the secret was
to reaching the age of 100 or beyond? Research
studies, such as the Baltimore Longitudinal Study
of Aging and the National Institute on Aging
Biomarkers of Aging, followed a select group of
people for many vears
to evaluate their
changes over time.
These studies suggest
that the secret to along
life is related to genet-
ics, the environment,

Phyllis Tremper
PTGA President

Happy
Anniversary
Congratulations to
Willis and Kathryn
Snyder who are
celebrating their

and our lifestyle 50th wedding

choices. anniversary.
Jim Heynen in his

1990 book One-Hundred

In Memorial

We regret to
inform our
members that Bert
Sierota passed
away October 16,
1997,

Over 100: Moments with
One-Hundred North
American Centenarians
provides additional in-
sights. In his interviews
with persons aged 100
and older, he learned

that some lived to be 100 by avoiding cafteine,
alcohol and tobacco while others made it by
drinking a dram of scotch every day and avoiding
medications. Many recommended having an up-
beat outlook on life, maintaining close relation-
ships with family and friends, standing straight,
and exercising. My personal favorite was the ad-
monishment to keep your feet warm, your head
cool, your bowels open, and to trust in the Lord.

Who would have thought it would be so easy?
Now that we know the secrets, we too can live to be
120 ... and may the last voice I hear be yours.

Please have a wonderful and happy holiday
along with agreat NewYear and remember to add
music to your life. With all of the beautiful and
great music composed for this time of year, it
shouldn’t be hard to do. Music is the Spice of Life
so add it to your life generously.d

The PTG Foundation & the Auxiliary
By Fred Raudenbush, RPT

Yes, I am a piano technician with RPT
rank. And yes, I am also a member of the
Auxiliary. I am because [ want to show them
my support.

At our Orlando convention, we held a
meeting of the Board of Directors of the
PTG Foundation. Phyllis Tremper, President
of PTGA, favored me when she asked me to
be PTGA’s representative to the Foundation.
I felt honored to sit at the table with Nolan
Zeringue, Foundation President (1996-97),
and other dynamic members of the PTG.
The presence of these active and very busy
PTG members tells you how important the
Foundation is to PTG.

The Foundation has a simple but clear
mission: To support the goals of the Piano
Technicians Guild. It does so by maintaining
a museum that features archives, tools, parts,
literary works, and items of historical value
to the piano and the piano industry. We
award grants for study and research and also
maintain PTGA’s scholarship funds. A
Foundation scholarship, perhaps not very
well known, is the scholarship given to

See “The PTG Foundation” on the Next Page
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The PTG Foundation & the Auxiliary

Continued from Previous Page

worthy Associates to help them
upgrade to RPT. It pays the conven-
tion registration fee and a test taken
for upgrading. An outstanding
recipient is Laura Kunsky, who
recently retired as a Regional Vice
President and was elected Founda-
tion President.

The Auxiliary has always been
active in PTG affairs, We offer a
generous scholarship to young
artists; these artists perform at the
convention and the performance is
open to all. When you pay your

annual dues, part goes into the
PTGA scholarship fund. We have
fund raisers during the year and that
money also goes into our scholarship
fund. You can make a donation
anytime throughout the year. Per-
haps you want to make your contri-
bution to memorialize a loved one
or a colleague, or honor any occa-
sion that has special meaning to you.
Your contribution is tax deductible.

Our new Executive Director,
David Hanzlick, was also present at
the meeting. He told us he is willing
to help us anyway he can.

On a personal note, I feel that
all conventions, both international
and regional, would be beiter
attended if more spouses and
interested persons came. There
would be more family harmony if we
included the whole family in our
activities. I know it is much easier for
if I have my wife
and family \uth me when [ go to a

convention. With that in mnud,

me to “get away”

attend conventions with your family.
You will learn and have fun at the
same time. The PTGA has many
activities planned for you.ld
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FOR SALE

L !

REYBURN CYBERTUNER State of the
art piano tuning software from autho-
rized distributor and author of its user
manual, Mitch Kiel, RPT. Reyburn
CyberTuner™ version 2.0 just released,
includes Custom Equalizer (simple
graphical interface lets you individually
adjust stretch at A1, A2, A3, A5, A6 and
A7 totally amazingly cool), Limits (auto-
matically senses scale problems and ad-
justs octave widths as needed, spinetsand
shortgrands neversoundedbetter), Pitch
Raise (at every note, automatically mea-
sures and calculates overshoot using op-
timized overpull percentage from 4% to
38%}), Pianalyzer™ (specialized spectrum
analyzer displays pitch, inharmonicity,
sustain, and volume for partial 1-8, 10,
and 12 for any note, greatfor voicing and
scale design), PTG-approved for scoring
RPT tuning exam (a CTEls delightauto-
measures and records an aural tuning in
12 minutes or less), creates an editable
spreadsheet and graph of any tuning,
unlimited storage, and more. Read a
review of RCT 1.0 in Jan. 1997 Journal.
Reyburn CyberTuner 2.0 $795
(Macintosh only). Upgrade from RCT
version 1. x $99. READY-TO-USE COM-
PLETE PACKAGES STARTING AT
$1595 (Includes portable Mac computer
& RCT 2.0). Try RCT atno risk with our
30-day money back guarantee. Mitch
Kiel, RPT, 11326 Patsy Drive SE, Olym-
pia, WA 98501. 360-264-5112.
mitchkiel@reyburn.comwww.reyburn.com

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
alsospecialize in pre-hanging grand ham-
mers on new shanks for a $109.00 pre-
hanging fee. Write or call: Brooks, Ltd.,
376 Shore Road, Oid Lyme, CT 06371,
Phone: 800-326-2440, FAX 860-434-8089.

CLASSIFIEDS

Classified Advertising rates are 40
cents per word with a $8.00 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.

DECKER PLAYER PIANO—
Remanufactured player system by Dan
Gates. Rebuilt action and keys, brown
mahogany finish. Pristeen condition.
$5,000 OBO. Bench included. Gor-
geous looking instrument!
Carraher in PA, 717-367-8256.

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. Call today to place an order or
for a free price list. PIANO CLIMATE
CONTROLSUPPLY, Steve Cunningham
1-800-443-7509.

PIANO TUNING BUSINESS established
15 years. Denver-Boulder, CO area.
Write: Seller, P.O. Box 9689, Denver, CO
80209-0689.

FRANKLIN DUPLEX SLIDER. This ex-
citing and ingenious new tool was in-
vented and designed by a tuner for tun-
ers exclusively, to tune any kind of rear
adjustable duplex harmonic bridge, in-
dividual oliquot or contiguous. Call or
write. SINGING TONE Box 2063, Peter
Stuyvesant Sta., New York, NY 10009.
(212)677-56760.

Mike .

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. ALL DAMPP-
CHASER PRODUCTS (New distributor-
ship) Our promise is Quality and Fast,
Knowledgeable Service. For full infor-
mation and free sales kit contact
EDWARDS STRING COVERS, attn.:
LaRoy or Judi Edwards, PO 646,
Brookdale, CA 95007. Ph. 408-338-1828,
FAX 408-338-4580.

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 byitsfinal toneand action. “When
you're striving for excellence—beginwith
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.

CHICKERING 79" GRAND PIANO—
Built in 1864. Serial #27208, plavable,
needs restoration, case in very good con-
dition. $1,500.00 or best offer. (207)374-
9988.

HAMMER BORING GUIDES. All metal,
weigh 15 Ibs. Accurate and easy to use.
$200.00. Instructions and photo avail-
able on request. Kent Gallaway, 709
Thorne, Ripon, WI 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. Maver
Gluzman, 6062 Anne Dr., West
Bloomfield, MI 48322, (810)661-4869.

STEINWAY B, 7-Foot Grand Piano. In-
herited from single-owner parent. Tun-
ing maintained since purchase. New
1972. Fully regulated. Bright Steinway
sound. Located in WV. Minimum
$22,000. (304)295-9074.

FOR SALE— 2 oz. brass string level-level
$25.00 delivered. Mothergoose Music,
410 Ada Road, New Plymouth, ID 83655.
1-800-278-5257.

E-Mail: imatuner@primenet.com
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SOUNDBOARDS BY NICKGRAVAGNE.
Ready-to-install crowned boards or semi-
complete. Over 130 new boards out
there! New expanded and updated
installation 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.,
Hale, RPT).

SAT Cozy,; a padded sleeve 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

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

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

PIANOS FOR SALE— Steinway C, turn
of the century85 key, Steinway B, Steinway
S, 9' Baldwin grand (1920s). Stemways
need rebuilding Baldwin was rebuilt, re-
finished 15 vears ago. Asking $40,000 for
all, not %ellmgmdmduallv Bill Maguire,
(516)261-6799, 146 Broadway,
Greenlawn, NY 11740.

HANDCRAFTED TOOLS— For Bear-
ing, Notching, Hammershaping,
Ribshaping, and More! Call or write for
free brochures. 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-
plving the industry for 140 vears. Richard
E. Meyer & Sons, Inc., 11 Factory Street,
P.O. Box 307, Montgomery, NY 12549;
914-457-3834.

50/ Piano Technicians Journal / December 1997

Grass Valley, CA 95945 (Ken -

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 El1 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 - COMPUTER TOOLBOX
FOR TECHNICIANS. WIN & DOS Cli-
entManagement, Mailmerge, Correspon-
dence, Import/Export, Labels, Enve-
lopes, Autodial and more. Measurement
Conversions. Trade Specifications, Zip
Code, Supplies, and Resource Databases.
Conversions, Specifications, Calculations,
Repair Formulas, and more. $30.00.

http://ourworld.compuserve.com/

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

DOING YOUR OWN KEYTOPS? For re-
surfacing vour 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.

PIANO COVER CUSTOM MADE toyour
specifications. Rehearsal covers nowavail-
able. Specializing in custom colors and
fabrics. Call or write for brochure. |M
FABRICations; 10516 Ohop Valley Ex-
tension Road, Eatonville, WA 98328, 360-
832-6009.

PIANO STORE FOR SALE—Great
Startup Opportunity. Established piano
store in great location on a very busy
street. Strong business growth. 780sq. ft.
with the same size downstairs for piano
storage and repairs. Excellent reputa-
tion in Greater Boston area. Will con-

sider partial owner financing. Call 617-
630-8382.

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., Wa\ne NJ 07470.

*Steinway Model L, 510", 1928
\Iohagom $22,500; *Stemwav 510" O,
1920, Light Mahogany, $13,900!
*Steinway 7' B, 1900 Artcase, $25,000;
*Mehlin & Sons, 1924, 9’ Ebom 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, $9,500;
*Baldwin/Howard, W/Pianodisc & Or-
chestra, $9,995; *Baldwin 7', Ebony gloss
w/Pianocorder, $14,000; *Fisher Bby
Grand, 5’4" 1915 Circasian Walnut,
$4,895; Call SCHROEDER'S PIANOS
for a complete list of used pianos,
800-923-2311.

CALL VICTOR’S for largest selection
of Fine Grands in USA. Over 400, all
makes. Need Technician, 300 NW 54
St, Miami, FLA 33127, 305-751-7502.

FORSALE—Replacement Reeds wanted
for use in Parlor Reed Organs. Direct
inquiries to: Paul Toelken-supplier, PO
Box 25017, Prescott Valley, AZ 86312,
(520)772-8914.
ptoelken@northlink.com

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
pianos. Ed’s 504-542-7090.

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, OR 97035 (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 issold as is. For
more information call: Roger H.
Weisensteiner at 800-422-1611.

BALDWIN SD-10 CONCERT GRAND—
Powerful and rich tone. Used less than
100 hours since professionally rebuilt
and refinished. Will take trade-ins. Price
negotiable. Hilton White, RPT, 801 Blake
Avenue, Glenwood Springs, Colorado
81601 (970)945-9552.



HELP WANTED |
| AT

TUNER/TECHNICIAN NEEDED
IMMEDIATELY FOR PIANO SERVICE
CO./RETAILER in Miwaukee area. RPT
preferred, butwill considerallapplicants.
We are looking for someone with good
tuning/people skills to grow with our
fun company. Rebuilding and/or refin-
ishing skills are a plus, but will train.
Excellent pay and benefits will be based
on experience. Salary package includes
health/life ins., vacation, mileage, and
401k. Please send resume/cover letter
to: Eric L. Carlson, RPT, 3550 Osborne
Blvd., Racine, W1 53405.

CONCERT TECHNICIAN — Withsstrong
concert tuning background and expert
technical skills to serve International
performing artists and private customers
is needed by Steinway’s exclusive repre-
sentative in the Philadelphiaarea. Salary
+ benefits. Applications confidential.
JACOBSMUSICCO., 1718 Chestnut Str.,
Philadelphia, PA 19103. Phone:
(215)568-7800, Fax: (215)568-0020.

VICTOR’S PAYS HIGHEST WAGE—
For rebuilder to restore 200 grands.
Spend winter in Florida and summer up
North. 300 NW bH4th Str., Miami, Fla.
33127. 305-751-7502.

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 but not
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 contact Alan Vincentat 1-800-533-
2388 for more information or FAX re-
sume to 847-520-9593.

SERVICES
LALGRIR L

PLAYER PIANOS Rebuiltbought & 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.

KEY BUSHING: 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 PLATE 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
Dewey Enterprises, Inc; 861 E. 2900 North
Road, Penfield, IL 61862-9603, phone
(217)595-5555,

CALIFORNIA SOUNDBOARDS BY
DALE ERWIN, RPT. For prices on
soundboards, bridges, pin blocks and
complete restoration, 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.

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 vyou!
Heartland Piano Restorations

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 PAN-
ELS — North Hudson Woodcraft has
been producing QUALITY soundboard
blanks for over 100 vears. We will custom
build a spruce soundboard to your specs.
Rib stock, shim stock, and quartersawn
Hard Maple also available. For informa-
tion and prices call: NORTH HUDSON
WOODCRAFT CORP. (315)429-3105 -
FAX (813)429-3479.

RESTORATION OF CARVED WORK,
turnings, inlays, and marquetry, includ-
ing repair 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.

SIGHT-O-TUNER SERVICE: Repairs,
calibration & modifications. Fast, reli-
ableservice. Richard]. Weinberger; 18818
Grandview Drive; Sun City West, AZ
85375. PH. 602-584-4116.

PIANO KEYS . . . We manufacture re-
placement keysets for nearly any piano.
The cost is often less than reworking the
old keys. We use the finest materials, and
offer a number of options to suit your
needs. Contact: Rick Wheeler at
RoseLand Piano Co. (503)239-8554.
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TRAINING

NILES BRYANT OFFERS TWO HOME
STUDY COURSES: Electronic Organ
Servicing: Newlyrevised. Coversall makes
and models — digital, analogue, LCT’s,
synthesizers, etc. Piano Technology: Tun-
ing, regulating, repairing. Our 87th year!
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’'shome. Applications are
invited for upcoming seminars in tun-
ing, grand action regulation, historic run-
ings, harpsichord maintenance. Tuition
includes instruction and use of facilities,
private bedroom (share baths), break-
fast and lunch. Write or call for informa-
tion. Bill Garlick, RPT, 53 Weeks St., Blue
Point, NY 11715; 516-363-7364.

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: RANDY POTTER,
RPT; 61592 ORION DRIVE; BEND, OR
97702; 541-382-5411.

See our ad on page 3.

VIDEOS

Ll

INSTRUCTIONAL VIDEO TAPES.
Victor A. Benvenuto. Piano tuning,
$50.00%; Grand Regulating, $50.00%;
Grand Rebuilding, $100.00 (2)%; Key
Making, $50.00%; Soundboard Replace-
ment, $29.95%, (¥*Plus S/H). The Piano
Shoppe, Inc., 6825 Germantown Avenue,
Philadelphia, PA 19119-2113; Ph. 215-
438-7038, Fax, 215-848-7426

&89 / Piann Tarhniriane intrnal / Deacember 1097

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, Pin-
block Installation, A to A Temperament,
Baldassin-Sanderson Temperament, 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
I, 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,
IA 51104 .

WANTED

WANTED!! DEAD OR ALIVE: “Steinway

uprights and grands.” Call collect, Ben
Knauer, 818-343-7744.

WANTED—OId Chickering grand action
parts and/or case parts. PTG member,
technician. Contact Michael W. Hart,
PO Box 268, Corbin, KY 40702 (606) 528-
8760.

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.

WANTED: By PTG Member Techni-
cian—OLD ROSEWOOD VENEER. Any
size or amount acceptable. Contact
Michael W. Hart, P.O. Box 268, Corbin,
KY 40702 (606) 528-8760.

WANTED: TINY PIANOS such as the
Wurlitzer Student Butterfly orothersmall
types. No more than 50 keys. Call toll-
free: Doug Taylor, 1-888-895-6211. I'll
pay shipping!

WANTED: Heintzman, Mason & Risch,
Nordheimer, Steinway & Sons, Mason &
Hamlin, Knabe & other vintage grand
pianos. Call Karl Verhnjak RPT or Rod
Verhnjak, Surrey, B.C. 1-800-240-7426.

wwiw.dirrect.ca/verhnjakpianos

WANTED: Very old Chickering Grands
to restore. PTG member, technician
would appreciate your referals. Contact
Michael W. Hart, P.O. Box 268, Corbin,
KY 40702 (606) 528-8760.

Advertise your service in the
PTJournal classifieds.
An inexpensive and effective
way to get the word out!

Call the Home Office by
December 17
to be included in the
February 1998 issue.

Send your classifed ad to:
PTG Home Office
3930 Washington

Kansas City, MO 64111
OR FAX THE AD COPY TO:
816-531-0070.

Include your check or Visa/
Mastercard number
(with expiration date),
along with your name and
daytime phone number.
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Super-size or regular, PianoDisc’s

Installation

Do you want your training class super-
size or regular?

That’s not usually an option for
PianoDisc’s Installation Training class: we
believe in the adage “good things come in
small packages.” For 1997’s last class of the
year, however, we decided that “bigger is
better” might apply — just this once. As a
result, October’s six-day class consisted of
14 technicians, nearly twice our usual limit.

Despite the challenge of a higher than
usual student-to-teacher ratio, Instructor
Mark Burgett still managed to give plenty
of hands-on, individual training. Technicians
appreciated the effort, finding the class well
worth the time invested and miles traveled
to attend. And considering that one class
member came from Saudi Arabia and an-
other from Barbados, that’s saying some-
thing.

“News that we’re reducing the number
of Installation Training classes next year [to
allow more time for Continuing Education
classes] had a lot to do with the demand,”
explained PianoDisc’s Tom Lagomarsino.
“And of course, completing PianoDisc’s in-
stallation training classes always means in-
creased income. Who wouldn’t want that?”

Technicians interested in attending our
factory held classes in 1998 should call 1-
800-566-3472 for more information and to
make reservations now. As another old ad-
age goes, “‘He who hesitates is lost.”

raining cla

sses deliver

October's Installation Training class, back row, from left: James Powell; Dan Paris; Michael
Reitzer; Instructor Mark Burgett; Ron Kroenke; Scott Lundquist. Middle Row, from left: Frazier
Baldwin; Neo Paris; Mel Edwards; Daryl Crabtree; Dennis Penney; Gregory Fisher. Front row,
Jrom left: Glenn Suyker, Fabian Morris; Marvin McDonald.

Steve Allen Update...

Steve Allen’s PBS special will be
shown in early December instead of No-
vember 28th, as we reported earlier.
Please consult your local listings or PBS
station for the exact airdate in your lo-
cation.

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

PTG Florida to feature

2-day service seminar

The PTG Florida will offer a two-day
PianoDisc service seminar during its state-
wide convention in 1998. The class is open
to any technician interested in servicing the
PianoDisc system. No installation training
will be offered, however the class will cover
how to service all of PianoDisc's models,
from the PDS-1000 through the PDS-128
Plus, as well as the GT-360 (PianoDigital
with QuietTime). Successful completion of
the two-day, sixteen hour course will result
in certification as a PianoDisc Service Tech-
nician. _

The convention is scheduled for April
30th and May Ist and will be held at the
Palm Beach Garden Marriott Hotel. Anyone
interested in attending the PianoDisc semi-
nar should contact both the PTG Florida and
PianoDisc for information and availability.

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

Yamaha Service December 1997 ,
Last month, we discussed the need for skilled technicians to establish The various sized screws are housed in bins and connected to the S
the exact position and elevation of the V-Pro plate in reference to robotic machine by plastic tubes. With the use of air pressure, the

the bridges. screws are propelled through the tube to the head of the robotic

An 0#9 or (:On o- Of_ A-Kin d Muac /? i?’l en machine for insertion into the backframe.

The third procedure is to trim the slightly oversized backframe
In this article, the back assembly goes to the next computer P _ _ ghth

to its precise dimension. Si
controlled machine designed and built by Yamaha especially for this 0t precie dimension. Since the

he piano is glued t
facility. This machine does a number of precise procedures. case of the piano is glued to the
First, the back-

frame assembly is

backframe, the distance between
the sides of the piano is determined

, by the size of the backframe.
locked into place and ’
. , wigs Hence, you will never find a keyslip
two “locator holes” are it bins bront boad that | vl ’
' 4 t tLits i ight
drilled into the upper at binds, or an upper front board that fits poorly or is unsightly on a

back of the backframe. Yamaha piaso.

: ; These locator holes will
be utilized to position the backframe precisely on all subsequent robot-
ic machines as the backframe makes its way through the robotics line.
(You may have noticed the large “wooden buttons” which are glued
on the back of Yamaha pianos to cover the locator holes.)

Next, the machine will drill precise
pilot holes for all of the remaining
plate and pressure bar screws. Because

various sizes of screws are utilized to

secure the
plate to the backframe, the machine sorts
which screw is to be inserted in which pilot

hole, then tightens the screw to its correct

torque without marring the screw head.

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

Parts & Service: (800) 854-1569 YAMAHA FAX: (714) 527-5782

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

H
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