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The More Things Change ...

assing into the next millennium seems be making almost everyone a

bit more reflective these days. While tuning I muse about the changes

and trends our craft has seen recently. William Braid White would be
amused at how technicians have progressed through the decades. I like to
think of him smiling down upon us as we go through our paces.

Piano technicians are confronted daily with a unique blend of contrasts
between old and new. In this fast-paced world, where a computer can be-
come out-dated in a matter of
months, we specialize in a machine,
if you will, whose basic design hasn’t
changed a great deal in over one
hundred years. While the instrument itself has matured to the point where
only minor differences are made from year to year, the rest of life around it is
growing and changing at a rapid pace.

By Jeannie Grassi,
Journal Assistant Editor

Our new tools, for the most part, are variations on old themes. Many new
techniques have evolved as a result of progress and innovations in other
industries. And then there are those changes that could not have been
imagined even 25 years ago.

We have become aware of just how hard this work can be on our bodies and
how to better maintain them ... our most precious of tools. In the past few
vears | have learned about key pounders to protect my fingers and hands,
and seat cushions to correct my posture and spare my back. My tuning
hammer is ergonomically correct. I have attended classes and read articles
that demonstrate the Alexander Technique and Trigger Point self-massage. [
dutifully carry and sometimes even remember to use my custom made
earplugs.

And we’re not only turned on, but we’re plugged in. Thanks to Al
Sanderson, RPT, and Dean Reyburn, RPT, electronic tuning devices are no
longer scoffed at nor considered crutches for amateurs. They commonly are
used and accepted as highly professional options in all arenas of our work. In
fact, many now wonder why their colleagues have not yet taken the plunge.

The average piano technician now understands well what this age of informa-
tion technology offers. One can even log on to the Internet from a client’s
home and receive immediate assistance from other technicians while on the

job. If we want, we can be reached at any time, day or night, with our pagers,

cell phones and fax machines. Many use computerized maps and navigation
systems in their cars to help them travel from job to job. My guess is that
William B. White never even owned a car.

So, are we more skilled today? Are we better technicians? The potential is
certainly there, but there is no substitute for experience. I enjoy taking
advantage of many of the new resources, techniques and tools to help me
execute my daily tasks, but if I chose not to I could still do a respectable job.
The challenge is to remember the basics and not to be more in love with the
tool than the task at hand. And let us not forget that what was old soon may
be new again. I feel more prepared and equipped than ever to step into the
next millennium with my ETD of choice to try tuning Thomas Young’s

Representative Well Temperament of — - -
b P Please submit tuning and technical articles,

1799. queries, tips, etc., to me:
Steve Brady, Journal Editor
Happy New Century! 205 McGraw Street » Seattle, WA 98109

Fax: 1-206-285-7610
E-Mail: sbrady @u.washington.edu




Texas State Association
October §-10, 1999

Waco Convention Center, Waco, TX
lames Geiger
(254)867-9589
Top-Notch Instruectors
Come to the golf game on Sat., hear the

pianist at the banquet on Sar. night, and
join the Chapel service Sun. morning.

Contact:

PTG members: bring a friend. sign them
up, and get a rebate!

“YOU NEED PIANOS
WE NEED SPACE”

Let’s Make A Deal {!
JAY-MART PIANO WHOLESALERS
Call Irv Jacoby
800-411-2363
216-382-3249 Fax

“The Piano Store for Piano Stores”

piano benches
piano covers
piano lamps
tuner/technician
parts & supplies

Call now for our brand new
FULL COLOR Piano Lovers
Catalogue!

Same Day Shipping

San Francisco Piano
Supply Company Inc.

800-247-0702

e-mail: info @ sfpiano.com

Fast, Convenient Service
Knowledgable, Friendly staff

Piano Tuners/Technicians are invited to call for a Technical
Catalogue andlor our new Piano Lovers Catalogue.

sales @ sfpiano.com

www.sfpiano.com

Randy Potter School
Of Piano Technology
Complete Correspondence

MHAama C#is 1rwaa

nome ol.ud'y' Course. ..
.. .for beginning students &
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tuner-technicians.

We Teach
* Tuning
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* 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!

andy 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,pianotuning.com
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17 — A Guide to Bridge Recapping — Part Vi
Contributing Editor, Bob Hohf, RPT, continues his series with this installment on
Setting Downbearing.

25 — Ear Training: The Overtone Series
In Part Il of this series, Ed Sufton, RPT, discusses some pointers for hearing
partials and the overtone series.

28 — Bedding the Keyframe — Part |
Brian DeTar, RPT, begins a three-part series of articles on his procedure for
successful keyframe bedding.

29 — The Restoration of Historical Temperaments
Owen Jorgensen RPT, explores the revival of Historical Temperaments and the
role of the piano technician.

32 — Becoming a Well-Tempered Pianist
Enid Katahn, Nashville concert artist, describes her discovery of Historical
Temperaments from a pianist’s point of view.

34 — The Bartolomeo Chronicles
Bartolomeo “Examines the Keys” in Part 10 of this 12-part series by Dave
Patterson, RPT.

SO UIMINISET 8= C O MIMIEINIT:
2 — Editorial Perspective
The More Things Change ...

By Journal Assistant Editor, Jeannie Grassi, RPT.
6 — President’s Message

Falling Short in Planning Doesn’t Mean Failure

By PTG President David P, Durben, RPT

8 — Letters
Bill Bremmer, RPT, comments on Virgil Smith’s article on the Festival of Tem-
peraments.
10 —TT&T

Multiple tips on mutes and muting; trying new tuning tips; new idea for Accu-
tuner hand switch; Buzzy Babies, a new tool for muting the duplex scales on a
grand piano.

12 —-Q&A
How fo clean a plate before re-gilding it. What's the best way to tighten damper
screws? How to hire subcontractors and follow IRS regulations. How fo estimate
the amount of wire used for a restringing job.

35 — 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: Industry News; New Members;
Reclassifications; Passages; and Member Benefits.

39 — The Auxiliary Exchange

40 — Classified Advertisements

44 — Display Advertising Index

[OIVIEIRG AN

This month’s cover features the art of LA Chapter member Marlene Marston.
This mixed-media sculpture features piano parts and a gourd on a stained wood
-base.
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Buld Your Tuning

‘Now that I'm installing

Dampp-Chaser Systems, I'm

tuning twice the number of pianos”

Technicians who install Dampp-Chaser Piano Climate
Control Systems report that their tuning business is thriv-
ing. By advocating climate control, they feel they are
doing the best thing, the Right Thing, for the piano. In
return, their clients reward them with referrals and
greater receptivity to other improvements.

Build your referral business with Climate Control!

After you install a Dampp-Chaser Climate Control System in .

your client’s piano, something predictable happens: It Really
Works!

How often do we purchase a product that promises improve-
ments but doesnt perform? So, when a product fulfills the
promise, we're excited. We tell our friends and family about our
smart buying decision. And, piano owners with a new Dampp-
Chaser System do the same.

The newly-installed System makes obvious improvements in
the piano which your client will notice in two or three days—the
tuning holds better, the pitch remains stable, the touch is more
consistent, and, because unisons and octaves stay clean, there is

more quality in the tone. Now that the piano sounds bet-
ter, your client is playing more.
The circle of shared information about the

System then widens. Your client tells her fel-

low choir members and symphony volunteers
about the positive change in her piano (music
lovers associate with other music lovers). Her con-
fidence in you is greater than ever. She freely rec-
ommends you to others, knowing you will do a great
job for them, too. And, as you protect more pianos
with climate control, the referrals multiply!

PP-CHASER

ANO CLIGATE CONTROL SYSTEMS

Moy %a ‘

—Wally Meissner
Dampp-Chaser Field Expert who has installed over 800 Systems

Build your regulating and veicing business
with Climate Control!

According to experienced Dampp-Chaser installers, your tun-
ing client experiences a change in attitude toward the piano after
the installation of a System—she begins to place more value on
the piano as a source of enjoyment.

With a System, the piano sounds better which lends the per-
ception that her playing is better. Or, she observes that her child’s
playing has improved. And, she is pleased that the child is will-
ing to practice for longer periods. (Children also recognize the
enhancement of tuning, touch and tone.)

Each time your client notices the System’s light panel under
the keyboard, she is conscious that the System is working, con-
stantly protecting her piano, When the blinking light calls for
more water in the humidifier, she reaches for the watering can
immediately. As she pours in fresh water, she is aware the System
has used, to good purpose, the water she added two weeks ago.
Each time she “waters the piano,” the emotional bond with the
piano is strengthened.

Meanwhile, her regard for you as a professional has grown. In
her eyes, you have taken her average-sounding piano (or highly
unstable piano) and converted it to an instrument of which she is
proud, an instrument that is dependable and predictable.

More than ever, she trusts and respects your opinion. So,
when you suggest ways you can make even more improvements
through regulation and voicing, she is more receptive to your
proposal. (A written proposal is more effective. For a proposal
example, buy the PTG’s Business Resource Manual, $20.)

Remember, the Climate Control System you recommended did
just what you said it would do. When you explain how voicing
or regulation will make a noticeable improvement to the sound
and yield greater enjoyment, she will follow your advice again!

Call Dampp-Chaser for unbiased print materials to convinge your clients of the necessity for cli-
mate control. Also, ask for our FREE Business Building Kit.

YOU VALUE THE PIANO
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Falling Short in Planning Doesn’t Mean Failure

In August of last year this column was concerned with the concept of
planning — how it can be used to further our goals and how it has been
employed in the various facets of PTG, from our annual convention and
institute to the chapter meetings we enjoy regularly. This August I'd like
to look at what happens when the plan doesn’t work out the way we had
expected.

After all, planning is a concept that is alternately scorned for its imper-
fection, derided for its direction and ridiculed for its presumptuousness;
it often is seen as a waste of time and money. While I don’t subscribe to
the idea that planning is an exercise in futility, I recognize
that we also must be prepared for the many times that our
plans fall short of our goals. For those times a more funda-
mental set of skills must be relied upon, those involving the
survival instincts we often take for granted.

When a plan fails, how do you react? What is the first ques-
tion you ask yourself? Do you try to figure out how this
happened, or why it happened? Do you try to find a way to
protect yourself from the consequences of the failurer Do
you (heaven forbid!) try to place blame for the failure? I
think we can all recall times when we might have reacted
with one of those questions.

But a truly effective reaction to a failed plan is to look
beyond the failure and try to see what the outcome is going

David P. Durben, RPT to be. Very often we will find that the outcome of the failure

PTG President
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is the fruition of the goal, or perhaps something that is
completely unexpected, but nonetheless a good thing. Some of the most
pleasant surprises of my life have come from the failure of a plan! Does
that mean that I shouldn’t plan? I don’t think so.

I believe that the reaction to failure is one of the true measures of the
quality of a person. It takes us to our most fundamental talents, to our
most basic training and tests the mettle of those things. This is where we
find out what our limits are, and where we need more tempering to bring
us up to our best form. When a plan fails, we need to look for the benefits
of the failure and capitalize on those. It is precisely at such a time that we
can least afford to look for excuses, because it seems that at such a time
we have only a brief moment wherein we might act positively. After that
the moment is gone forever and the failure has become the end result,
with no possibility for redemption.

So I believe that we needn’t fear the failure of a plan, but that we should
always be ready for it, because it will provide us with some of the greatest
opportunities of our lives.

AL E Al




World Class craftsmanship...
World Class materials and components. ..

U.S.A.

Soundboard and Ribs - Sitka Spruce
....... Warranted for a lifetime to the original owner
against cracking or splitting.

Pinblock - Hard Maple
Kiln dried Select Grade High Density Hard Maple provides
superior tuning and tone stability.

Tone and Action Regulation
All World Pianos are given -
a final voicing regulation in e
our California factory to
satisfy American tastes.

Germany

Hammers - Abel™ ® Renner™
Abel™ hammers are exclusive to the
WSG 275, Renner™ hamumers are featured
on all other WSG models.

Action - Renner™

Samick World Grand Pianos ™ feature an

improved version of the famous Renner™ Concert §
type action. S

Keys - Kluge™

Samick World Grand Pianos ™
feature full concert length grand
piano keys, which are 1/8” longer
than industry standard. Sharps are
crafted of genuine ebony wood.

South Korea

Py Iron Plate - Vacuum Formed
s 3 Warranted for a lifetime to the original owner
N\ % | against cracking or breaking.

Rim, Case, Structural Components
From hand notched bridges to specially built 100 ton rim presses, the best techniques
of age-old artisans mesh with new world technologies to create an instrument you
family will treasure for generations.

ISO 9000

Samick was the world’s first music manufacturer
awarded the I1SO 9002 Quality System Certification
(from TUV™). That means Samick can guarantee,
through third party verification, that our manufacturing
process complies with a globally recognized international
quality system standard.

...It all comes PRy |
together in the “——— S

Samick World Grand Pzano;M
Samick Music Corp., 18521 Railroad St, City of Industry, CA 91748 « 818-964-4700 Sa I-n I C K 4
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Response to Virgil Smith’s Temperament Festival Commenta

I enjoyed reading and was flattered by RPT Virgil Smith’s
account (fournal, May ‘99) of the Temperament Festival at the
Providence Convention. I would like to add my own com-
ments.

Whenever there is a comparison between temperaments
at an event like this, there always are some factors that make
the comparison somewhat invalid. In this case, I know that
both Virgil and I had more time to spend tuning our pianos
than the other contestants did. I've heard many people
comment that a perfect temperament is not nearly as impor-
tant as good, solid unisons, properly stretched octaves and
good stability overall. If this is true, it is perhaps one reason for
the outcome.

Karen Hudson Brown, RPT, is a very accomplished and
sensitive pianist and she certainly was able to adapt her playing
to display my temperament and tuning at its very best. I also
had a very fine instrument to work with, a new Walter grand.
Did I have the best piano, too? Perhaps I did. Indeed, Karen
and others remarked that they couldn’t decide whether it was
the Walter grand that they liked so much or the way it was
tuned. It was a nice question to have.

Personally, I liked RPT Paul Bailey’s Meantone Tempera-
ment the best. I believe that of all the temperaments dis-
played, it was the most interesting, the most innovative and
had the richest array of tone color. I personally would have
preferred to tune the 1/7 Comma Meantone Temperament
(7MT) which would have had a similar sound. However, I
knew what kind of audience I would be tuning for, one that is
used to hearing Equal Temperament (ET).

Virgil’s comments reflect what I expected the inevitable
perception to be: something that “doesn’t work.” This was in
spite of the fact that Paul’s temperament and the 7MT cur-
rently are used as universal temperaments, that is, a tempera-
ment that is useful and applicable to all kinds of music the way
only ET often is thought to be.

Most contemporary piano technicians have been rigor-
ously trained to perceive and execute ET and ET only. They
have been taught and have disciplined themselves to perceive
the quality of sound that ET produces as being the only way
that the modern piano sounds correct. The Meantone
Temperaments produce sounds that are distinctly different
from what most of us are used to hearing. They are effectively
an acquired taste.

You don’t win a competition by doing something you
already know the judges won’t like. Paul had the option of
presenting something that might have been more palatable.
He showed the greatest courage by adhering to what he knew
was his most advanced state of the art.

Although Paul’s tuning skills are extraordinary, he wasn’t
able to be there to tune his own piano. It had to be quickly
done by someone else. Karen fell in love with the new 7/8
keyboard and did very well, but she could not have been as
fully at ease with it as she was with a standard keyboard. His
tuning deserves to be heard again at a future convention
under the best of circumstances.

The temperament I used was not really a “modified ET” as
Virgil called it. In my view, you cannot modify or alter a state of
equality, you can only make it unequal. It is only equal if it is
truly equal, otherwise it is not equal. There is a name for those
kinds of temperaments that are only very slightly unequal, they

are called Quasi-Equal Temperaments (“quasi” means almost).

His idea is that when you play chromatic 3rds, 4ths and
5ths of my scheme, (which is not really a valid way of demon-
strating or analyzing the temperament), it sounds like a kind
of wobbly or somewhat inaccurate ET. But it is not one of
those Quasi-ET’s even if it might sound like it to some.
Numerically, however, it never does stray very far from theo-
retical ET and this is done on purpose. That makes it compat-
ible with ET but does not make it a modified ET.

The Equal Beating Victorian Temperament (EBVT) is a
modified version of the Rameau-Rousseau Hall 18th-century
Modified-Meantone Temperament. I believe that the reason
my EBVT is so well accepted is that it has been specifically
designed not to go beyond the bounds of the variances from
ET that we typically experience today. This leeway that many
ET practitioners say is acceptable is very neatly and tightly
focused into a temperament which abides by historical
precedents, logic and values. Although it varies in only subtle
ways from ET, it manages to evoke very clear distinctions from
key to key. The piano sounds as if it has been tuned “nor-
mally,” but it has a kind of tonal magic that is achieved only
through a very carefully calculated process.

More than just sound has been lost by the standardized
use of ET during the past century. People have lost the
concept of Cycle of bths-based tonality. As they do today,
composers of the past used the keyboard when composing.
The way the keyboard was typically tuned directly influenced
their idea of what a particular key should sound like.

If the ET advocates are right, there is no particular reason
to play or write anything in any particular key. All keys must
have the same properties so that anything may be played in
any key. They do not understand the logic that a harmonious
kind of sound should only come from the top of the cycle of
5ths and a brilliant or highly energized sound should only
come from the bottom.

It seems to me that musicians and composers somehow
still follow the Cycle of 5ths tonal logic but many piano
technicians seem to think that all kinds of tonality should be
possible in all keys. The truth is that ET literally homogenizes
both extremes into one neutral sound that cannot express
anything else but that neutrality.

Virgil seems to think that there is still some kind of “color”
or distinction between the keys of an Equal Temperament
when there clearly is none. Both Helmholtz and Dr. William
Braid White were very specific and purposeful about the
advantage ET has in providing no distinction whatsoever.
Braid White says in his book, Piano Tuning and Allied Arts,
when describing what he calls, “Mean-Tone” (presumably 1/4
Syntonic Comma Meantone): “Within its limits, it is really
lovely, especially in giving as it does, so definite a character to
each and every tonality, characters merged by the ET into
one.”

Virgil is not the only person who says that ET still has
color. I have heard and read several other people’s beliefs on
this. It simply cannot be both ways. There is either ET with
one major and one minor tonality or there is anything and
everything but ET which does have tonal distinctions.

The Chicago Chapter is planning to have another Tune-
off in September 1999. I have been honored, flattered and
exalted, to say the least, to be the one asked to challenge

Continued on Page 16
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Spent countless man hours on the Fluffendoofel to have
form and function...touch and tone???

So you're in Goober, Mississippi? So what...?

Let the World Wide Web P&G Investments
be your marketplace!
Vintage Instrument Listing Service
For Vintage Plancforte instruments
Reduced rates and Brokerage Sevices  form and  function...
for the professional RPT. touch and tane.

Visit our Website at http.//www pgtigercat.com
Gale Bullock of P & G Investments
P. 0. Box 30139, Columbia, MO 65205-3139 USA
573-445-8918 office, 573-445-0871 fax
Email: mutigercat@sockets.net

Promoting Vintage Pianofortes on the World Wide Web

Illl TECHNICIANS

for more informations ask:

Qliag AG * P. 0. Box 445
(CH-8703 Erlenbach/Switzerland
fax: ++41 191083 58

“YOU NEED SPACE
WE NEED PIANOS”

| GUILD

Let’s Make A Deal !!
NORTH CAROLINA REGIONAL CONFERENCE
ngh Pomt, NCeOctober29-31,1999 | JAY-MART PIANO WHOLESALERS
‘ Wheg i tfgi Call Irv Jacoby
800-411-2363
216-382-3249 Fax

“The Piano Store for Piano Stores”

A Full-Time Office Manager
for Just $149%!

PTBiz 2000 - the office solution for piano technicians
» Lets you spend more time earning,
+ and less time organizing.
» Now only $149.95

Call (317) 251-7930 for FREE trial software.
Written for Windows 95, Windows 98, and Windows NT. Visit us at www.ptbiz.com

PTG
T-SHIRTS

New StyLES!
New CoLors!
Moge Sizes!

T-Shirts come in Red or Gray, 100%
pre-shrunk, heavy weight cotton,
with a keyboard “swoosh™ across the
back stating “Piano Technicians Guild.”
The front has “Piano Technicians Guild”
on the left upper side

Memgers: $15
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Mutes and Muting

To make your wedge mutes stay in place better, run them
across a belt sander, perpendicular to the
direction of the belt: The roughened sur-
face bites the string well and they stay in
place much better.

To mute those pesky strings alongside grand plate struts,
try hooking two mute handles together as in Figure 1, and
insert them both between

the strut and the nearest
strings on each side. I
haven’t found a piano I
couldn’t use this on.

Do you want to carry
only one felt strip for the
whole piano? Cut a wide
piece down the middle
and leave it connected on
one end giving you one
long strip as shown in Fig-

b=

ure 2. Or, cut it off-center
so that it forms a wide strip
for the bass/temperament and a narrow strip for everything
above that.

Figure 1

§
f

Figure 2

Handles on wedge mutes can be a nuisance at times when
the weight of the handle causes the wedge to flop over or
come out entirely. Try shortening the wire on a few wedges,
asin Figure 3, and see how
handy they are. Try round-
ing the tops of the wedges
on a belt sander, making
them more comfortable to
use. Trim the front cor-
ners, too.

Using correction
fluid (also known as White
Out™) paint about 1/4
inch of the tips on both
sides of all your rubber mutes. Then, in low light conditions
itis much easier to insert the mute in the proper place.

Figure 3

— Michael |. Kurta, RPT

reprinted from Capstans Courageous, newsletter of the Northern

Michigan Chapter

Take a Tip and Sharpen Your Axe

There is a well-known saying that goes something like: “It’s
. ; never a waste of time to stop to sharpen
your axe.” The point is that having a good
and right tool for the job is worth the ef-
' fort and money.
This truth was brought home to me recently. Over the
last months I found myself more frustrated with tuning. It
seemed such trouble setting strings and then they weren’t

holding well. My tuning time was lengthening and my work
mood deteriorating. Finally, during one tuning I happened
to be staring at my tuning lever head and noticed motion
where there should not be any. I discovered that over time
the threads on the extension shaft of my hammer had worn
and the head was slopping around like a flag in the breeze!
No wonder I couldn’t control the pins. A new extension shaft
brought much needed relief.

I also discovered something I wish someone had told me
long ago. When ordering the new extension I also ordered
new tips: a #1, and a #2. While tuning, I found the supplier
had sent me a #3 instead of a #2. Oh well, I put on the #3. It
was heaven. I have never had such a good grip on a pin. I had
thought a #1 tip was for a 1/0 pin a #2 tip
fora2/0 pin, etc. but thatjustisn’tso. That
#3 has improved my tuning experience and
tuning time like a dream come true. Finally,
a sharp axe. I didn’t know such control was
possible. Don’t hesitate to spend a few dollars and try some
different tips. You might find a sharper new axe to work with.

— Lyn Nelson, RPT
reprinted from the West Michigan Chapter newsletter

Foot Switch becomes a Hand Switch

While tuning, the foot switch for the Accu-Tuner™ can be

held in the palm of the same hand that is used to strike the
keys. It is cheaper than a note switch and just as fast.

— Jim Cox, RPT

Northern Michigan Chapter

Buzzy Babies

Don Mannino, RPT, has come up with a clever way to elimi-
nate extraneous sound coming from the
front and back parts of the strings during
tuning. He calls them Buzzy Babies and
they are long, filled fabric tubes which are

placed on the aliquot or duplex scale of a grand piano.
Continued on Page 16

Figure 4
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Cleaning the Plate

I am reconditioning an old upright at the
present time. The plate is very dirty and I am
looking for methods of cleaning it before re-
gilding. Any suggestions would be much appreciated.
— Terry Beckingham
The Pas, Manitoba, Canada

Wim Blees, RPT: There is a very good
cleaner called Simple Green™, available in
most hardware stores, that does a very good
job of cleaning. You can use it straight for bad
spots, or dilute it with water for general
cleaning. After you have washed the whole plate, and
especially around the hitch pins, use an air hose to blow the
dirty water out from under and around the hitch pins. This
will keep them from rusting.

Robin Blankenship: Wash the plate thoroughly with a
common household cleanser. Sand it with 400-grit paper.
Clean it again with a de-greaser. Prime it and shoot it.

Mark Potter: TSP (tri-sodium phosphate) works real
well and is available at hardware, paint and grocery stores.
Rinse with water, dry well, including Wim’s suggestion of
air. A maroon or gray 3M Scotchbrite™ pad does a good
job of smoothing and de-glossing for better adhesion of the
new material. If there is contamination (fish eyes, etc.)
shellac is a wonderful barrier coat between the contami-
nants and your top coats.

Ed Mashburn, RPT: For plate cleaning we use a
product called Soilex™, We like it because it dissolves oils.
We get it at Porter Paints but any hardware store may have
it.

Beckingham responds —

Thanks for your suggestions regarding cleaning the plate. I
had another suggestion to use Fantastik™. I had some on
hand, so I gave it a try. It worked very well. The only other
product available up here in no-man’s-land would be the
TSP. I will try it next time.

Dancing Dampers

I’'m wondering if anyone might have a sugges-
tion for a recurring problem that I’ve been
having with a small, fairly new grand. Several
times now, I have adjusted the dampers. I have determined
the proper length and alignment of the damper lever wire
and carefully tightened the screws so as not to let things
move out of alignment. I've tried to leave the screws tight.
When I return they are loose! Either the heads are twisted
or the damper wire has slipped or both. One thing I was
thinking about trying is to regulate them yet again, and
then put a tiny dab of thick CA glue where the damper
lever wire goes into the damper lift flange. Could it hurt?
I’'m open to suggestions.

— Brenda Mamer, RPT
Merrill, WI

12 — Piano Technicians Journal — August 1999

Avery Todd, RPT: I frequently have the
same problem. All that’s wrong is that the
screws are not quite tight enough. Moreover,
as far as I am concerned, that is not a place for
CA glue. That’s treating the symptom, not the
problem. The next technician behind you, or maybe even
you yourself, will develop some new words to describe how
he/she feels when those wires need to be taken out again
after you've glued them. Don’t go overboard but don’t be
afraid to tighten down on the screws a little more. If the
dampers twist a little, and they usually will, get a pair of
pliers, place them on the wire right above the underlever
top flange and twist in the direction needed to make them
travel straight.

Paui Dempsey, RPT: This piano may have brass
barrels in the top flange. If it doesn’t, the damper set screw
goes into the wood and bears against the damper wire. It
can be very troublesome. Really tightening the screws risks
splitting the top flange. You might consider either replacing
the top flanges with ones that have the barrel inserts or
installing the barrels in the existing parts. The problem
with gluing them in place is that at some point you might
want to regulate the back action again. This is hard work if
the wires won’t move.

Guy Nichols, RPT: A more permanent fix is to pull the
set and roll the end of the wire between a piece of hard-
wood and a large mill file. It is quick, painless and unless
the lifter screws are totally screwed-up, will be the last slip
you’ll see from that piano.

Contracting Work

I thought I was going to need some surgery
and would be restricted in my tuning and
heavy lifting for several weeks. That hasn’t
been necessary, but it got me thinking that I would have
liked to have another technician take care of my accounts
without the hassle of actually having an employee with all
the regulations and tax consequences that entails. Has
anyone any experience with this kind of situation? How
does one keep an independent contractor status without
falling afoul of the IRS?
— Larry Messerly, RPT
Phoenix/Prescott, AZ

Gina Carter, RPT: I have been subcon-
tracting for years. It’s a great way to increase
your own business while helping another
technician earn additional income. Briefly, the
IRS allows you to subcontract. If you pay
anyone over $600 in a calendar year, you must file a form
1099 Misc.” showing the amount you paid that individual.
The ‘1099 Misc.” must be filed with the IRS with a copy sent
to the individual by the end of February of the tax-filing
year. Be sure to get his or her social security number when
you set up the subcontract agreement. Work out the
financial arrangements and subsequent work so that you
both are comfortable with the details.

Continued on Page 14
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Continued from Page 12

When you subcontract, you are not required to pay
anything except the amount upon which you both agree.
The IRS says a subcontractor must be employed in some
other business as a piano technician or anything else, just as
long as they are employed elsewhere. If this requirement is
not met, then the person becomes your employee and you
are required to go through the hassle of tax deductions,
workers comp and the like. If the requirement is met, you
can subcontract as much as you want with no problems, as
long as you let the IRS know how much you paid that
person.

Applicable laws vary from state to state. Check with your
accountant just to be sure. Good planning on your part for
when you’re going to be out of work.

Wim Blees, RPT: Here are two ways this can be done:

1. You can give the names of the customer to the
person doing the work. He can.contact the customer and
collect his fee. At the end of the week, he gives you a check
for x number of dollars as a “commission.” (Obviously, this
needs to be an agreed amount, either a percentage of the
fee he collects, or a set fee for each customer). He keeps a
record of that and if the total amount of commission is
more than $600-at the end of the year he needs to send you
a 1099. He records his income and pays-his own taxes on it.
You report your income from him and pay your taxes on it.
No other paper work is required.

2. The customer makes out the check to you, and you
give the subcontractor a “commission” (again, an agreed
upon amount). Then you keep track of all of that and send
him a 1099 if you pay him more than $600. There is no
problem with this. The IRS allows businesses to use outside
labor, and calls it contract labor. They may not earn more
than $600 when they work in your place of business.

Dale Fox, RPT: Actually, to take this a step further, you
are only required to issue a 1099 if the subcontractor earns
$600 or more. In addition, the subcontractor must furnish
his own tools and must schedule his own work. In other
words, the sub must act as an independent business that
already derives income from the profession for which you
are paying them for their work.

Estimating Stringing Material

I wonder if some of you with restringing
experience would care to explain how, when
you're wrmng up a job estimate, to ﬁgure out
how much string you re going to use in a given wire size. Do
you base your guess in terms of how many one-pound coils
you'd use or do you figure by the foot, anticipating that
one-pound and five-pound coils have a certain amount of
footage per reel? Then, when you're figuring materials
costs, do you figure a specific charge per unison or do you
just estimate the footage used and charge by the foot?

I've often wondered if one of those foot-counters (like
what is used in the hardware store for measuring out small
tubing) would be a worthwhile investment to keep tabs on
how much wire actually is used.

Owen Jorgensen used to joke that he thought it
wouldn’t be too off-the-wall to charge for the mileage you
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put on your shoes when stringing pianos. On a nine-foot
grand it can really add up!
Thanks for the replies.
— Ron Torrella, RPT
Piano Technician, University of Michigan

John Ross: Since I buy it by the pound, I
weigh it before and after. Then I take my
normal mark-up. Going by length is too
tedious. It is a small part of the restringing
price so it doesn’t matter if you are off a bit.

Roger Jolly: If you allow for two to three pounds of
music wire you will be in the ball park. The cost of the wire
is minimal compared to bass strings, tuning pins and labor.
It would be a real hassle trying to be exact, the time spent
calculating the amount of wire used would pay for the wire,
therefore an exercise in futility.

Conrad Hoffsommer, RPT: I never itemize it. It just
comes out of “supplies.” However, I just played with my little
calculator and figured that if the longest plain wire string on
a concert grand is 72 inches, the total from hitch through
becket could easily be around 90". The shortest would be
about 15 inches. Average 52.5" times trichord times 68
unisons is almost 900 feet. Assuming 16-guage is the average
size wire, then at 260" per pound you’d be adding more than
three pounds. This, of course, assumes no waste.

Ron Nossaman, RPT: I operate on the premise that
the plain wire in a stringing job is the cheapest major part in
a piano rebuild, whether that happens to be true or not. It’s
the installation that is expensive. Therefore, I charge by the
length of the piano and the number of ties and other back
biters, rather than the string length. It’s the miles walked
stringing a nine-foot piano that I take much more person-
ally than the use of an extra few feet of wire.

Jim Coleman, Sr., RPT: I can’timagine that any
restringer except at the factory level would be very con-
cerned about the number of feet of wire that is being used.
Just keep an extra five-pound package available at all times.
It is not worth your time or effort to keep track in such
detail. A manufacturer, of course, must know because he
buys in large volume and uses wire in large volume.

Brian Trout: I had to keep track of costs on a particular
grand reconditioning a few years ago that included a
restringing. I calculated every inch of piano wire, being
mindful of wire size and price. It was a five-foot, two-inch
Haines Bros. grand. If I remember correctly, the total price
(actual cost) of the plain wire used to restring was $10.72!
Perhaps that will give you a feeling of actual costs. It prob-
ably cost me three or four times that just keeping track of it,
but now I know.

Dave Peake, RPT: I had to give a cost for a Steinway A I
restrung for a local dealer. Since I do rescaling, it was easy to
calculate how many feet I used throughout the piano. Then
Ilooked in my supply book and averaged the amount per
foot. B8
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Continued from Page 8

Virgil Smith in this event: ET vs. EBVT. Virgil actually has
been one of my many mentors as have many other great PTG
technicians such as George Defebaugh, Jim Coleman, Franz
Mohr, Steve Fairchild, Bill Garlick, Ron Berry, Fred Tremper,
Owen Jorgensen and my own chapter members, Tim Farley
and Norman Sheppard. What I know how to do is a result of
combining the skills taught by all of these people.

My hypothesis is based on a perception that I often have
heard expressed: a tuning actually sounds a little better, a
little richer or more colorful after it has gone slightly out of
tune. Another version of this is that a hastily done tuning
actually sounds better than one that has been very carefully
done. Now, I don’t believe in either of these perceptions, but
what I do believe is that once the temperament has been
totally and truly equalized, it has been deprived of a certain
character that we really would rather not eliminate.

I assert the premise that a very slightly unequal tempera-
ment that is Cycle of bths-oriented, coupled with tempered
octaves that take advantage of inharmonicity rather than
fight or ignore it, will produce a superior sounding piano.
Virgil’s tuning represents the absolute epitome of standard
practice in ET. This challenge will serve to confirm that his
approach is the very best or open the door to other ideas
that eventually may lead to an entirely different perception
of what standard practice can encompass.

— Bill Bremmer, RPT
Madison, Wisconsin

nued

from Paqge 10

Mannino says, “Theylook and feel like long thin bean bags.
The mutes come in sets of three, in lengths to fit the back scales
of most grand pianos. The benefit of using the mutes is allow-
ing one to hear the high treble strings much more clearly for
excellent octave and unison tuning.

“They are especially effective in pianos which sound false
in the high treble because the duplex or aliquot scales are very
live and active. The tone is cleaned up instantly during tuning,
making the tuner’s job much easier.”

The tubes are made from dark blue corduroy fabric, which
gives excellent string dampening. They come filled with either
PVC pellets for washability or silica gel to serve as a tool case
dehumidifier. Contact Don Mannino directly to order a set.

— Jeannie Grassi, RPT
Journal Assistant Editor
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A Guide to Bridge Recapping — Part VI

Setting Downbearing

Last month we peered a little below the
surface on the topic of downbearing in
order to gain some insight into what we
might want to achieve when creating

By Bob Hohf, RPT
Contributing Editor

of the soundboard to resonate is related
to the shape it assumes when loaded. I
further hypothesize that twists and other
more complex contortions imposed
upon the soundboard introduce stresses
that inhibit resonance.

Case 1

Rest position_ _ _
of soundboard

Forces in _ _ _
equilibrium

Rest position _ _ _
of string

Upper arrows represent force of deflected string

Lower arrows represent force of deflected soundboard

Case 2 Case 3

Figure 1

downbearing in a real piano. This month
we will discuss a method of setting down-
bearing based on last month’s theoret-
cal discussion. Let us review the impor-
tant parameters that should be taken
into account by the method used to set
downbearing. First, since an individual
string exerts downward force on the
bridge top primarily at the front and rear
termination points, attention should be
paid to the distribution of the force be-
tween those two points. Second, the
downward force of the strings per unit of
bridge length should be distributed in a
way that is intentional. The distribution
of the force exerted by the strings both
front-and-rear and along the length of
the bridges will determine what shape
that the soundboard must assume in
order to provide upward force in oppo-
sition to the string force. Along this line
of reasoning, I hypothesize that the ability

Taking the discussion a step further,
a third important parameter relates to
how the position of the bridge changes

not simply move straight up and down
relative to the horizontal plane of the
strings. In fact, bridges rotate along their
length in one direction or the other as
the soundboard moves downward from
its rest position.

Reviewing Figure 1 from last
month’s discussion, this illustration
shows the rest position of the
soundboard, the rest position of the
string and the point of equilibrium. It
also shows how unbalanced forces of the
deflected string and soundboard tend
to equalize themselves by finding the
point of equilibrium where the forces
are equal and opposite.

Figure 2 is an idealized drawing of a
bridge and soundboard in the high
treble. The purpose of this drawing is
to show what happens to the bridge po-
sition as load is applied. The three cases
in Figure 2 correspond to those depicted
in Figure 1. The proportions have been
grossly exaggerated for clarity. In the
high treble the soundboard is immov-
able on both edges due to its attachment
to the bellyrail and the rim. This means
that the soundboard is far less flexible
and far less able to move at the edges
than at the center. Since the bridge in
the high treble is attached close to the
bellyrail, the speaking length side of the
bridge has significantly less freedom to
move than the string tail side.

In Case 1, where the soundboard is

Bellyrail

Rim

Figure 2

relative to the undeflected rest position
of the strings as the soundboard moves
from its unloaded to its loaded position.
Most technicians probably will not have
much trouble accepting the idea that as
load is applied to the bridges they do

in its rest position, the top of the bridge
is parallel to the rest position of the
string. But as the soundboard deflects
in response to load applied to the bridge
as in Cases 2 and 3, the bridge rotatesrela-

Continued on Next Page
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tive to the rest position of the string. As
more load is applied, the top of the

movable belly rail and rim. This means
that the soundboard is very flexible in
this area and capable of much more
movement than in the treble sections.

Bellyrail

Figure 3

bridge becomes less and less parallel to the
rest position of the string. Figure 2 gives
one possible explanation of how the
imbalance of downbearing between the
front and rear terminations on the
bridge described in last month’s article
can come into being. The danger of cre-
ating unbalanced front and rear down-
bearing is inherent in procedures where
the bridge cap is shaped with the
soundboard in the unloaded rest posi-
tion.

Figure 3 is the same as Figure 2 ex-
cept that the top of the bridge is set to
the rest position of the string in Case 3.
As described last month, this means that
the front and rear distribution of the
force exerted by the deflected strings will
arrive at zero at the same point of
soundboard deflection. As the deflec-
tion of the soundboard decreases, the top
of the bridge becomes less and less paral-
lel to the rest position of the string. In
Case 1, with the soundboard unloaded,
the position of the top of the bridge
bears little relation to the rest position
of the string.

The bridge and soundboard in the
center of the tenor section are shown in
Figure 4. The bridge is near the center
of the soundboard and far from the im-

How the bridge and soundboard will
move in response to load applied to the

movement, among them are: the design
of the particular piano and the distribu-
tion of the forces both front and rear
and along the length of the bridge. As
load is applied to the bridge in this sec-
tion, the soundboard will deflect much
more easily than in the high treble and
the bridge might rotate in either direc-
tion or not at all. In any case, there is
probably no predictable relationship be-
tween the orientation of the top of the
bridge in the unloaded and loaded po-
sition. This implies that it is very diffi-
cult at best to control the results if down-
bearing is set with the soundboard in the
unloaded position.

Another important consideration
when deciding upon a method of estab-
lishing downbearing is the flexibility of
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bridge is very hard to predict in the tenor
section.
Many factors will contribute to the

Bridge
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Bellyrail =~

Rim

Figure 4
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the bridge along its length. We tend to
think of the treble bridge as rigid and
incompressible because of its large cross
section and hard maple construction.
Yet, under the influence of the forces of
downbearing the bridge itself can flex
and twist to a significant degree. We also
tend to consider the bridge a passive
member of the resonant system of the
piano in the sense that it is sandwiched
between the force-producing members.
However, a bridge that is flexed or
twisted under the influence of the forces
generated by the strings and
soundboard generates its own forces due
to its tendency to spring back into its
unflexed shape. A flexed bridge be-
comes an active, and I presume, a detri-
mental participant in the transduction




of energy from the vibrating strings to
the soundboard.

o

tain patterns. First, it is very easy to think
of interesting questions to ask ourselves

Photo 1

Graph 1 demonstrates the flexibil-
ity of a bridge in a real piano. The treble
bridge on this piano was labeled with six
points. Point 3 was at the bottom of the
tenor, point 8 was at the top of the treble,
and point 5 was near the center of the
soundboard. Different loads were ap-
plied to point b only and the deflections
at each point along the bridge were
measured. The “zero” position on the Y-
axis represents the position of each
point on the bridge with the soundboard
at rest.

If the bridge were perfectly rigid, the
deflections under each load would be
uniform along the length of the bridge.
However, due to the flexibility of the
bridge and the support of the underly-
ing soundboard and ribs, the greatest
movement occurs right at the point of
the applied load. Perhaps of greater sig-
nificance is the fact that, regardless of
the load at point 5, the adjacent points
4 and 6 deflect only about half as much,
and the ends of the bridge deflect very
little at all. This reaction of the bridge
to an unbalanced load further indicates
the importance of load distribution
along the length of the bridge.

So What?

At this point, it might be prudent to step
back for moment and try to see what
direction this line of inquiryis taking us.
Since starting the discussion of down-
bearing last month, we can begin to see
that our inquiry is starting to follow cer-

about downbearing. Second, investigat-
ing the questions is fascinating in itself,
Third, any useful information gained
comes at a high price in terms of time
and energy, as well as materials and
equipment. And fourth, although every
stone we overturn reveals a tantalizing
morsel of information, the information

ers and our natural resources, to my
knowledge there is not one institution
in existence today that supports “pure
piano technology.” One can very easily
become intoxicated by the number of
stones, not to mention boulders, in the
field of piano technology that remain
unturned, but this sort of exercise does
not get the job out the shop door. As
piano technicians carrying outindepen-
dent investigations, simply generating
data for the sake of “pure piano tech-
nology” is not enough. Somehow, we
must learn something that has some
real use in practicing our profession.
This is where much of the piano re-
search that has been carried on by physi-
cists is lacking: they have produced re-
sults that are interesting, and in some
cases startling, but that are of little or
no practical use to the technician and
the maker who are actively involved in
building and repairing real-world pi-
anos.

At some point in the investigation
of downbearing, we need to accept the
fact that we will never gain complete
understanding by experiments or any
other means. At least, not complete
enough to provide us with a basis for
drawing rational conclusions. Fortu-
nately, rational thinking is not the only

Photo 2

tends to be incomplete and indecisive,
and mostly what we find beneath each
overturned stone are more stones.
While there are many institutions in
the world today that support “pure sci-
ence” at great expense to both taxpay-

tool that we carry in our mental bag. I
am happy to throw out the rational pro-
cess in favor of the informed intuitive.
Recognizing that the information at our
disposal is incomplete, this is a good

Continued on Next Page
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point in our discussion to use what we
have and give it our best shot in deter
mining our method of setting downbear-
ing. In spite of the obvious overwhelm-
ing complexity of downbearing, the in-

Photo 3

Photo 4
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tuitive method can be used here very ef-
fectively because there are not that many
possibilities from which to choose. This
is another example of process-orientation
mentioned in the Introduction last
March. Indulging our curiosities is fine,
but we must never lose sight of the ne-
cessity of expand-
ing our repair rep-
ertoire.

A Method of
Setting the
Downbearing

As some of you may
already have
guessed, I believe
in setting down-
bearing with the
soundboard load-
ed. This means ap-
plying force to the
bridges to simulate
the downward
force of the de-
flected strings.
Loading the sound-
board frees us from
the immense task
of quantifying the
effects of the pa-
rameters we have
discussed. The very
nature of sound-
board construction
and the irregulari-
ties of the materials
implies that each
soundboard is
unique and will deflect in its own spe-
cial way when downward force is ap-
plied to the bridges. We do not have to
fully understand the idiosyncrasies of
soundboard and
bridge move-
ment in order to
account for
them in our
method of estab-
lishing down-
bearing. All we
need to do is
push on the
bridges in a con-
trolled way, let-
ting the sound-
board and
bridges to move,
as they will, then
set the down-
bearing in this

Photo §

deflected position.

In order to implement this idea, I
have built a go-bar press in which I can
put the entire piano.

Photo 1 shows part of this press. The
table in the press is mounted on the
lower deck and shaped to receive a spe-
cial piano cart. The table hasa 1 1/2"
thick plywood top and is heavily rein-
forced on the inside to give it the
strength to support the piano. Photo 2
shows a piano on the cart and over the
table. Of course, the plate must be in
the piano when setting downbearing.

The distance between the bridges
and the upper deck of the press must
be set to accommodate the length of the
go-bars. My go-bars are 48" long so I ad-
just the height of the piano using three
scissor jacks between the piano and the
table until the distance is 46 1/2." Mea-
suring the distance between the bridge
and the top deck of the press is shown
in Photo 3.

Once the height of the piano is set,
the rim must be firmly supported to pre-
vent the force applied to the tops of the
bridges from distorting the rim of the
piano. This support is accomplished us-
ing wooden wedge jacks such as the one
pictured in Photo 4.

The wedge arrangement gives the
support plate of the jack 3/4" of travel.
The thickness of the plate can be ad-
justed by 1/2" increments using spacers,
such as the one shown standing up on
the support plate. The short dowels on
the bottom of the spacers fit into holes
in the plate and keep the spacers in
place. With the 3/4" travel and the 1/2"
spacers, the jacks can span any distance
that may occur between the tabletop and
the bottom of the piano rim. The jacks
are simple, adjustable and effective.
Photo 5 shows the jacks in place under
the piano rim.




Photo 6

Once the piano is in the press and
the jacks are in position supporting the
rim, force can be applied to the bridges.
Photo 6 shows the go-bars in place.
These go-bars are made of ash and each
exerts a force of 50 pounds. I prefer ash
to hickory for this purpose because ash
is lighter in weight, easier to machine,
and less prone to becoming set in the
bent shape.

How much force to apply is a mat-
ter of discretion. I use 750 - 900 pounds

Photo 7

depending on the
size of the piano.
The go-bars are
spaced close
enough together to
avoid creating local-
ized forces by flex-
ing the bridge, and
as evenly along the
length of the bridge
as the location of
the plate bars will al-
low. I do not apply
force to the bridge
body of cantile-
vered bass bridges.
Force here would
only create a lever-
ing action at the
joint between the
bridge apron and
the soundboard.
This levering action
can be very destruc-
tive to the wood of
the soundboard at the joint. The deflec-
tion of the soundboard caused by the go-
bars on the tenor section of the treble
bridge is enough to
assure adequate
downbearing in the
bass. On larger pi-
anos where the bass
bridge is attached
directly to the
soundboard, I apply
the same distribu-
tion of force as on
the treble bridge,
only with shorter
go-bars to account
for the height of the
bridge. Note that
the scissor jacks
mentioned earlier
are visible under the
keybed in Photo 6.

Photo 8

Thicknessing the New Cap

With the go-bars in place to simulate the
downward force of the strings, the
soundboard will be deflected to the level
that is determined by the amount of
force exerted by the go-bars. How this
level of deflection is related to the “rest
position of the string” in Figures 1-3, is
determined by how the bridge caps are
thicknessed. Remember that the blank
caps were glued on to the bridge body
with extra thickness so that the final
thickness could be set later. My prefer-

ence is to set the thickness of the new
caps in such a way that the soundboard
deflection imposed by the go-bars cor-
responds to the level of zero deflection
of the strings as is shown in Case 3, Fig-
ure 3.

This is done by stretching fishing
line, or some other cord, between the
front termination of the speaking length
of the string (agraffe or capo bar) and
the rear string rest or aliquot bar in front
of the hitch pins. The line should be de-
flected upward by the extra thickness of
the new caps. With the line as a guide,
grooves are cutinto the top of the bridge
cap to the level that the line can be
stretched straight through the groove
with no deflection. This process is re-
peated at intervals through each section
until there are enough grooves to clearly
define the final contour of the new caps.

Photo 7 displays the tools I use to
cut the grooves in the bridge caps. The
ruler on the bottom is used to draw the
locations of the strings on the bridge
caps by aligning the ruler with the fish-
ing line as it is stretched across the
bridges. The grooves are roughed out

using the 18mm, #8 sweep bent gouge
pictured second from the bottom. I no
longer use the straight gouge shown. On
top is a 1/8" mortising chisel used for
fine adjustments in setting the final
depth of the grooves.

Working on bridges with the plate
in position creates all kinds of clearance
problems. Because of this the handles
of the chisel and the bent gouge have
been shortened. Several other modifica-
tions to the stock tools must be made so
that they will work effectively in tight
places.

Figure 5 shows the bent gouge in

Continued on Next Page
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lengthwise section to demonstrate how
this tool is modified for the task at hand.
The top drawing shows the stock gouge
as it arrives from the tool supplier. Note
the way that the bevel is ground. I be-
lieve the stock tool is next to useless since

bevel is set on a coarse stone, then the
primary bevel is created on a fine stone.
Finally, the flat back is polished with the
fine stone, aligning the wire edge with
the back. The flat-backed gouge sharp-
ened this way will tend to cut a straight
rather than scooped groove. A straight

Stock gouge
(lengthwise
section)

bevel reversed

Modified gouge

7 back flattened

“dg\ 3

Primary bevel se"o

o\
G2 ”

Wire edge — % Back

Figure 5

the bevel will only cut when the tool is
raised to a very steep angle. The two
modifications shown in the middle draw-
ing make the gouge very effective for
bridge work. First, the bevel must be
ground in the reverse of the original,
and, second, the scoop of the stock
gouge must be ground flat on the back
surface. The bottom drawing shows how
this tool is sharpened. The secondary

groove is what we want since the finished
bridge cap must be flat from front to
back.

Figure 6 shows how a 1/8" stock
mortising chisel can be modified to
make fine depth adjustments to the
rough groove cut by the bent gouge. The
secondary bevel is lengthened by grind-
ing a more acute angle with the back.
Once the secondary bevel is ground flat
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and perpendicular to the sides of the
chisel, the primary bevel is created with
a fine stone by removing material from
the back of the chisel. This is the reverse
of the normal procedure for sharpen-
ing chisels. Then the secondary bevel is
honed on the fine stone. This turns the
wire edge in line with the secondary
bevel. The chisel ground and sharpened
this way will cut straight and flat.
Photo 8 demonstrates aligning the
ruler with the fishing line stretched
across the top of the bridge. While hold-
ing the ruler firmly in place, release the
line and draw in the string location.
Then stretch the line back into position
and raise it off the rear string rest until
it just touches the bridge cap. The
amount that the line is raised off the rest
provides an estimate of the depth to
which the groove must be cut. Be con-
servative when cutting the grooves; re-
moving too much material from the
bridge cap at this stage can be a bad
mistake. If there is more than about 1/8"
of bridge cap to be removed, the bulk
of the work is done with the gouge; the
curved blade can remove material quite
quickly and more easily than the chisel.
Begin roughing out the groove asin
Photo 9. Check your progress frequently
by stretching the fishing line back
through the groove. When the depth of
the groove has been cut to within about
1/8" of the final depth, switch to the
mortising chisel and make the final cuts
as in Photo 10. Photo 11 and Figure 7
show a finished groove. With practice,
these tools can cut grooves with great
precision. Accuracy in this step is of criti-
cal importance in gaining control over
the end result of bridge recapping.
Enough grooves must be cut along
the bridges to clearly define the finished
height and contour of the top surfaces.
This amounts to two grooves in short
sections and three or four in the long
section, or nine to ten grooves all to-
gether. In sections that have removable
string supports or aliquot bars, be sure
to have the bars in place when setting
downbearing. In addition, if the plate is
to be refinished after setting downbear-
ing, care must be taken not to build up
so much finish in the area of the string
rests that the downbearing is changed
significantly. The description of cutting
the grooves here is, of necessity, a sim-
plification of the actual process because
there are always obstacles to perform-
ing this operation. In most cases,
grooves can be cut working from the
back of the bridge, but sometimes plate
configuration or the location of the go-




bars on the bass bridge may require
working from the front. Individual pi-
anos may present their ~ _n particular
difficulties due to irregularities in the
plate casting, etc. These difficulties must
be recognized and dealt with using what-
€ver means necessary.

Once the grooves have been cut, the
go-bars can be removed. Then the piano
can be lowered back onto the dolly with
the scissor jacks, the piano removed
from the press, and the plate removed.
The next step is to plane the excess cap
thickness down to the bottom of the
grooves. The planing procedure is simi-
lar to that described for removing the
old caps and preparing the top surface
of the bridge body for gluing.! Since
there will probably be considerably less
stock removal than when removing origi-
nal caps, using the scrub plane should
not be necessary. Start with the curved-
iron smoothing plane and then use the
flat-iron smoothing plane set to a very
shallow depth of cut until the grooves
are erased from the cap.

There is an important principle of
successful planing that I failed to men-
tion in the earlier article: the piano must
be absolutely immobile while planing the
bridges. When starting a cut with a plane
there is a moment of impact when the
iron strikes the wood. If there is even
the slightest recoil of the bridge cap
from the impact, the force required to
start the cut increases greatly. This
greater force translates into less control
of the tool. If the piano is immobile, the
iron is sharp, and the sole of the plane
is slick, very little effort is required for
planing, and planing can be done
quickly and accurately.

I have gone to considerable effort
to describe the reasoning behind this
method of establishing downbearing.
However, by necessity I have been de-
scribing idealized pianos. In reality, no
piano will ever conform exactly to the
parameters we have discussed. The con-
tour of the finished bridge cap defines
a very complex shape. It is very difficult
to describe this shape, but it is easy to
feel while sliding the plane along the
surface of the cap. Unfortunately, real-
ity dictates that there is frequently no single
contour that will include all of the sample
grooves cut into the cap. This is true no
matter how carefully the depths of the
grooves are matched to the string posi-
tions as simulated by the fishing line.
Therefore, it is prudent to leave a little
extra material on the caps when cutting

Photo 8

the grooves. How much? Enough that,
when all the grooves are erased, you can
take one final pass along the length of
the bridge with the plane. Perhaps the
most important factors in successfully
accomplishing this and many other re-
pairs are mastery of the tools and judg-
ment. These are the most valuable at-
tributes a craftsperson can possess, and
can be gained only by dedication and
experience.

Itisimportant to remember that the

amount of soundboard deflection cre-:

ated by the force of the go-bars is greater
than the deflection that will exist in the
strung piano when the downward force
is provided by the deflection of the

Photo 9

strings. The go-bars deflect the
soundboard to the level that we estab-
lish as the point of zero string deflection
by the way we cut the sample grooves.
However, zero string deflection means
zero downward force exerted by the
strings. As shown in Figure 1, Case 3, this
is a state of dis-equilibrium because the
upward and downward forces do not
match. The soundboard will rise, in-
creasing the deflection of the strings
until the forces are in equilibrium. This
level of equilibrium will be higher than
the soundboard deflection created by
the go-bars, but lower than the height
of the undeflected soundboard. We

Continued on Next Page
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know how much force we applied to the
soundboard with the go-bars, and we
know the distribution of that force. But
we do not know what the downbearing
will be in the strung piano.

Setting the downbearing using the
method outlined here does not dupli-
cate the configuration that I have ever
seen in any piano. This method creates
mauch moresoundboard deflection in the
tenor area of the piano and much less in
the high treble in the strung piano. After
tuning and closely inspecting several
thousand pianos, one develops an ac-
curate picture of what configurations
are conventional. A piano that has had
the downbearing set with the
soundboard deflected by go-bars is dif-
ferent enough to be obvious to the
trained, unaided eye. Not only are the
finished caps in the tenor section con-
siderably thicker than the originals, but
the front bridge terminations in the top

two treble sections are visibly lower than
the norm. My purpose in describing this
method is not to convince anyone to do
anything unconventional. Let it suffice
to say, however, that I have set the down-
bearing this way in many pianos, [ have
heard the result, and I am continuing
to do it.

Boyd was feeling much better
again.?2 The “disaster” he had created
by installing a new bridge cap that was
too thin for the tenor section was just a
memory. He should have learned by
now that, when you do something dif-
ferent, expect the unexpected. Recap-
ping the tenor section for the second
time with thicker material had been a
very educational exercise. He found
that his technique was greatly improved
and planing off his own bridge cap had
allowed him to evaluate his first glue
joint. It was solid, but the second one
was better.

What baffled
him was the lore
concerning down-
bearing that he had
been listening to
since he had first
put a hand on a
tuning hammer.
Regarding the opti-
mum total down-
bearing that should
be established in a
piano, he had often
heard 800 pounds
mentioned. On oc-
casion, he had
heard downbearing

estimates as high as 1500 pounds. Then
when he had loaded a soundboard with
800 evenly distributed pounds using go-
bars, the tenor area of the soundboard
had deflected far more than he had ex-
pected. It had deflected so far that his
first over-thick blank cap was below the
level of the undeflected strings. The
soundboard had obviously never been
deflected to that level. Boyd was fully
aware that the deflection created by his
go-bars was greater than it would be in
the strung piano. True, the deflection
he had created in the treble was clearly
less than original; he could tell by the
thickness of his finished bridge caps.
However, since he knew the thickness
of the original tenor caps, he hated to
think of the imbalance of forces be-
tween the tenor and treble that would
be necessary to produce an actual total
downbearing of 800 pounds. His own
investigations had shown him how dif-
ficult it was to estimate the total down-
bearing in a strung piano, and he was
inclined to believe that methods used
to arrive at the conventional beliefs
were just plain wrong. One thing he did
know for sure: do not trust any lore
without testing it first. But then wasn’t
this one of the challenges that kept his
interest in pianos?

Notes

1. Hohf, “A Guide to Bridge
Recapping, Part I11.” Piano
Technicians Journal, May 1999

2. Hohf, “A Guide to Bridge
Recapping, Part 1.” Piano
Technicians Journal, March 19990

Photos 10 (1or) and 11 (asove).
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Ear Training: The Overtone Series

By Ed Sutton, RPT
Wichita, Kansas Chapter

If you don’t know the overtone series go and learn it
now. It always surprises me to meet a piano technician
who doesn’t know the overtone series. It
is virtually the whole book of our profes-
sion. It must be hard to work on pianos
without knowing and understanding the
sound a string makes. Get help if you
need it. Get a set of Coleman Beat
Locator Cards.”™ These cards tell you
almost everything you need to know to
tune a piano and live a good life. As
piano technicians, we spend our work-
days in the same place, every day: Over-
tone Series, Earth, Solar System, and
Universe.

End of Sermon

Once vou do know the overtone
series, I encourage you to enjoy it regu-
larly. Think about this: the tonal identity
of a piano consists of its unique way of
making the overtone series of its strings
audible. When tuning take a little time to
listen to what the piano is doing with the
overtones. Pick a note in the mid-range
and play it forte. See how high up the
series you can hear the overtones. Gently
tap a partial higher than vou heard, to
focus your ear at a new pitch level, then
play the note again and see if you can
hear it. Listen up and down the overtone
series as the note dies out and notice
where the sound lingers longer, and
where it dies out sooner. Play the same
note softer or louder and hear what
happens. Do the same with a bass note
and a treble note.

Please notice the wonderful way your hearing
alternates between being

“If you are a
piano technician
and you don’t
know the
overtone series,
you’re not alone.
But please
believe me, it’s a
lot easier and a
lot more fun if

you do.”

be more sensitive to a frequency range and by blocking
the processing of unwanted sound components in the
brain. It is possible that when we imagine a sound in
our mind we are actually increasing the sensitivity of
our ears to that sound. Our experience
certainly seems to confirm this.

Perhaps it’s even more amazing that we
hear this very complex chord coming
from a string as a “fundamental pitch.” If
we were to really hear just a simple sine
wave at the fundamental pitch, we’d
know immediately that something was
wrong. As piano technicians, we are paid
to listen to this recurring miracle! Close
your eyes and listen again.

I believe you should practice the
overtone series until you can hear it, like
a familiar melody, on any given note. It
isn’t that hard to learn; it’s just one
melody over and over, and the string is
always giving it away! First get comfort-
able with learning to hear it up to the
eighth partial. This will get you through
general tuning work. Have as a long-term
goal to be able to hear up to the 12th
partial of bass strings. These higher
partials can be the cause of many little
noises in the bass. Recognizing them will
make you a better diagnostician.

Don’t be shy about going much
further. Notice that once a pitch class
occurs in the series, each doubling of the
partial that produced the pitch will
produce the pitch at the next octave
level. Thus, if C1 is the first partial, the
second partial is C2, the fourth partial is
C3, the eighth partial is C4, the 16th
partial is C5, the 32nd partial is C6, and
so on up to C8. Similarly, if C1 is the first
partial, then the third partial is G2, the sixth partial is
G3, 12th partial is G4, the 24th partial is G5, the 48th
partial is G6, and the 96th is G7. I'm not writing this
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Ear Training: The Overtone Series

Continued from Previous Page

without these partials sounds dull; it has no “sizzle” or
“edge.”

Being conscious of the piano’s individual response
will help you tune the best possible unisons without
wasting effort on the impossible. It’s a very good prac-
tice to include some overtone diagnostics in your
unison tuning both as a way to understand the potential
of the piano and also to keep your ear focused where it
needs to be. When I begin tuning midrange unisons, I
pick one or two of the lowest notes, and listen to over-
tones, to see how high up I can hear them. I quickly
decide how far up the series I’'m going to check for
beating overtones, and try to maintain that standard
throughout the section. (Checking for beating over-
tones is somewhat misleading. As I tune the unisons, 1
pick up the overtones and “clear them” up to the level
I've chosen. It is an integral part of tuning the unison,
not something I go back and check later.) If the bass
doesn’t give me more overtones to work with, I wonder
what’s happened to the piano. As I work through the
treble, I seldom hear overtones higher than note 88.

Working with overtones in this way will help keep
your skills honed while doing a good job on the instru-
ment at hand without trying to do the impossible. Some
instruments display the spectrum beautifully up and
down the overtone series. You can hear the unison

“’locking in” as you follow the beat up through the
series. On an instrument like this, you can probably
hear audible overtones from every note on the piano in
octaves six and seven. You might try tuning unisons just
by listening in the top octave, and see how far down you
can tune. Knowing where an overtone is expected is an
important part of this exercise. Play the note where you
expect the overtone pianissimo and remember the pitch.
Now play the note you are studying and listen for the
overtone. This exercise improves perception quickly.
And, of course, there are instruments, which for
many reasons, just can’t deliver such fancy results.
Chances are, listening at the third and fourth partials
will give you a passable unison in a bad situation, and
help you to finish the job on time with minimal suffer-
ing and maybe

even a small

triumph.

* To buy a
Coleman Beat
Locator Card,

Jay-Mart Wholesale

PO. Box 21148, Cleveland, OH 44121
800-411-2363

Selling accumulated merchandise:

send $5 to

Superior * 5 Studio consoles (5 octave) ® Collection of
Instructional piano case parts ¢ Piano benches & stools
Tapes; 4 W. Del [ ¢2 Lyon & Healy concert harps (need major
Rio Drive; repairs) ® Antique oak piano chairs ¢ Piano
Tempe; AZ moving equipment (10 skid boards) *Also,
85282

many baby grand & studio console pianos

Kawai Action Parts Proven Superior

Scientific research* has proven that Kawai’s exclusive ABS Styran and carbon
composite action parts are clearly superior to comparable wooden parts.

Findings:
ABS action parts are more than 50% stronger than wooden parts.
ABS resists moisture and swelling thirty times better than wood.

Kawai's exclusive carbon composite “Black Jack” is 212 times stronger
than a comparable wooden part.

4. A 25-vear old used ABS action part is stronger than a brand new wooden part
. ABS parts are significantly more precise than comparable wooden parts.

[—

R

Kawai ABS wippen assembly
with exclusive “Black Jack”.

\J

Unrivaled strength, greater action stabiliy, better tone and a more controlled, even touch.

Why don’t other manufacturers use ABS Styran and carbon jacks?
We're asking the same question.

KAWAI

Kawai America Corporation « 2055 E. University Dr. « Compton, CA 90220 « www.kawaius.com
*Research conducted by Prof. Abdul Sadat, Chair of the Industrial & Manufacturing Department, California State Polvtechnic University
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Baldwin has been committed to building excep-
tional instruments for more than a century. All
along, expert craftsmen in our factories have
played a key role in Baldwin quality. Technicians
in the field have been essential for maintaining
this standard. Today, Baldwin is as strongly dedi-
cated to providing support to technicians as we
were a century ago. This commitment now extends

— In Touch With Technicians for More Than a Century —

C

to ConcertMaster, Baldwin’s innovative comput-
erized player system. We also offer a wide variety
of quality parts for many grand and vertical piano
applications. Call us at (800) 876-2976, ext. 8585
(8:30 a.m. to 5:00 p.m. EST) and ask for a free
copy of the Baldwin Service Manual. We look for-
ward to promptly and professionally serving your
needs as a technician.

Baldwin

Piano Technical Services » (300) &76-2076, ext. 8585 « Fax: (513) 754-463| « e-mail: tech service@bpao.com
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Bedding The Keyframe — Part |

Parts/Supplies Required:

¢ None

Tools Required:

e Long (127) Phillips or straight
screwdriver

¢ Glide bolt wrench

Time Required:
s Approximately 10 - 20 minutes

Welcome to the first of a three-
part series on bedding the keyframe. I
will explain a very simple procedure
that I learned - while working with
Yamaha - to establish the foundation
upon which all other action regula-
tion will be built. Included in this
series are some special notes to keep
in mind when working with Yamaha
Disklaviers, which may also be helpful
for PianoDiscs.

I believe we can all agree that in
order to achieve stability and consis-
tency in action regulation we must
first establish a solid foundation.
Some of the ramifications of an
improperly bedded keyframe are:
excessive action noise, loss of power
and dynamic range, poor tone quality,
inconsistencies in hammer height, let-
off, checking and repetition, and an
action that “fights back” or feels
“spongy” to the pianist. In the Yamaha
Disklavier, a solidly bedded keyframe
is also critical to ensure accurate
playback of recorded material.

Although this procedure can be
used on most grand pianos, it was
primarily developed for high quality,
relatively flexible keyframes. Some of
the manufacturers that use relatively
flexible keyframes are Yamaha, Kawai,
Steinway (with Kluge keyframes), and
Bésendorfer. Ah, yes, you've probably
heard “cheap” or “flimsy” or “cost
cutting” in conversations about
flexible keyframes so let's nip that in
the bud and explore why it might
actually be advantageous to have a
relatively flexible keyframe.

Using a relatively flexible
keyframe makes it possible to easily
adjust each glide bolt so that it
supports the keyframe with exactly

28 — Piano Technicians Journal — August 1999

By Brian De Tar, RPT
Portiand, OR Chapter

the same pressure as its neighbors,
This allows the shift lever to operate
much more efficiently and with less
wear on the keybed. It also enables
the technician to slightly increase or
decrease aftertouch very quickly and
precisely. This aspect alone is worth
its weight in gold. How nice it is to be
able to customize the aftertouch feel
of a piano to accommodate the
different tastes or familiarities of
individual pianists. So next time we
hear someone make a questionable
remark about why a manufacturer
chooses a particular path, we might
look at it from a solution perspective
rather than a cost-cutting perspective.

To have a concept of the big picture, let’s
quickly outline the steps we will follow to
achieve our goal.

On Disklaviers:

1. Turn off the power at the control

unit, and/or unplug the Disklavier

from the wall.

Remove the control unit (except

Wagon Grands).

3.  Remove the fallboard, cheekblocks,
and keyslip.

4. Disconnect the keyboard connec-

tor (bass end on Wagon Grands, the

treble end on all others).

Slide the action out.

6. On Disklavier Wagon Grands, re-
move the hammer sensor rail.

7. Proceed to step 3 below.

On all other actions:

1. Remove the fallboard, cheekblocks,
and keyslip.

2. Slide the acton out.

3. Loosen the action bracket screws
approximately 1/4 turn.

4. Tilt the action up and turn any hid-
den glide bolts approximately 1/4
turn clockwise.

5. Slide the action back into the pi-
ano.

6. With the action in the piano, use a
long screwdriver to tighten acces-
sible action bracket screws.

7. Slide the action out just far enough

o

ot

to tighten the remaining action

bracket screws.

8. Slide the action back into the pi-
ano.

9. Check key height and key dip.

10. Check for any knocking glide bolts
and consistency in glide bolt pres-
sure with the “Lift and Tap”
method.

11. Adjust the glide bolts.

12. Adjust the (two) hidden glide bolts.

13. Tap along back rail and check for
any knocking against the keybed.

14. Tap along front rail and check for
any knocking against the keybed.

15. Recheck for consistency in the glide
bolts with the “Lift and Tap”
method.

16. Replace the case parts and screws
(and control unit on Yamaha
Disklaviers).

Pretty straightforward, isn’t it?
After a couple of times through, you
will be an expert. You will find it’s
quick, easy and very accurate. It’s one
of those many things that takes longer
to think about doing than to “Just Do
It.”

Next month, we will dissect each
step and get to the nuts and bolts of
bedding the keyframe. We'll delve
headlong into what to do and, more
importantly, some of the rationale
behind why we do it.

Now, take this article and go to
your nearest grand. Once there, play
around with some of the steps to see
where you think we might be going
next month! With a bit of practical
exploration mixed in with a generous
helping of curiosity, and a smidgen of
anticipation, you will arrive next
month with a fine recipe for optimal
learning. Another helpful trick is to
take all the steps above and draw
them in diagram form. This is called
“Mind Mapping” and brings into play
several different parts of the brain to
facilitate the learning process and
memory retention. Try it.... It just
might surprise you. So, until next
month, here is your first “De Tarism™:
What you lose by not trying something
is success!




The Restoration of Historical Temperaments

By Owen Jorgensen, RPT
Northern Michigan Chapter

ithout a restoration of the classic temperaments,
WOur music experiences are rendered incomplete.

To rectify this situation, the concert pianists Susan
Halligan and Enid Katahn have each recently completed
CD recordings done in Historical Temperaments (HT).
Professor William Carragan wrote a positive review of
Halligan’s CD in the November/December 1997 issue of
American Record Guide, p. 99, that included a clear explana-
tion of the temperament used and its value. Piano techni-
cian Edward Foote published an excellent article entitled,
“Old Tunings on Modern Pianos” in Piano and Keyboard,
January/February 1998, pp. 52-55. The article included a
most interesting and informative essay written by Katahn,
describing the value of Historical Temperaments. (Editor’s
note: Katahn's essay is reprinted in its entivety immediately
Jollowing this article.)

Except for a few pianists like Halligan
and Katahn, most professional musicians
have little understanding of keyboard
temperament. Consequently, piano techni-
cians who have mastered this understanding
are the true supporters and preservers of
keyboard temperaments. The sounds and
effects of keyboard music are their responsi-
bility and they are in a position to educate
pianists and the public in these matters.

For those tuners who are uninformed or
inexperienced in HTs, the best starting
point is to learn and practice the 1/4
Syntonic Comma Meantone Temperament
published by Pietro Aron in 1523 and also
the representative Well Temperament of
1799 by Thomas Young, published in 1800.

A critic of HT restoration said, “A
proposal to reintroduce the production of
an obsolete antique model of a car to
replace the current manufacture of our
wonderful late model cars is ridiculous. To
reintroduce any Historical Temperament
into common practice to replace Equal
Temperament is equally as ridiculous and
absurd. The old temperaments might be
interesting historically, but they can’t
compete with Equal Temperament, which is
the most accommodating and perfect
temperament ever developed in history. A
Ford Model A cannot compete with the
newest Buick, and Meantone Temperament
cannot compete with Equal Temperament.”

By equating the history of the automo-
bile with that of temperament, this person

“Piano technicians
who have mastered
this understanding
are the true
supporters and
preservers of
keyboard
temperaments. The
sounds and effects
of keyboard music
are their
responsibility and
they are in a
position to educate
pianists and the
public in these
matters.”

assumed that Equal Temperament (ET) is superior to all
others and therefore Meantone Temperament is inferior.
This assumption is based on an invalid premise. The history
of the automobile cannot be compared adequately with that
of temperament. Specifically, the automobile experienced a
steady evolutionary development from poor primitive
models of cars to the superior sophisticated automobiles of
today. As development progressed, engineering accomplish-
ments from the past that were still considered valuable did
not need to be discontinued. The latest models of automo-
biles are superior because they are summations of the best
qualities from the past.

Contrary to this, the history of temperament contained
no evolution from primitive to superior. More clearly,
temperament has never improved in history, it has only
gone through a series of changes. There is an acoustic law
stating that for every change that is made
within a temperament system a new quality,
effect, or virtue will be created. Without
exception this is always accompanied by a
comparable loss of some other good quality
or effect. Thus, for every gain there isa
comparable loss. The limitations of the
standard keyboard (only 12 different keys
within an octave) created this law along
with the existence of all the commas.

Acoustic law determines that ET is no
better or worse than all the previous
temperaments developed from the 15th
century onwards. The only situation
whereby ET is considered superior is when
it is used for modern music. Such music
written in the spirit of atonality, serialism,
impressionism or other abstract techniques
requires that there should be no key-
coloration or differences of effects from
one key to another.

Meantone Temperament is not practical
for most 20th-century music because of its
restrictions caused by wolf intervals. How-
ever, when Meantone Temperament is used
for Renaissance and early Baroque music, it
is considered vastly superior to all other
systems because of its harmoniousness.
When ET is used for Renaissance and early
Baroque music, it sounds abrasive. All of its
3rds and 6ths sound like wolf intervals to
musicians accustomed to the qualities of
early music including that of voices and
other instruments.

Continued on Next Page
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The Restoration of Historical Temperaments

Continued from Previous Page

Any temperament is
superior when used for the
proper music but inferior
when used for music out of
its historical period. Music
sounds best and most
effective when it is per-
formed in the style of
temperament that was in
use when it was composed.
Composers instinctively
absorb and transmit to their
compositions the best
qualities that are inherent
in the temperament in
which they might be
working.

Equal Temperament
did not and could not
retain the treasured quali-
ties such as key-coloration
supporting tonality and the
characters of the keys that
once existed in the previous
temperaments. In addition,
a variety of just intervals
other than the octave, equal
and proportional beatings
and greater harmonious-
ness in the common keys

“Any temperament
is superior when
used for the proper
music but inferior
when used for
music out of its
historical period.
Music sounds best
and most effective
when itis
performed in the
style of
temperament that
was in use when it
was composed.”

are all qualities that are lost in ET. Therefore, ET depreci-
ates the quality of the music of past centuries which
depends on the characteristics previously available from
the older temperaments. Regardless, all temperaments,
whether historical or equal, are valued the same.

There were countless varieties of Meantone Tempera-
ment in the past, but for the purpose of simplification and
comprehension, readers are usually referred to Aron’s 1/4
Syntonic Comma Meantone Temperament. In this, a little
more than two-thirds of the harmonies have effects that are
very close to that of Just Intonation. This is possible
because eight out of every 12 M3rds are in complete Just
Intonation. Three of the augmented 2nds serve as 6:7
m3rds that are almost in Just Intonation. In addition, the
good major and minor triads contain sets of beats that are
in exact simple proportions to each other. It contains the
ultimate in harmonious sound of any temperament while
at the same time it is practical and easy to tune. These
qualities render Meantone Temperaments to be as valuable
as ET.

During the several centuries that Meantone Tempera-
ment remained popular, composers were content to
compose within the limitations of only two-thirds of the
possible harmonic resources. Compositions remained
simple in scope because the goal was to write music for the
glory of God and not man. The closer that one could
produce music to sound as if it were in Just Intonation, the
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closer one was to following God’s laws both natural and
spiritual.

Octave stretching demonstrates the acoustic law that
for every gain in temperament there is a comparable loss.
When an aural tuner tunes treble octaves so that a M3rd, a
M10th, and a M17th sharing common lower tones all beat
at exactly the same speed, the tuner believes that his
octaves are not stretched at all. Electronic verification
demonstrates that inharmonicity is present. Thus, when
the octaves sound just or unstretched, they nevertheless are
stretched by inharmonicity. This is natural stretch. When
M3rds share common lower tones with M10ths and the
10ths beat faster than the 3rds, and when M10ths share
common lower tones with M17ths and the 17ths beat faster
than the 10ths, the octaves are stretched more than by
their natural amounts. This is defined as extra octave
stretching in this article. Extra octave stretching also exists
in the tenor section when during the 6:3 octave test the
m3rd beats slower than the M6th.

During recent years, instructors at PTG conventions
and writers in the Journal have been stressing that we
should accept as much octave stretching as possible. This
solves many problems of inharmonicity resulting in the
following: a) The 8:1 intervals are favored over the internal
harmony including the octaves; b) the piano is more
brilliant because of sharper high notes; ¢) the M3rds, 4ths,
M6ths, M10ths, and M17ths all beat faster; d) and fast
beatings of M10ths and 17ths add tremendously to the
singing tones and reso-
nance of pianos when the
damper pedal is used
during musical perfor-
mances.

The ultimate in extra
octave stretching is clearly
described in the article
“Equal Temperament by
Pure Fifths” by Jim Coleman
Sr. in the Piano Technicians
Journal, August 1997, This
tuning is based on the ET
within a Just Fifth (not the
octave) which was published
by Mieczyslaw Kolinski in
1959 and by Lucas Mason in
1985 in his book The New
Tuning.

The ET within a Just
Fifth is compared in the
following chart with two
other theoretical tempera-
ments: ET within a Just
Octave (the standard ET),
and the ET within a Just
Fourth. The intervals used
in the chart are the first five
intervals out of the har-
monic series. These are the
intervals that are most

“Compositions
remained simple in
scope because the

goal was to write
music for the glory
of God and not
man. The closer
that one could
produce music to
sound as if it were
in Just Intonation,
the closer one was
to following God'’s
laws both natural
and spiritual.”
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EaquaL TemperamenT
WITHIN A JUST FOURTH

EcuaL TeMPERAMENT
WITHIN A JUST OCTAVE

EquaL TEMPERAMENT
WITHIN A JUST FIFTH

Ocrave 4.69 cents narrow 0.00 cents 3.35 cents wide
Firt 4.69 cents narrow | 1.96 cents narrow 0.00 cents
Fourmh 0.00 cents 1.96 cents wide 3.35 cents wide
MaJor ThirD 1212 cents wide | 13.96 cents wide | 14.80 cents wide
Mvor Tiro | 16.81 cents narrow | 15.64 cents narrow | 14.80 cents narrow

Totat Deviations

38.31 cents total

33.25 cents total

36.30 cents total

ResuLts

15 % increase
in tempering

Standard amount
of tempering

9 % increase
in tempering

be. The recent trend for extreme extra octave stretching is
pointing toward erosion of these principals and values.

Extra stretching creates a wonderful resonance that is
especially noticeable from M17th< and 1Uths in the bass
and lower treble sections during performances. During the
19th century, when the Victorian and Well Temperaments
were in use, this resonance existed among the black keys of
pianos even though no extra octave stretching was done.
The present-day musicians who are praising the current
trend for extra octave stretching evidently feel the need
for recapturing this lost resonance.

In the extreme octave stretching of the new ET within
a Just Fifth the M17ths are exactly the same size as the
black key Pythagorean M17ths in the Well Temperaments
by Werckmeister, Vallottii, Kirnberger, Young, Stanhope,
and Prinz. By using the ET within a Just Fifth, Jim Coleman

significant in tuning and temperament. Compound
intervals like the M6th (a 4th plus a M3rd) and likewise the
mbth, the 7ths, the 10ths, etc., are not included because
they duplicate the effects of the basic intervals and there-
fore distort the calculated results. The 2nds and the tritone
are not included because of their impracticality in tem-
perament considerations. The chart lists the deviations in
cents from Just Intonation for each of the five basic inter-
vals in the three temperament systems.

The calculations in the chart reveal a perspective that
reflects what happens to the total amounts of the beatings
of all these intervals throughout the whole piano. The
chart proves that the more tempering of the octave that is
done, the greater is the total number of beats of all the
intervals added together. Thus, if one either narrows the
octave or widens it from the best aurally acquired Quasi-
Just Intonation condition, the piano will become noisier
and less harmonious because of the extra beats.

According to acoustic law, by doing extra octave
stretching, brilliance and resonance is the gain while
reduced harmoniousness is the comparable loss. Also, the
extremes of the keyboard are favored over the middle
section. A special gain for ET within a Just Fifth is that the
m3rds are slower and the root position minor and Major
triads are simply proportional in their beatings. (For
example, in the minor triad A-C-E, the A-C m3rd beats
exactly the same speed as the C-E M3rd). The comparable
loss is an increase in beating from the M3rds, 4ths, M6ths,
and octaves.

Since brilliance versus harmoniousness is the basic
consideration, it should always remain optional for every
tuner whether or not to apply any extra stretching in his or
her work. The harmonic series is an element of nature.
Without it, harmony would not exist. Music is based on the
philosophy of justly intoning the harmony. The goal of
keyboard tuners throughout history has been to reduce the
amount of clashing dissonance (the beatings) within
whatever temperament systems they were using. The
smoother and more harmonious the tuner could make the
instrument sound, the more professional he was judged to

Sr. is thus preparing the way for musicians to accept and

During the 19th
century, when the
Victorian and Well

Temperaments were
in use, this
resonance existed
among the black
keys of pianos even
though no extra
octave stretching
was done. The
present-day
musicians who are
praising the current
trend for extra
octave stretching
evidently feel the
need for
recapturing this lost
resonance.

appreciate these resonant
sounds from the era of Well
Temperaments.

In the past, this resonance
was available only among
intervals involving the black
keys. Therefore, when a
composer like Chopin
needed resonance, singing
tone or power he instinc-
tively placed the bass notes
on black keys. In turn, this
indicates that when per-
forming classical composi-
tions, the extra resonance
that is desired will still be
needed only among the
black keys. By restoring
HTs, pianists will have
access to resonance without
having to resort to extra
octave stretching.

This restoration into
modern tuning practice is
not a threat to the contin-
ued use of ET. Instead, it is
an addition to our music
resources. HTs should be
made available to any
pianist who is specializing in
tonal classical music com-
posed before the 20th
century in general.

For professional piano
technicians, tuning HTs can
mean increased business.
Offering the customer a
repertoire of more than one
temperament is a definite
enhancement of his or her
professional image. [
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Becoming a Well-Tempered Pianist

By Enid Katahn

Reprinted, by permission, from Piano and
Keyboard, January/February 1998.

ost pianists learn how not to
listen. Forced by circum-
stance to play on a wide

range of instruments in varying sizes
and stages of disrepair, pianists — if
they really listened — might cease
playing altogether.

In my own case, I am driven by
an almost religious compulsion to
take music to where people are
rather than waiting until they came
to me. Moreover, [ am burdened
with an abnormally nervous nature,
with the consequent need for many
tryouts of my programs before I feel
the control I want in my formal
recitals. It has been my custom for
many years, therefore, to preview my
concerts for schools, retirement
centers, hospitals, and the like, to be
sure I was emotionally ready for my
public appearances. This has been a
wonderful relationship between me
and my home city, Nashville. But, the
pianos!

How many times have I been
shown to a grand piano which “was
just tuned last year.” How many
times have I prayed that my fingers
stroking the keys would act as a fairy-
tale kiss to change my frog of a
spinet into a prince of a concert
grand. I have heard of pianists who
refuse to play on such monstrosities.
But could I reasonably expect these
institutions to ante up and buy new
instruments, when they didn’t even
have a budget for tuning what they
had? No, in a sense, I needed them
more than they needed me.

Accustomed as I was, therefore,
to listen inwardly for emotional
inspiration, and — in desperation —
try to take pride in the fact that I was
probably the world’s greatest Out-Of-
Tune-Spinet player, I was certain that
my ears had been far too numbed to
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hear any difference in a change of
tuning.

Enter Ed Foote, the “well-
tempered” piano technician. Ed had
begun talking to some of us several
years ago about tuning methods
other than Equal Temperament, and
the musical possibilities this might
offer. He put one of these tunings
on a piano in his workshop and
urged me to come and try it. Even

The contrasts inherent in
Well Temperaments,
have caused me to re-
evaluate my entire
approach to the
Classical and Baroque
literature. Suddenly,
complex chord
structures, changes of
key, modulations, and
returns to the home key
have taken on
immeasurably more
significance.

though I expected little or nothing
from this trial, sometimes — with Ed
— it’s better to give in immediately
because you know he’ll wear you
down. I went. I played. I was con-
quered.

Imagine my amazement at
discovering that I could hear these
chord-quality differences, and that
they generated an excitement simply
not present in Equal Temperament.
I could actually hear the contrast

between the serenity of the more
pure, calm chords, and the wavering,
pulsating activity of the more tem-
pered ones. It was then that Ed and I
banded together with Amy Dorfnian,
a colleague of mine at Vanderbilt
University’s Blair School of Music, to
present a program demonstrating
and performing in several of these
tunings. It was then, too, that I
decided that at least one of my own
pianos had to be in a Well Tempera-
ment because I found that the
quality of the sound stimulated so
many good musical ideas. (At
present, recording has been com-
pleted on a CD, Beethoven in the
Temperaments [Gasparo].) Now, both
my home and studio pianos are
tuned in Well Temperaments.

The contrasts inherent in Well
Temperaments, have caused me to
re-evaluate my entire approach to
the Classical and Baroque literature.
Suddenly, complex chord structures,
changes of key, modulations, and
returns to the home key have taken
on immeasurably more significance.
As an educated musician I had, of
course, been aware previously of all
this harmonic activity, but had never
fully realized the drama with which
these events can occur. And this
drama takes place in sound. It is
audible in the chords played, as well
as in the overtone series. Not only
do certain keys have an overall aura
or character, but within each key,
every chord seems to have its own
hue. It is as though one mingles
with a cast of colorful personalities
in exploring the changing chordal
landscape. Some keys or chords,
such as F-sharp major, are quite
raucous in effect while others, such
as C major, are suddenly pure and
calm to a degree not possible in
Equal Temperament.

Many musicians, among them
Alfred Finstein,? Glenn Gould? and
Alfred Brendel? have speculated on
the reasons for composers’ choice of
keys. Many others have professed




themselves drawn to this or that
specific key. My feeling is that, in the
Classical era, choice of key, sonata-
allegro form, and the expansion of
the development section within that
form was directly influenced by the
wide range of key “character” avail-
able on instruments tuned in a Well
Temperament. It is this character
that I would like to see available
once again on our modern instru-
ments, which in my opinion, are
better suited to the large spaces of
today’s concert halls.

I practice all kinds of music on
Well Temperament with no difficulty.
Can you use it for chamber music?
Absolutely. Vocalists report that the
first time through is somewhat
unsettling, but by the second time,
it’s even easier to stay in tune with
the piano because adjustments
normally needed for Equal Tempera-
ment are not longer necessary.

Does Well Temperament offer
the same enhancement to all musical
periods? Not to my ears. For Ba-
roque and Classical music, it is ideal.
Schubert sounds spectacular. The B-
flat-Major Sonata, DV960, for ex-
ample, has a C-sharp-minor second
movement that becomes positively
chilling in its effect when played on
a Well-Tempered instrument.
Beethoven’s “Waldstein” has a pure
ring that makes the controversial
long pedalings in the last movement
perfectly possible, and “fluttering” of
the pedal becomes unnecessary.

As for the Romantics, much of
Chopin, Schumann, and Brahms
seems more singing in these tunings.
In this regard, I think particularly of
Chopin’s D-flat Nocturne, or the
first appearance of the second
theme of the G-minor Ballade.
Schumann’s C-Major Fantasia has far
more natural resonance than you
will find in an Equal Temperament,
and the last A7 chord of Papilions
actually lasts long enough to do the
required release of each note in turn
until you are left with an A that your
audience can still hear. I love the
sound of Brahms in a Well Tempera-
ment, but I also feel that through
greater exposure to the sound of

<

these tunings, my musical taste has
changed.

A full century separates
Beethoven’s “Moonlight” Sonata
from Ravel’s Jeux d’Eau. Ravel was
already experimenting with bi-
tonality, and I don’t believe he had
the same desire or need for the
exploitation of key character as did
Beethoven. Even though I can
certainly practice impressionist
works on my Well-Tempered pianos,
I much prefer Equal Temperament
for these and other 20th-century
music because distinctive chord
characteristics begin to seem an
unwelcome distraction.

I urge you investigate these
tunings. I think you will be surprised
to find how wonderful your piano
sounds — especially in Classical and
Baroque literature, since the purer
keys really ring, the calm places are
more tranquil, the agitated ones
even more turbulent, and the
expression and power of the modern
grand is heightened. At the very
least, you owe it to yourself and your
students to experience playing in
these tunings. Nothing makes the
harmonic structure as apparent, and
the harmonic modulations clearer
and more evocative.

I believe you will experience, as 1
do, a deepening of your own emo-
tional intensity as you play. Your
imagination will be prodded by the
changes in key-quality to extend
your tonal palette, and to make
these changes even more obvious to
the listener. For me, this is the best
of all possible worlds.

Notes

1. Alfred Einstein, Mozart: His
Character, His Work (Oxford
University Press, 1945); see
Chapter 10 “Mozart’s Choice of
Keys” (pp. 157-163).

2. According to a letter to a fan and
to the editors of Glenn Gould,
Selected Letters, John P.L. Roberts
and Ghyslaine Guertin, (Oxford
University Press, 1992) the matter
of key and key association was a
most important one for Gould
throughout his life (pp.99-100).

3. Alfred Brendel, Music Sounded
Out, The Noonday Press, Farrar,
Strauss and Giroux 1990. Chapter
called, “A Mozart Player Gives
Himself Advice” (p.5) “Mozart,
more than most other composers,
expresses himself differently in
minor and in major keys.” &

&
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By David Patterson, RPT
Toronto, ON Chapter

The

Bartolomeo
Chronicles

Bartolomeo Examines the Keys

Bartolomeo has spent many an hour traveling
down blind alleys while diagnosing or working on
the keys themselves. He studies the brand new
instrument in front of him and is struck by the
simplicity of the keystick. It’s a simple pivoting
motion. It moves up and down. There’s a front,
middle and back contact point. It’s all deceivingly
simple. But this piano plays poorly and has slow
keys.

He first isolates sticking keys being caused by
tight front rail bushings. The technique takes only
" afew seconds and tells him immediately if a full
easingof the keys is called for. Both pedals are
depressed at one time while his fingers run over the
keys glissando-style with the palm down. The right
sustain pedal disengages the damper and spring so
that they are unable to push the wippen and key
- back to rest position. Many faulty key and high
friction situations are masked or hidden altogether
by this artificial assistance caused by the damper
return. Eliminating it from the equation assures a
truer picture of what the keystick itself is doing.
The left, or soft pedal is used to lift the hammer
butt and wippen as high as possible. With the
wippen now unable to push back on the key, the
same purpose is served as in the damper example.
The result with both pedals down? — a more
accurate picture of the behavior of the key itself.
When the keys are “played” from end to end, the
sluggish ones generally stay down and clearly
indicate the need for easing at the front rail.

After easing, Bartolomeo notices that the
balance rail bushings are squeaking. Liquid lubrica-
tion is an.option, but he still carries an oval-shaped
graphite pencil for this particular malady. Although
skeptical at first, Bartolomeo now accepts the proof
that graphite applied to each of the 176 bushings
will be a permanent repair. Any regular pencil will
work. However, the large, soft-lead, oval pencil has

two flat sides that are over 1/8 inch long. Thus,
they are quick and easy, custom-made for this
repetitive task.

He checks the cloth itself to see if the squeak-
ing is caused by poor material or wicking glue. With
glue-impregnated cloth, thin glue or poor cloth
allows the liquid to penetrate further than is
necessary for adhering of the cloth to the wood.
Touching or tapping a tool against the bushing
reveals a hard surface because the glue has ended
up close to the exposed area of the cloth. In these
cases, Bartolomeo does what he can for squeaks or
noises, with the awareness that only rebushing will
be a permanent solution.

Sharp key angles are suspect areas where worn
balance rail bushings will impede the normal
functioning of the note. A key not traveling in a
straight line at the balance pin exhibits a bushing
worn on one side only. Typically, the pin has worn a
deep semi-circle down close to the wood. It is
surprising how often a zero-repetition note can be
caused by this one condition alone. The only real
solution is to rebush periodically.

The balance hole is definitely one of the most
important areas in the entire piano. Bartolomeo
knows that many new pianos are inadvertently
ruined by technicians’ procedures at the balance
hole and he strives to be a non-member of this
group. Small amounts of material are removed or
compressed at the sides of the hole in tiny incre-
ments. For this, the key must be placed into the
piano each time for testing before further removal
of material. Only then can the accurate result be
achieved. Lifting up on the key and letting go
allows a properly-fitted key to slide slowly but firmly
back into position.

The job requires either delicacy or experience. For
success, it is mandatory that one of the two be
utilized. g8

Next month, Bartolomeo puts a damper on things.
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Baldwin Builds Custom Keys for Platinum-Selling Pop Artist Ben Folds

Mason, OH — Certainly, one of
the best pop music acts of the latter
1990s is Ben Folds Five. The group’s
winning combination of clever lyrics,
catchy yet sophisticated songs and
piano-
driven
arrange-
ments has
earned
platinum
album sales and a loyal fan base
around the world. Baldwin is proud
to announce that Ben Folds — the
group’s pianist, vocalist and princi-
pal songwriter — will now tour and
record with two new Baldwin Artist
Series grand pianos that have been
handcrafted especially to meet his
unique preferences.

Folds became a
Baldwin Artist in
1998, but has played
Baldwin pianos since
his childhood. For
the last few years, his
battle-scarred
Baldwin Model R has
been lugged around
the country and was,
so to speak, on its
last legs. Enter Joe
Vitti, Director of
Baldwin Concert
Grand Operations.
After meeting with
Folds to better
understand his

ment, Vitti offered to build custom
Baldwin pianos for Ben at the
company’s Conway, Arkansas, facility.
Baldwin has always valued the
opinions of professional pianists. For
decades, their input has been
reflected in ongoing refinements to

Ben Folds of Ben Folds Five with his custom pianos
at Baldwin's Conway, AR, facility. (Proto sy Mie
approach to his Kewe)

music and instru-

the company’s product line. Accord-
ing to Folds, his pianos must com-
bine superb performance qualities
with an appetite for the road. “What
we were going for, first, was a piano

that could truly be played in a rock
band in 1999,” said Folds. “It has to
keep up from venue to venue with a
loud rock band and a tour bus. It
takes some stamina in the instru-
ment. And I’ve gone through a few!

“It also needs acceleration — to
be extremely dynamic and respon-
sive — the words that people use
when they’re talking
about cars! (laughs)
It needs to go from
extremely quiet to as
loud as the instru-
ment can getin a
second. Some pianos
are slower at this
than others.”

When it came
to sound quality,
Folds requested the
classic, full-bodied
Baldwin tone.
“That’s one differ-
ence between me
and some rock piano
players,” explained
Folds. “I prefer a
tone that has some
substance and meat under it. I
believe that the place where the tone
should cut through is in the meat of
the note. Also, when the band stops
playing, leaving just the piano, you
still get a big sound. The piano is
still taking up a large amount of

space rather than just being a
“tinkly” sound.”

Armed with Ben’s requests and
the expertise of the Baldwin Concert
Grand Production Staff, Vitti began
his assign-
ment. First,
he hand-
selected
the materi-
als, then
determined the necessary processes
and ultimately, oversaw the construc-
tion of the special instruments. At
specific times, Vitti stopped the work
for evaluation and to provide addi-
tional comments to the craftspeople,
many of whom have been building
pianos at Baldwin for decades.

The result was two, ebony-
finished, 7-foot Baldwin SF10 Artist
Series Grand Pianos. Vitti is quick to
point out that the difference be-
tween a Baldwin production model
and a custom instrument is that the
latter is prepared for a specific
purpose rather than general use.
“Ben has a real good sense of music
in general and what he is trying to
get from his music specifically,” said
Vitt. “It’s my job to interpret what an
artist wants and translate that into
technical terms.”

Folds intends to use one of the
new Baldwin grands as his primary
touring instrument. The other will
be kept exclusively for recording
sessions. When asked if a specific
piano can influence his songwriting,
Folds responds, “I’'m embarrassingly
picky. I almost feel like there is a
certain number of songs in any given
piano, if it’s inspiring. There are
some pianos that are either sterile or
just not happening for some reason
and I probably won’t be inspired to

Continued on Next Page
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do anything on those. But with a
really good piano in a really good
room, I'm into it. These new pianos
are one of the best things that has
happened for me in our band’s
career.”

Winner of MTNA-Steinway
& Sons Collegiate Artist
Piano Competition Will
Receive Steinway Grand

Cincinnati — A historic agree-
ment was formalized at Steinway
Hall, in New York City, on Monday,
May 10, 1999 between Music Teach-
ers National Association (MTNA)
and Steinway & Sons when the piano
manufacturer officially agreed to be
the new sponsor for the MTNA
Collegiate Artist Piano Competition.

As sponsor of this competition,
Steinway & Sons will award the
winner a new Steinway Model M,
5’7" grand piano in an ebony satin
finish with matching artist bench —
a retail value or $35,900. Steinway’s
partnership takes effect with the
1999-2000 competitions. The first
award will be presented at the 2000
MTNA National
Competition in
Minneapolis, Minn.,
on March 27, 2000.
This competition is
the only Steinway &
Sons-sponsored
competition where
Steinway provides a
grand piano as a
prize.

Representing
Steinway & Sons at
the May 10 cer-
emony were Presi-
dent Bruce Stevens;
Executive Vice
President Frank
Mazurco; Vice
President of Concert
& Artist Activities
Worldwide Peter
Goodrich; and
Director of Institu-

Piano competition.
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tional Sales Sally Coveleskie. Execu-
tive Director Gary L. Ingle repre-
sented MTNA.

“Steinway & Sons is proud to
sponsor this prestigious MTNA
competition,” states Steinway’s
President Stevens. “Steinway & Sons
is committed to supporting excel-
lence in music education. As na-
tional winner, a student has reached
a level of mastery that should be
highly rewarded. For that reason, a
Steinway grand piano is a fitting
prize for that accomplishment.”

Executive Director Ingle praised
Steinway’s dedication to excellence
in piano making as well as its com-
mitment to the collegiate perform-
ers who participate in the competi-
tion. “MTNA is delighted that our
flagship competition — the Colle-
giate Artist Piano Competition —
will be sponsored by such a distin-
guished piano manufacturer as
Steinway & Sons. The students who
compete at this level are the very
best in the nation. It is fitting that
they receive one of the best instru-
ments in the world as they begin
their teaching and performance

careers. We are indeed grateful for
Steinway’s generous support.”

The MTNA-Steinway & Sons
Collegiate Artist Piano Competition
is open to high school graduates
who have not reached the age of 27
by March 27, 2000. Entrants need
not be enrolled in college. Students
must play one complete major work
for piano and orchestra and present
a solo recital program. Recital pieces
should include significant represen-
tative selections from at least three
of the five following periods: Ba-
roque, Classical, Romantic, Impres-
sionistic, and Contemporary. The
total program must be memorized
and may not exceed 50 minutes.

To enter, students and teachers
must send a completed application
form — with entry fee — to MTNA
by their state deadline (most are in
September). For applications and
additional information about MTNA-
Steinway & Sons Collegiate Artist
Piano Competition and other MTNA
competitions, please contact MTNA
national headquarters at (513)421-
1420, mtnanet@mtna.org or
www.mtna.org.

The MTNA National Student
Competitions take place on three
levels—state, division, and national.
Categories include composition for
elementary through
collegiate students
and performance
competitions for
junior high through
collegiate levels in
piano, strings,
woodwinds, brass,
percussion, voice,
chamber music,
organ and guitar.
Competitions are
administered by
Music Teachers
National Association
(MTNA), and
sponsored by the
MTNA Foundation
and various other
corporate support-
ers,

Peter Goodrich, Steinway and Sons vice President of Concerts and Artists Activites (rrom LeFt); Gary L. Ingle, MTNA
executive director (seated), Bruce Stevesn, Steinway & Sons President (seated); Sally Coveleskie, Steinway and Sons
Director of Institutional Sales; and Frank Mazurco, Steinway & sons Executive vice Presidnet, pose around a Steinway
Mode! M grand piano like the one to be awarded to the first-prize winner of the MTNA-Steinway & Sons Collegiate Artist




New
EMBERS

Join In June

Recion 1
021.. Boston, MA
James D. Pfeiffer
P.O. Box 1329
Orleans, MA 02653

101.. New York City
John A. Patton
Steinway & Sons
200 W. 45th Street
New York, NY 10019

117.. Long Island-Suffolk, NY
Matthew Wynee
P.O. Box 62
Brightwaters, NY 11718

122.. Capitol Area, NY
Bruno W. Paszek
53 Sunset Trail
Queensbury, NY 12804

144.. Rochester, NY
Nancy M. Wilder
22 North Terrace
Rochester, NY 14617

195.. Reading-Lancaster, PA
William McElwee
104 Brookline Plaza
Reading, PA 19607

Passages

GEORGE BAKER
BeLGrabE, MT

Jonn Branch, RPT
Kenner, LA

Scorr Orson
Missoura, MT

Ronarp Orr, RPT
E. Lvereoor, OH

Brian M. Trout
118 Stuart Run Road
Quarryville, PA 17566

RecION 2
201 .. Washington, DC
Scott M.Bunn
P.O. Box 105
560 Rolling Hills Road
Dowell, MD 20629

William T. Evinger
2402 Lake Avenue
Cheverly, MD 20785

301.. Atlanta, GA
Joel A. Haasenritter
145 Holly Brook Road
College Park, GA 30349

372.. Nashville, TN
Rod S. Kelly
101 Pond Drive
Gallatin, TN 37066

RecioN 3
752.. Dallas, TX
James E. Tye
P.O. Box 2211
Ardmore, OK 73402

Recion 4
489 Lansing, MI
Robert P. Hite
422 Franklin Street
Leslie, MI 49251

532 Milwaukee, WI
Kurt F. Fischer
816 Mill Street
Delafield, WI 53018

ReciON B
631.. St. Louis, MO
Richard W. Bushey
1245 N. Elizabeth Avenue
Ferguson, MO 63135

Associass

Recion 1
021... Boston, MA
Alex Cole
3105 W. Scenic Drive
Danielsville, PA 18038

Kazuo Yoshizaki
44 Troy Lane
Waban, MA 02468

101... New York City
Edward F. Mulcahey
21-65 43rd Street
Astoria, NY 11105

REecionN 2
212... Baltimore, MD
Ellen N. Martin
2971 Park Avenue
Manchester, MD 21102

Recion 6
801 ... Denver, CO
Lowell Roggow
802 E. Nichols Place
Littleton, CO 80122

Jane Dick
6615 Kingsbury, #3W
St. Louis, Mo 63130

RecioN 6
891.. Las Vegas, NV
Alan L. Meyer
2470 Sunset Mesa Court
Las Vegas, NV 89142

RecioN 7
974.. Eugene, OR
Dan S. Cragun
1165 Buff Way
Eugene, OR 97401

996.. Alaska
Henry W. Hartman
125 Gail Drive
Wasilla, AK 99654

Calendar
of Events

Serremer 24 - 26, 1999
NYSCON
Days Inn, Kingston, Ontario
Contact: John Hall (613)353-6175
Box 41, Battersea
ONT, KOH 1H0 Canada

Ocroser 2, 1999
Ouio Stare/CentrAL East REGionaL
Grave Piano & Organ, Columbus, OH
Contact: Kim Fippin, (614)890-2197
275 Foxtrail Pl
Westerville, OH 43081

Ocroser 8 - 10, 1999
Texas STATE ASSOCIATION
Waco Convention Center, Waco, TX
Contact: James Geiger (254)867-9589
3924 Kendall Lane
Waco, TX 76705

Ocroser 29 - 31, 1999
Nortn CaroLina Recronal CoNFERENCE
Radisson Hotel, High Point, NC
Contact: Dave Feeny (336)697-2646
3455 McConnell Rd
Greensbobo, NC 27405

Frpruary 18-21, 2000
Cavurrornia State “Tune-In 20007
Santa Clara Marriott Hotel, Santa Clara
Contact; Roland Kaplan (408)927-0620
6528 Leyland Park Dr.

San Jose, CA 95120

All seminars, conferences, conventions
and events listed here are approved PTG
activities. Chapters and regions wishing to
have their function listed must complete a
seminar request form. To obtain one of
these forms, contact the PTG Home Office
or your Regiona Vice President.

Once approval is given and your request
form reaches the Home Office, your event
will be listed six-months prior and each is-
sue until the month in which it is to take
place.

Deadline to be included in the Events
Calendaris at least 45 days before the pub-
lication date; however once the request is
approved, it will automatically be included
in the next available issue.

August 1999 — Piano Technicians Journal — 37




The Privileges of Membership

Because members' personal and professional circumstances change over
time, the products and services offered by PTG must change as well.

The number of membership benefits available through PTG recently expanded
with one idea in mind: fo meet members' needs by providing quality products
and services at a competitive cost.

&

For More Information:

o For health-related and
disability benefits contact
Ralph Passman & Associates,
1-800-255-6029

o For PTG MasterCard call 1-
800-847-7378, and mention
code GAI18 when calling

o For Viatication, call Viaticus,
Inc., 1-800-281-2700

o For Real$ave discount
package call 1-888-650-8272
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After KC, a Time to Look Ahead NCRC Activities

The PTGA had another exciting
time in Kansas City. | renewed friend-
ships from the past and made valuable
new friends that I'm sure I will always
treasure. Being a part of the PTGA has
enriched my life, and I am pleased to
be part of the PTGA

Already we are planning for next
year’s programs. It is not too early to
schedule next year’s convention in
Washington, DC.

Welcome to the new members that
joined us recently. Remember you get

a discount on registrations by being a
PTGA member. There are still some
state convention coming in the fall,
and I'm sure you will want to be a
part of them. Those conventions can
be as pleasurable as the national one.
You can still send your member-
ship dues for 1999 to me. It is not too
late. I'll be looking forward to
meeting you at PTGA activities
during the year.
— Manrilyn Raudenbush
PTGA Treaswrer

Read any good books lately?
August is the month to sit in the
shade (that’s the air
conditioner to you)
and catch up on all
those books, maga-
zines, and newsletters
you subscribe to. I
belong to five book
clubs, fifteen newslet-

Phyllis Tremper
PTGA President

and about twenty
magazines a month,
Oh, yes, 1 forgot my classical CD
record club. It’s a good thing I don’t
have a full time job outside of the
home or there would be more piles
in my office than there already are!

and take out more books? I guess
there’s something about borrowing a
book and having a deadline; i.e. as in
presidential monthly columns, that
makes you read those books faster
than the ones you own.

[t’s a good thing that I don’t take
the local paper and several major
ones too. I used to take the New York
Times, Chicago Tribune, Wall Street
Jouwrnal and Investor’s Daily. 1 read
them all from cover to cover several
days or weeks later! I gave that up
and now I get my daily news on NPR
at eight o’clock in the morning, 5
p.m. in the afternoon and on a New
York satellite television station at 11
p-m. Do I know what’s going on in

ters, mostly on health,

You see, I love to read. Then why do I
go to the country library every month

-
DEDICATED To AUXILIARY NEWS AND IN’.I:ER};STS

Read Any Good Books Lately?

the world or what??

Back to my original question. If
you haven't read any of the Chicken
Soup for the Soul books, you should
start this month. The stories are
short and vou can read one or two
while dinner is cooking. But be sure
to have a box of tissues close by
because the Chicken Soup for the
Woman’s Soulis a tear jerker. Those
poems and stories certainly brought
back memories for me.

Mary Higgins Clark is a fast read
also. Her stories are short and sweet
and can be read in one sitting.
Stories such as All Through the Night
or Pretend You Don’t See Her. She has
written twenty or more books by now
and many are good for an August
night when you can’t sleep because
it’s too hot. Oh, did I mention I
have a new, stronger pair or glasses
by the time you read this? First
change in my prescription in twenty-
two years. Maybe I'm over working
my eyes, but I just can’t stop reading.
Must be an addiction! At least it’s not
the worst one! Do I like reading? Ask
me if I like breathing.

So put your favorite music on
and read a book. Music is the Spice of
Life and reading is the meat and
potatoes!

A good book is the best of friends, the
same today and forever. — Martin
Tupper

— Phyllis Tremper
President, PTG Auxiliary

a High Point

1 ag For tha cnvniig
Qur activities for the Spousc

program for the 1999 North Carolina
Regional Conference in High Point,
NC, will begin on Friday, October 29,
1999 at 9:30 a.m. We will meet in the
hotel lobby and travel by van to see a
furniture factory in operation. We will
be guests of the Thayer Coggin
Furniture Company, manufacturers of
fine contemporary leather upholstered
furniture,

Mr. Thayer Coggin opened the
plant in 1953. They are one of a very
few surviving family-owned furniture
companies in the United States. It is
now operated by his daughter, Mrs. -
Royal Wiggin, who will give us a tour of
their facility. For additional informa-
tion on Thayer Coggin Furniture,
check out their web-site at
www.ThayerCoggin.com.

Following the tour of the factory,
we will enjoy a lunch at the Atrium
Cafe, four blocks south of the hotel. At
2:30 p.m., we will visit the Furniture
Discovery Center and have a guided
tour of the Angela Peterson Doll
Museum.

Saturday and Sundav will be at
vour leisure. There are a variety of
area activities you can enjoy. You can
shop at some of the worlds finest retail
furniture showrooms, hike the trails at
the Piedmont Environmental Center,
or even visit the nationally acclaimed
natural-habitat North Carolina Zoo,
located about 45 minutes south of
High Point.

We hope to see you in High Point!

— Renee Duncan

Nobody can
go back and
start a new
beginning,
but everyone
can start
today and
make a new
ending.
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CLASSIFIEDS

Classified Advertising rates are

40 cents per word with an $8.00
minimum. 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 producs listed.

Send check or money order {U 5.
funds, please) made payable to
Piano Technicians Journal,
3930 Washington,
Kansas City, MO 64111-2963

For SALE

I

ACCU-TUNERS FOR SALE. Sanderson
Distributor. James Acheson, 7906 Elliott
Street, Vancouver BC V5S 2P2 Canada.
604-325-6751.

REYBURN CYBERTUNER is a complete
software package that transforms your
Windows or Macintosh laptop computer
into a professional stand-alone tuning
device. Easy to use, micro-adjustable,
pitch raise amazingly close with just one
pass, self-corrects for scaling problems
(spinets, short grands, etc), sell more
voicing jobs with Pianalyzer’s color dis-
play of any note’s full tonal spectrum,
PTG approved for scoring tuning exam.
30-day money back guarantee. $795.
Mitch Kiel,1-888-I-LUV-RCT (1-888-458-
8728) e-mail: mitch@reyburn.com or
visit our web site at: www.reyburn.com

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

ing the SAT IlI from Authorized distribu-
tor. Consignment sale of used Accu-Tun-
ers and Sight-O-Tuners or new Accu-
Tuner customers. Call for details. Rick
Baldassin, 801-292-4441.

HAMMERS AND ACTION PARTS: Fin-
est quality Encore (by Abel). Nu-Tone
and Abel Light hammers. Tokiwa action
parts. Try the new Encore* dimension-
ally correct shanks and flanges with En-
core hammers on your next rebuild.
Hear and feel the difference. Brooks,
Ltd. Steinway type whippens now avail-
able for that extra smooth feel. Encore
hammers and shanks and flanges are
made to the strict specifications of Wally
Brooks by Helmut Abel, GMBH in Ger-
many. Quality boriing and shaping. We
also specialize in pre-hanging grand
hammers on new shanks. Write or call
Brooks, Ltd., 376 Shore Road, Old
Lyme, CT 06371. Phone 800-326-2440;
FAX 860-434-8089.

BUY DIRECT from your favorite suppli-
ers at the NORTH CAROLINA RE-
GIONAL CONFERENCE, October 29-
31, 1999 in High Point, NC. Save on ship-
ping costs and discounted “show special”
pricing.

SUCCESSFULL BUSINESS IN THE
GREAT SOUTHWEST. The “Whole En-
chilada” or just a part: home service cli-
entele, piano moving equipment, re-
pair/rebuilding tools & equipment, real
estate. Jim Coleman, Jr., 17520 E. Desert
Lane, Higley, AZ 85236. Phone: 480-966-
4055 Fax: 480-854-9268.

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

CONTROL SUPPLY, Steve Cunningham
1-800-443-7509.

PianoDB - Easy to use DATABASE FOR
WINDOWS by D C AL CODA internet
site:  http://www.dcalcoda.com/
kenhale@dcalcoda.com

MOTHER GOOSE TOOLS Delivered

USA. Brass String Level-Level $25;
Hammer Filing-Voicing Tray $25;
Hammer Fitting Block $15;
Capstan Regulating Pliers $25;
Slotted Screw Starter $15.
1-800-343-5257
imatunr@primenet.com

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
DAMPPCHASER PRODUCTS (New dis-
tributorship) Our promise is Quality and
Fast, Knowledgeable Service. For full in-
formation and free sales kit contact
EDWARDS STRING COVERS, attn:
LaRoy or Judi Edwards, PO 646,
Brookdale, CA 95007. Ph. 831-338-1828,
FAX 831-338-4580.

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)677-5760.

SOUNDBOARDS BY NICK
GRAVAGNE. Ready-to-install crowned

boards or semi-complete. Over 200 new
boards out there! New expanded and
updated installation manual $22. P.O.

BOX 273; Sandia Park, NM 87047; 505-
281-1504.

“SALE OF PIANOS” — All models and
styles. Specializing in players, art case
and conventional pianos. Floor ready
and as is pianos available. We also spe-
cialize in one of a kind and hard to lo-
cate pianos. Call collect Irv Jacoby 1-800-
411-2363, 216-382-7600/FAX 216-382-
3249. Jay-Mart Wholesalers — Pianos
since 1913.




NEW: DIMENSIONALLY CORRECT
ENCORE" Finest GERMAN quality
shanks and flanges. AMERICAN style
with no large hex shanks, for closer
weight and flex duplication. Wally
Brooks and Helmut Abel GMBH have
designed, duplicated, and produced the
new ENCORE"™ shanks and flanges to
the closest possible engineering dimen-
sions. Steinway type available with 16mm
original or modified 16.5mm knuckle to
center pin. C shanks available with
17mm or 18mm knuckle spread, to
match old Mason & Hamlin and Pratt
Read actions. Shanks for Chickering and
Knabe are narrowed to 11.25mm like
originals. Available for most American
pianos at the introduciory price of
$299.00. Available only at Brooks, Ltd.
Call 1-800-326-2440 for sample kit, infor-
mation and ordering.

FORTEPIANO MAINTENANCE

HANDBOOK. For Owners and Techni-
cians. Technical but well-explained.
Stringing, Action, Damping, other top-
ics. Builders, suppliers listed. $20 plus
$3 s&h. Margaret Hood Fortepianos, 580
West Cedar Street, Platteville, WI 53818.
Call 608-348-6410 for more info.

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 MZ2R 1B1
CANADA. (416)229-2096

HANDCRAFTED TOOLS— For Bear-
ing, Notching, Hammershaping,
Ribshaping, and More! Call or write for
free brochures. MAZZAGLIA Tools, PO
Box 18, Groveland, MA 01834 (978)372-

1319

BUCKSKIN for recovering grand knuck-
les and backchecks, upright butts and
catchers. The “original equipment” sup-
plying the industry for 140 years. Rich-
ard E. Meyer & Sons, Inc., 11 Factory
Street, P.O. Box 307, Montgomery, NY
12549; 914-457-3834

REPRODUCTION LEGS for Steinway &
Sons XR Player Grand. Historically ac-
curate design in solid mahogany. We
made three sets, have one set left. Re-
quires fitting, assembly, finishing, hard-

ware. $750.00. Bernard Mollberg
(512)444-2210.

PIANO SCALING SOFTWARE for WIN
& DOS. Plot inharmonicity, Tension,

Break %, and more. Automatic Bass
Rescaling, String Winding Sheets, De-

tailed Manual, and much more. Deci-
mal & Metric. $80.00. Tremaine Par-

sons, Box 241, Georgetown, CA 95634,
530-333-9299

WONDERWAND: Try the Tuning Lever
you read and hear about. Enjoy Less
Stress; Better and Faster Tunings: $65.00
p-p- Wayne Saucier, RPT, 26 New York
Ave., Wayne, NJ 07470.

PTOOLS - COMPUTER TOOLBOX
FOR TECHNICIANS. WIN & DOS Cli-
ent Management, Mailmerge, Corre-
spondence, Import/Export, Labels, En-
velopes, Autodial and more. Measure-
ment Conversions. Trade Specifications,
Zipcode, Supplies, and Resource Data-
bases. Conversions, Specifications, Cal-
culations, Repair Formulas, and more.
$30.00.

http://ourworld.compuserve.com/
homepages/ptools. Tremaine Parsons,

RPT; 530-333-9299.

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

NEW! ACCENT STRING COVERKITS.
No paper patterns, no waiting, no addi-
tional appointments to install. Each
Grand String Cover Kit has everything
you need to make a professional qual-
ity, custom-fit wool string cover while
you're on your regular service call. 1.
Pre-trimmed and ironed highest-grade
wool felt. 2. Unique “clip on” fiberglass
rod support braces to suspend felt over
the strings. 3. Marking chalk. All you do
is mark the curve and trim. Installs in
minutes. Available in Black, Brown and
Burgundy in three sizes: for pianos up
to 6', 7' and 9'. Prices start at $105.00.
Satisfaction guaranteed. Visa/
MasterCard accepted. To order or for
more information contact Larry Pisano.
(949)240-7568 phone/fax. ACCENT
Piano Service.

HAMMER BORING GUIDES. All metal,
weigh 15 Ibs. Accurate and easy to use.
Improved since Journal article of June
1995. $230.00. Instructions and photo
available on request. Kent Gallaway, 709
Thorne, Ripon, WI 54971; 920-748-3265.

CORY KEYBOARD PRODUCTS. Your
customers will love the way these spe-
cially formulated clearners and polishes
make their pianos easier to maintain.
Key cleaner, high gloss polish, satin fin-
ish conditioner and many other prod-
ucts. Used by technicians nationwide.

Visa/MasterCard accepted. To order or

for more information contact Larry

Pisano. (949)240-7568 phone/fax. Au-
thorized distributor. ACCENT Piano

Service.

FOR SALE—Replacement Reeds
wanted for use in Parlor Reed Organs.
Direct inquiries to: Paul Toelken-sup-
plier, 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 pi-
anos. Ed’s 504-542-7090.
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*#9' Mehlin & Sons, 1924, Eb $4,500;
*Steinway L Mahog. $16,000; *Steinway
Console Wal. $4,500; *45" Steinway Stu-
dio Eb. $7,295; *Steinway M.cb. $23.5K,
new strings, block and more;*Steinway
42" walnut, $3,995; *5°6" Estey new ma-
hogany finish $3,995; *5'8" Knabe Wal.
$4,500; *7°1" Bluthner Wal. $3,995;
#6°2" Weber Eb. “Artcase” $9,995;
#42"x42" Monochord “Miniature”
$1,495; *5°4" Fisher 1915 Circassian
Walnut $3,995; ¥4°10" Kimba Frch. Prov.
$4,995; *5°8" Chickering, perfectivory’s
Mahog. 1916 $4,000; *5’4" Chickering
Mahog. 1926 $4,995; *5’9" Howard by
Kawai Eb. $7,700; 5’7" Yamaha “beauti-
ful” Walnut $7,995; *Mason & Hamlin
“BB” w/PianoDisc $29,995; *Muason &
Hamlin “BB” Mahog. 1908 must see!
$29,995; *4°7" Wurlitzer “petite” Wal.
$4,195; *Yamaha CLP-360 (Midi)
Clavinova $1,795. Call SCHROEDER'’S
PIANOS Since 1957 for a complete list
of used pianos, 800-57 PIANO Visit our
web page: 57 piano.com

REPAIR CHIPPED IVORY IN 20 MIN-
UTES. “AcryliKey” ivory restoration sys-
tem produces a strong,nearly invisible
repair in minutes. Kit contains mate-
rial enough for 50+ repairs. Also: pig-
ments, mixing utensils, sanding pads,
and complete instructions. Total cost,
(shipping included)$39.95. Richard
Wagner RPT; P.O. Box 1952 Lake Os-
wego, OR 97035 (503) 697-9254. E-mail
for extra information.
Rjwag@Pacifier.com

Hrrp WANTED

COOPER MUSIC, one of Atlanta’s larg-
est and oldest piano dealers, is offering
a career opportunity in our rapidly grow-
ing rebuilding and technical services di-
vision. We are looking for a positive self-
motivated person who can work in our
Piano Technologies Division. Excellent
pay and benefits package as well as great
opportunity for advancement. Come

join our family and enjoy a wonderful

working environment in a beautiful and
growing areal Please fax a resume and
best time to call to: Blake Cooper
(404)329-1665.

BALDWIN PIANO AND ORGAN CO.,
Trumann, Arkansas, announces open-
ings for experienced piano technicians
with concertlevel tuning, regulating and
voicing skills. Technicians will join grow-
ing Baldwin Technical Organization to
assist Concert Grand Operations in
building concert grand pianos, oversee
field technical teams, teach workshops
and seminars and participate in proto-
type development and tone testing. Sal-
ary based on experience. Baldwin offers
medical/dental insurance and matching
401K plan. Baldwin is proud to support
adrug free environment and is an equal
opportunity employet. Qualified candi-
dates should send resume along with
salary requirements to: Baldwin, 900
Hwy 463 S., Trumann, AR 72472-9604.
Fax: 870-483-6147.

TUNER/TECH NEEDED. Work with
the best. Call Matt Grossman: 800-924-
1900. E-Mail:

mattgrossman@vintagepianoworks.com

I

FULL TIME TUNER/TECHNICIAN
NEEDED. Job includes tuning and re-
pair in private homes. Prepping pianos
for sale. Strong tuning skills a must,
good communication skills important.
Please call Robert Barrett at Ithaca Pi-
ano Rebuilders; Ithaca, New York. 607-
272-6547.

Email: rbbipr@twcny.rr.com
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PIANO TECHNICIANS WANTED—
100+ year old company with one of the

largest restoration facilities in the U.S.
is enjoying continued growth and look-

ing for persons with any of the follow- -

ing experience: Rebuilding, regulation,
pianodisc installation and service, tun-
ing, refinishing. Great salary and sched-
ule. Full benefits, 401k with participation
and more. Tired of being
underappreciated and under paid?
CALL (215)438-3200 or send resume to:
5427 Germantown Ave., Philadelphia,
PA 19144.

MASON & HAMLIN,One of the oldest,
most respected names in piano manu-
facturing, is seeking an experienced Pi-
ano Technician/Engineer. Must be dedi-
cated and a team player; piano produc-
tion and procedure implementation
skills required, auto cad or cad drawing
a plus. Excellent salary for a qualified
candidate. Benefits include medical,
dental and 401K programs. Send resume
to: Mason & Hamlin, Craig Arling, 35
Duncan Street, Haverhill, MA 01830.
Tel: 978-374-8888.

TUNER-TECHNICIAN NEEDED IN

THE WASHINGTON, DC AREA—
A medium-size retailer in

Manassas, VA, has an immediate open-

music

ing for an experienced tuner-technician
for half<time employment. In addition
to keeping floor stock tuned and regu-
lated, the position entails prepping new
pianos and repairs to trade-ins and used
purchases. Outside customer free
tunings will be referred for separate time
and compensation, and call-in tunings
will be referred unconditionally. Hours
can be at the Technician’s discretion, but
must be on a regular schedule. Compen-
sation will be commensurate with local
full-time staff technician’s rates. A mini-
mum length of employment contract
may be required. Please contact Steven
Ponikarchuk at 301-548-9056 or e-mail
at fmicorp@erols.com. This is an excel-
lent opportunity to establish and build
your own clientele in the Washington,
DC area.

NEW ENGLAND CONSERVATORY OF
MUSIC Seeks a full-time Manager of Pi-
ano Services to oversee its current tech-
nical staff and to share the tuning, regu-
lating and rebuilding of 180 pianos. Re-
quirements: Technical training from a
recognized school of piano technology,
with at least 5 years experience aurally
tuning and maintaining Steinway con-
certgrands in an academic environment
at the level expected by major touring
pianists. FTE, some evenings, weekends.
Excellent benefit package. Salary com-
mensurate with experience. Please send
resume, 3 letters of recommendation to:
Human Resources Office, New England

Conservatory, 290 Huntington Ave., Bos-
ton, MA 02115. EOE.




TECHNICIAN NEEDED IMMEDI-
ATELY IN RALEIGH, NC AREA— Es-
tablished business has an immediate
opening for qualified piano technician.
Must be an efficient, stable tuner and
have basic regulation and repair skills.
Rebuilding skills a plus, but not re-
quired. Competitive salary based on ex-
perience. Commissions paid for jobs
sold. Service vehicle with cell phone pro-
vided. For more information, or to sub-
mit your resume, call Ruggero Piano
Service, Inc. 1-888-326-8002 or FAX us

e 10O M ot
at 919-571-1531.

VICTOR'’S is expanding. Need Piano
Tuners, Refinishers, Restringers. 500
fine grands, Hammond B3 & Leslies. 300
NW 54th Str., Miami, Fla. 33127. 305-751-
7502. www.victorpianos.com

SERVICES

uli

SOUNDBOARDS & BRIDGES DUPLI-
CATED. Any board or bridge duplicated
or made to your specs, “Board in a Box”
or installation at our facility. Completely
tooled and equipped for any piano. Rare
and aged wood selection available. Com-
plete restoration since 1963. BRIAN
ALEXANDER, KEY ONE, 1308 Factory
Place#38, Los Angeles, CA 90013.
Phone: 213-624-6634, FAX: 213-689-
1735.

STRAIGHT SIDES AND SQUARE
FRONTS are the benchmarks of our
quality key recovering, $150/set tops
and fronts. Plastic sharps installed $90/
set, key bushing using Spurlock preci-
sion cauls $100/set. Shipping charges
are additional. Key repairs, buttons, and
other services available. Visa and M/C
accepted. E-mail: ashmore@gv.net, call
530-273-8800. Yvonne Ashmore, RPT
and C. Christensen, Keyboard Restora-
tions, 12700 La Barr Meadows Road,
Grass Valley, CA 95949.

Make valuable professional networking
connections at the NORTH CAROLINA
REGIONAL CONFERENCE, October
29-31, 1999 in High Point, NC. For reg-
istration contact Lewis Spivey, RPT at
(252)937-4777.

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)595-5535.

SOUNDBOARDS INSTALLED — Full
and partial bellywork performed with
sustain, clarity, and projection the objec-
tives, as in the S&S B on exhibit in the
GOR in Providence. Considerable back-
log - contact soon for scheduling.
Quality’s the bottom line. David G.
Hughes, RPT. Baltimore. 410-429-5060.

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.

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

KEYTOPS IN THE ROCKIES—Keys re-
covered with .089 white tops with fronts,
buffed and notches beveled - $120.00.
KEYS REBUSHED-—$60.00 PER RAIL.
EXPERIENCED, hundreds of sets recov-
ered. References on request. Phillip
Thurlow, RPT. 7773 S. Elizabeth Way,
Littleton, CO 80122 (303)770-7064 OR

(888)586-4683. RETURN SHIPPING
WITH PREPAID ORDERS.

PIANO KEY SERVICE—

.075 Tops with Fronts - $125.00
Premium Tops with Fronts - $150.00
High Gloss Sharps (3 1/2") - $65.00
Keys Rebushed: Premium Cloth- $100.00
Custom Keys Made - Call for Price

Many other services available. Call or
write for price list. FREE return freight
on pre-paid orders of $75.00.

WALKER PIANO SERVICE,

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

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
RoselLand Piano Co. (503)654-1888.

TRAINING
bR

l r

NILES BRYANT OFFERS TWO HOME
STUDY COURSES: Electronic Organ
Servicing: Newly revised. Covers all
makes and models — digital, analogue,
LCT's, synthesizers, etc. Piano Technol-
ogy: Tuning, 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.)

The NORTH CAROLINA REGIONAL
CONFERENCE offers 3 days of quality
instruction in all phases of piano tech-
nology October 29-31, 1999 at the
Radisson Hotel in High Point, NC.
Double your income with the knowledge
availabler It’s up to you. Conference is
easy to get to . . . low air faires to High
Point, NC; Train Station one block from
Hotel; Only a few hours driving distance.
For more information and registration
contact David Feeny (336)697-2646.
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EMIL FRIES SCHOOL OF PIANO
TUNING AND TECHNOLOGY.
Thorough education since 1949 in tun-
ing, servicing and rebuilding pianos.
Successful graduates worldwide, blind
and sighted. One and two year
courses.Emil Fries School of Piano Tun-
ing & Technology. Ken Serviss, RPT,
President — Don Mitchell, RPT, Dir. of
Instruction. 2510 E. Evergreen Blvd.,
Vancouver, WA 98661-4323. (360)693-
1511, fax (360)693-6891. e-mail:
dsmitch@pacifier.com / web page:
www.pacifier.com/~dsmitch

THE RANDY POTTER SCHOOL OF
PIANO TECHNOLOGY — Home Study

programs for beginning students, asso-
ciate members studying to upgrade to
Registered 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
M

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 Av-
enue, Philadelphia, PA 19119-2113; Ph.
215-438-7038, Fax, 215-848-7426

SUPERIOR INSTRUCTIONAL TAPES
** Videos priced at §25 each ** Begin-
ning Tuning, Upright Regulation, Au-
ral and Visual Tuning, Grand Action
Rebuilding, Exploring the Accu-Tuner,
Grand Action Regulation, Voicing,
Pinblock Installation, A to A Tempera-
ment, Baldassin-Sanderson Tempera-
ment, Bass Tuning - 3-Ways. Superior
Instructional Tapes; 4 W. Del Rio Drive;
Tempe, AZ 85282; Ph. 602-966-9159.
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WANTED
I kil

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

WANTED—Historical and Technical
information on the C. Kurtzman Pianos,
Buffalo, NY. Contact Paul Hamilton, 505
N. Decatur, Apt. B, Las Vegas, NV 89107-
1966. (702)870-6430.

WANTED: DOLMETSCH-
CHICKERING Harpsichord by Michael
W. Hart, PO Box 268, Corbin, KY 40702
(606)528-8760.

WANTED: Very old Chickering Grands
pre-1900 to restore. Also, very old square

pianos. PTG member, technician would
appreciate your referals. Contact

Michael W. Hart, P.O. Box 268, Corbin,
KY 40702 (606) 528-8760.

WANTED early square pianos-pre 1870-
any make, or condition-especially origi-
nal condition. Michael W. Hart, Box 268,
Corbin, KY 40702. 606-528-8760.

PIANOS! PIANOS! PIANOS! !!!Free
phone appraisal!!! Buying all types of
usable pianos. Cash or bank check on
pick up. Won’t hesitate on price. Call us
first for fast professional service.

“Steinway, Mason-Hamlin command spe-
cialty prices.” Jay-Mart Wholesale, P.O.

Box 21148, Cleveland, OH 44121. Call
IrvJacoby 1-800-411-2363, or collect 216-
382-7600,/FAX 216-382-3249.

HELP!! Steinway S #302431 Stolen from

Trumbull College at Yale University.
Contact Marty (Yale Police) at 203-432-

4403 or Debbie at TCadmin@VYale.edu

with any information.

WANTED: Antique & Modern Grand
Pianos. Viennese actions OK. Ed
Swenson: PO Box 634, Trumansburg, NY
14886. 607-387-6650; Fax: 607-387-3905;

e-mail: piano@clarityconnect.com

WANTED: TINY PIANOS such as the
Wurlitzer Student Butterfly or other

small types. No more than 50 keys. Call
toll-free: Doug Taylor, 1-888-895-6211.

I'll pay shipping!

WANTED—Used Tools and Equipment.
New member of the PTG looking to buy
complete set of tools, equipment and
supplies. Also interested in educational
aids i.e. action models, books, technical
manuals, etc. Please send list to: Glenn
A. Vallespir, 249 Glen Ave., Glen Rock,
NJ 07452; booii@ibm.net
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Advertisement

A Word (or Two) About Voici

oicing seems to be the magic word whenever piano tone is discussed.

As much as the hardness of the hammer felt is significant and important,

I consider well-prepared hammers a must before we actually use needles.

We must always assure that the hammers strike the strings squarely and
all strings simultaneously. With used pianos, grooves in the hammer heads must
always be removed by filing and with a new set of hammers it is of utmost importance
that the hammers are filed lightly.

Before working on the hammers I always check to make sure that all strings of the
individual unisons are level. After the strings have been leveled, the hammers filed
squarely, and the travel adjusted by using travel paper, there is a neat little trick [ have
been using for many years.

I push the hammer against the strings and apply slight pressure. I then pluck each

string of the unison. The strings should be muted equally. If a string keeps on ringing,
the unison needs leveling, With grands, I use a simple hook made of coat hanger wire
to pull the hammer toward the strings. On upright pianos, [ simply push the hammer di d i y
to the strings with my finger. Ernest Jubn

Here are a few items I consider to be most important and are part of what we generally “Ernie you did a great jO b
call voicing; NEJW it's my turn.”

m A fairly well tuned piano m Hammers filed to proper shape .
. . ) — Count Basie
m A well regulated action (when working on a used piano)
m Pedals in working order and properly SpaCEd and traveled hammers. ) Ernie was born in Vienna, Austria and educated in Prague,

. . Crechoslovakia. Afler apprenticing in Prague he confinued fo
Only after everything else has been done, the actual needling (acupuncture) A Af p prenicing in g }
guin more experience in Israel and later returned to Vienna,

should be performed. Austria to gain more knoteledge. His greatest enjoyment in
e o e B servicing pianos comes from the calls of a perplexed customer
. wibo can't eplain the situation ard he bas fo go owd and frou-
ATi p ) : ble shoot to find a solution. Ernie bas serviced pianos for many
Remember how convenient it used to be to remove Yamaha grand great pianists, but one of the greal responses came from Count
cheek blocks? The wing screws did the trick. Later, these convenient Basie afler Ernie had serviced a piano at Radio City Music
little friends of the technician gave way to the more "eye pleasing” Hall, The Count simply said. “Ermie you did @ great job.

regular wood screw. If you service instruments in recording studios
or other places where the cosmetic value is not of prime concern,
you can order the “old fashioned” wing screws from Yamaha Piano
Parts and enjoy the convenience. Order Part #KGPWN.

3

Now its my turn.”

© 1999 Yamaha Corporation of America
Customer Support

P.0. Box 6600, Buena Park, CA 90622
Parts & Service: (800)854-1569 » Fax: (714)527-5782

www.yamaha.com




Why choose a Mason & Hamlin piano?

Tradiion. Mason &
Hamlin, founded in 1854, is
one of the oldest, most
respected names in piano
manufacturing.  Today’s
Mason & Hamlin piano
is individually handcrafted
using many original com-
pany specifications and
designs. All models feature
the patented Tension
Resonator, the crown reten-
tion system which was
developed exclusively for
Mason & Hamlin in 1900.

Tone. The Mason &
Hamlin piano has a wide
tonal palette: the bass end is
very big, full and rich; the
mid-range is clean and lyri-
cal; the treble end is bell-
like, with unmatched clarity.

Touch. Play boldly or intro-
spectively—a Mason &
Hamlin piano gives you
freedom to explore the
music deeply.

Appearance. Mason &
Hamlin pianos have always
been prized for their classic
beauty. They are, simply,
works of art for your works
of art.

4111 N. Freeway Blvd., Sacramento, CA 95834 Tel: 1-800-566-3472
Fax: 916-567-1941 Email: info@masonhamlin.com * Website: www.masonhamlin.com

finson & Wamlin

PianoDisc

Technical Training = Income Opportunities

For information, call 1-800-566-3472

Employment
Opportunity

Mason & Hamlin,
one of the oldest and
most respected names
in piano manufactur-
ing, is seeking an
experienced Piano
Technician/Engineer.
Must be dedicated
and a team player;
piano production and
procedure implemen-
tation skills required,
auto cad or cad draw-
ing a plus. Excellent
salary for a qualified
candidate. Benefits

include medical, den-
tal and 401 K.

Send resume to:

Mason & Hamlin
Attn.: Craig Arling

35 Duncan Street
Haverhill, MA 01830

Tel: 978-374-8888
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