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Dutch Daly:
Comedy and Concertinas
on the Variety Stage1
RANDALL C. MERRIS
The mayor of the town talks, in his public addresses, a lingo that would make the
fortune of a vaudeville comedian of the Dutch Daly stripe . .
Iseult Kuhk, ‘Behind the Scenes in St. Louis’,
The Iconoclast, 10 (1897), 81
And there’s Dutch Daly!
I have never been quite able to understand why Dutch Daly
is not made more of. He has a charm that is absolutely unique; and his
story-telling is more delightful because of his musical art, that captivates and enchants.
Penny Illustrated Paper, 18 February 1911

Introduction: William ‘Dutch’ Daly (1848-1924) was a popular comedian and
concertinist throughout the golden age of the variety stage.2 His career coincided with
the development and evolution of variety entertainment on both sides of the Atlantic,
and his comic and musical talents took him from American minstrelsy, burlesque, and
vaudeville back to the music hall in his native Great Britain. A pioneer of Germandialect comedy, which grew into an immensely
popular brand of variety-stage humor,3 Dutch
paired his comedy monologues with performances
of popular music and novelty imitations on the
concertina, which, though sometimes mentioned in
variety reviews, were overshadowed by his
celebrity as a ‘funny man’. Yet with the passing of
time and the variety-stage era, Dutch was largely
forgotten, both as a concertinist and as a comedian.
Dutch’s
popularity
in
the
1890s
is
documented by an indisputable symbol of success—
a Dutch Daly caricature by Max Beerbohm,4 famous
for his witty portraits of writers, actors, politicians,
and other British notables. Beerbohm’s caricature
of Dutch with concertina in hand appeared in a
December 1894 issue of Pick-Me-Up, a popular
magazine of the day (see Fig. 1).
As a recording artist, Dutch’s wax cylinders
and 78-rpm records— both of his concertina playing
and comedy monologues—belonged to the first
generation of musical and spoken-word recordings
(a list of his recordings appears in Appendix I),
while his prominence was bolstered by the relative
novelty of a concertinist in vaudeville and music hall
(Appendix II presents biographical sketches of his
concertina-playing contemporaries). Finally, in a
Fig. 1. Max Beerbohm’s caricature of Dutch Daly
in the magazine Pick-Me-Up (29 December 1894).
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career that spanned more than four decades, Dutch appeared on programs with
many famous or soon-to-be-famous artists whose talents ranged from comedy,
singing, dancing, and acting to juggling and tightrope artistry. It was not for nothing
that Dutch’s milieu was called the ‘variety’ stage.
Beginnings: William James ‘Dutch’ Daly was born on 4 November 1848 in St.
Helier, Jersey, Channel Islands. His parents were William James Daly (c. 1824-1907)
and Jemima L. Daly (born Tarvis, c. 1818). The 1861 British census shows that
Dutch, age twelve, had left school and was working as a plasterer, also the
occupation of his parents, who had moved from St. Helier to Chelsea, London. Soon
thereafter, Dutch went off to sea and, after a single voyage, made his way to India,
where he worked as an ‘engineer’.5 By the time of the 1871 census, Dutch’s parents
also had left the plasterer’s trade.6
In the late 1860s, Dutch returned to England before setting off on his first
voyage to the United States.7 In 1870, he married Catherine ‘Blanche’ Moncrieff
(born 1853 in Canada), a music-hall actress, and by 1881 (according to the census
of that year), they had taken up residence in Brighton. And though American
theatre patrons often assumed—given his associations with American theatre
companies and his extensive tours in the United States—that Dutch was a U.S.
national, he remained a lifelong British subject despite his frequent residencies
overseas.8
The concertinist: With little in the way of competition, Dutch Daly became the
best-known concertinist on the nineteenth-century American variety stage. There
were, however, some other names to be reckoned with: Alfred Blair Sedgwick
(1821-1878), James W. Sharpley (1844-1902), and Robert Spice (1846-1920), all
British born. By the early 1870s, however, Sedgwick and Spice had moved on to
other pursuits, while Sharpley never received public notice on the scale of Dutch’s.
On the lighter side, and rather short lived as a concertinist, was John F. Fields, a
comedian/concertinist in the black-face minstrel act of Fields & Hoey in the late
1870s. Thus despite his frequent trips back to England, Dutch maintained his
position as the premier concertinist on the American variety stage throughout the
1880s and early 1890s.
Dutch did not face much early competition on the British variety stage either,9
although by the early 1880s, he was beginning to share the modest amount of
concertina publicity with the team of ‘Virto &.Thompson’ (Albert Virto and Harry
Thompson) and John Hill Maccann, billed as Prof. Maccann.10 In fact, Dutch’s aura
as the premier concertinist of the British music hall diminished as the decade wore
on, as two other concertinists, Prof. Maccann and Percy Honri—both among the
all-time greats on the Maccann duet—gained prominence. And while Maccann
specialized on the concertina, Honri was also a stage actor and producer. Yet despite
their shifting fortunes, Dutch, Maccann, and Honri considered themselves comradesin-arms, as it were, not rivals.11
Dutch and Maccann crossed paths no later than 1885, when they both
performed at the Canterbury Theatre of Varieties as part of an engagement billed as
‘Nine Hours Amusement for One Shilling’. Prof. Maccann, Arthur Lloyd, and Harry
Randall were on the afternoon program, while Dutch performed in the evening. The
two concertinists shared the stage again in June 1887, this time at Moss’s Theatre
of Varieties in Edinburgh, where they were billed as ‘DUTCH DALY, The Great Dialect
Comedian’ and PROFESSOR MACCANN, The Famous Concertina Soloist’. Dutch’s
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display of virtuosity—a courageous act in the presence of Maccann’s mastery—was
rewarded by a favorable comment in The Scotsman for 14 June 1887 (p. 5):
Mr Maccann maintained his reputation as a clever and artistic player on
the concertina, and the manipulation of this instrument by Dutch Daly,
and the remarks with which he introduced his business, were much
appreciated by the audience.
In Working the Halls, Peter Honri provided a snippet in which the concertina playing
of Dutch and Percy Honri were informally compared during the course of Percy
Honri’s tour of the United States in 1898:
Whilst at Philadelphia The Item trotted out their expertise on concertinas
and their players with the phrase ‘[Percy Honri] showed a few twists on
the concertina that were made known by neither Dutch Daly nor Joe
Cawthorn. . . ‘,12
while a later take on Dutch’s playing was offered by K.V. Chidley in the course of his
appraisal of Alexander Prince and Percy Honri:
Prince was a magnificent player but Honri was equally as good. It is
difficult to compare them, however, as their styles were so different. I
knew them both. Prince had a brother and sister who were very fine
players of the Duet. . .I gathered from my father [Edward Chidley] that
Dutch Daly’s stories were much better than his playing!13
Yet given the longevity of Dutch’s popularity as a concertinist, less-than-favorable
reviews of his playing were few and far between.
Dutch Daly played all types of English-made concertinas: English, Anglo, and
duet. The Beerbohm caricature in Figure 1 shows Dutch holding a concertina with
hand straps such as appear on an Anglo or duet. The concertina in the drawing has
18-fold bellows, compared with the five or six folds of the typical Anglo or duet
concertina. Perhaps the elongated bellows is a Beerbohm exaggeration, or perhaps
Dutch had a specially designed instrument with more folds than usual.
Among the special features of Dutch’s concertina repertory were his
‘imitations’; these included the tuning of a violin, Irish bagpipes, mockingbird and
canary songs, bugle calls, church organ, and the chiming of church bells. Novelty
keys (buttons) for imitating various bird calls, a cock’s crow, and a crying baby could
be custom-ordered from a concertina manufacturer, and it appears that Dutch used
such a key for his mockingbird imitation; however, he seemed to have relied on his
ample technique for the other imitations that appear on his recordings. Dutch also
played a miniature concertina in his act, and an artifact from Dutch’s relationship
with Percy Honri is a miniature Anglo concertina that Percy acquired from Dutch and
then passed along to his grandson, Peter Honri. In Working the Halls, Honri writes
about the little Lachenal-made instrument:
In the film [Oliver, 1968] I can be seen from time to time with a
concertina—a large black one, or with the tiny concertina which years
ago Grandpa got from Dutch Daly, another concertina player of the early
halls and the first treasurer of the Variety Federation.14
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Dutch played and endorsed Lachenal concertinas, and a large photograph of
Dutch was prominently displayed in the Lachenal & Co. showroom.15 Also associated
with that firm were Percy Honri, who demonstrated their concertinas at the Lachenal
display stand at the Chicago Worlds Fair in 1893,16 and Professor Maccann, whose
Maccann-patent duet was produced by Lachenal’s.
At the turn of the century, Dutch also endorsed the Crane concertina, a newly
designed duet model manufactured by Lachenal & Co. and marketed by the patent
licensee, the Liverpool-based Crane & Sons. We can see Dutch’s handwritten

Fig. 2. Dutch Daly’s endorsement of the Crane concertina, 1899; reproduced
courtesy of Geoffrey Crabb.
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endorsement of the instrument on the back of a flier advertising a Crane & Sons
method book for the instrument (Fig. 2).17 The endorsement reads:
I have great pleasure in stating that I consider your new patent
concertina has the most simple method of fingering I have ever seen and
should say a person who had never even seen the instrument could very
quickly learn it. I hope to introduce it in my entertainment in the near
future.

Fig. 3. Advertisement for the Crane concertina in Penny Illustrated Paper for 3
February 1900 (p. 15).
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Another Crane & Sons advertisement, this one from a February 1900 issue of the
Penny Illustrated Paper, contains Dutch’s testimonial with slightly revised wording
(Fig. 3).
Finally, Dutch made his wax-cylinder and 78-rpm recordings in 1903 and 1904,
just a few years after Percy Honri became the first concertinist to record, in October
1898.18 As we can see from Dutch’s discography (Appendix I), his recordings consist
of a handful of tunes and imitations on the concertina, story-telling, and a
combination of concertina playing and patter. The instrumentals—some solo, some
with accompaniment—include Auld Robin Adair, American Airs, The Spring Song,
Wedding March, and Carnival of Venice.
The comedian: Dutch was a stand-up comic who delivered jokes, stories, and
assorted patter. We can glean some insight into his style from theatre notices and
variety reviews, which describe him as a ‘raconteur’ who was ‘eccentric’, ‘quaint’,
‘clever’, ‘droll’, and ‘dry’—all seeming to fit with his German-dialect persona.
Moreover, he constantly updated his act, combining tried-and-true material with
fresh commentary on topics such as the temperance and suffrage movements.19
One of Dutch’s jokes appeared in The Christian Herald around the time he retired in
1917: 20
A certain man, feeling exceedingly unwell, inquired of a friend whom he
should consult, and was recommended to an eminent specialist.
‘Is he very expensive?’ asked the patient.
‘H’m, no; he’ll charge you $5 for the first visit and $2.50 afterward.’
So the invalid went off to the doctor in question, and upon being
admitted to the consulting room slammed down $2.50 accompanied by
the remark ‘Well, doctor, here we are!’
The doctor calmly picked up the money, opened his desk, placed it
therein and locked the drawer.
The patient waited events. ‘Well, aren’t you going to examine me?’ he
said at length. ‘No’ said the specialist, ‘there is no need to do it again.
Just keep on the same medicine. Good day’.
The joke provides only a glimpse into Dutch’s humor, which depended heavily
on timing and delivery; and his recorded monologues dealt with such diverse topics
as Adam and Eve in the Garden, a husband’s trip to the store to buy stockings for his
wife, and an American chap who lacked the $1.80 to pay his restaurant tab.
Stage life: Dutch made his stage debut as a concertinist prior to joining the Kelly &
Leon Minstrel Troupe (also called Kelly & Leon ‘Christy’s’),21 which provided the
opportunity to develop his comic and acting skills in New York theatres and on the
American minstrel circuit. He also went abroad with the Kelly & Leon troupe,
appearing at the Coliseum Theatre in Liverpool in 1876 and the Canterbury, Oxford,
and Harwood theatres in London in 1877.22 In April 1878, the Kelly & Leon troupe
departed for Australia and New Zealand. Dutch stayed behind in England for his first
independent engagements in London, where he performed at the Canterbury Theatre
(May-July 1878), Oxford Theatre (February 1879, billed with Charles Godfrey), and
Her Majesty’s Theatre (February-March 1881, the program featuring Charles
Coborn).
Afterwards he sailed to the United States and joined a tour of the Rentz-Santley
Novelty and Burlesque Company, owned by M. B. Leavitt;23 and in 1883, he returned
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to England as a member of another Leavitt touring company. Relations between
Leavitt and the performers soured at the end of the tour, when Leavitt refused to pay
their expenses. On 27 October, a variety columnist with the Dunkirk, New York,
Evening Observer sided with the members of the troupe, who contended that any
revenue shortfalls were Leavitt’s fault:
In the Mirror of last week, M. B. Leavitt in a letter explains as the reason
of his base desertion of the company of actors taken by him to Europe,
that they did such poor business that he could not pay their expenses.
The story looks very thin, particularly in the light of correspondence from
several members of the company. Miss Lizzie Paine . . . states that
business had been very good indeed, all the time and money plenty. Miss
Annie Sutherland, Dolph Levino and Susie Dillon . . . speak of the
excellent business during their tour. We cannot help but think that Mr.
Leavitt has done an act unworthy of a manager or even a respectable
man. The company was an excellent one, and any failure in it must have
been in the managerial department. The charming Miss Paine, the
piquant Sutherland and Levino and Dillon are stars of the first
magnitude, and cannot fail to please any audience if properly managed.
Leavitt later made amends sufficient enough to persuade Dutch to join another
States-side tour with the Rentz-Santley troupe in 1886; it would be Dutch’s final
association with Leavitt.
Following the British tour with Leavitt’s company, Dutch arranged his own
engagements in Moss’s Theatre of Varieties in Edinburgh (November 1884 and June
1887, the latter program headlined by Dutch and Professor Maccann) and other
major venues in London: Alhambra Theatre (December 1884-May 1885), Canterbury
Theatre of Varieties (1885), London Pavilion (November 1886-January 1887 and
March-June 1887), Royal Holborn (February-March 1887 and December 1888), and
Royal Aquarium (October-December 1888 and May 1890). The programs for the
relatively long engagement at the Alhambra included such major stars as Vesta Tilley,
Charles Coborn, and Jenny Hill, while Dutch shared various segments of the Pavilion
engagements with the likes of Arthur Lloyd, Harry Randall, Paul Cinquevalli, G.H.
Chirgwin, Lottie Collins, and the dancer Carmencita; ‘The Great Blondin’—tightrope
conqueror of the Niagara Falls—appeared during part of the October-November 1888
engagement at the Royal Aquarium.
During this period, Dutch ventured into variety management and theatre
ownership with Dolph Levino, a burlesque and vaudeville trouper who had been a
member of the 1883 Leavitt tour.24 Their partnership included a short-lived variety
company, Levino & Daly, which had a highly successful American tour in 1887, as
evidenced by several reviews from Massachusetts. As the Holyoke Transcript for 25
November 1887 wrote (p. 5):
To-night and Saturday evening will be the last two of the Levino & Daly
company in the opera house. So popular is this meritorious show that
300 persons were turned away last evening. The panorama is the best
ever in the city. It is a triple, with moving figures. The paintings are
capital. The show consists of an agreeable diversity. “The Wanderers”
comprising Dolph and Susie Levino, vocal and instrumental performers,
and Mr. Levino, who is a fine lightning sketch artist. Mr. Daly is a
German dialect comedian of ability as a humorist of originality and
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strong laugh inducing power, besides being an incomparable performer
upon the concertina, from which instrument he produces wonderful and
pleasing effects of various imitations. . . .
The following week, several issues of The Fitchburg Sentinel ran advertisements for
the company:
Forty-eight consecutive performances in Boston; Eulogized by the entire
Boston press; Endorsed by the public as the Greatest, Grandest and
Best Entertainment of its kind that ever appeared in Boston; Over three
tons of Magnificent Scenery used in this Production.
In 1887, Dutch and Dolph Levino purchased their own variety theatre (renamed
Levino Hall) on Queen Street in Cardiff. The venture was equally short-lived, as they
discovered that rehabilitating the theatre was incompatible with their demanding
travel and performance schedules. They sold the theatre to Oswald Stoll (later Sir
Oswald Stoll) in 1889. In his autobiography, M. B. Leavett—mistaking Dutch’s
nationality—provided an unflattering account of the Levino-Daly venture:25
It was in the 1890s that Mr. Oswald Stoll laid the foundation for his
future career by purchasing Levino’s Hall at Cardiff, which he opened
under the title of the Cardiff Empire on the two houses a night principle
with little success—the two performances realizing only twenty-five
shillings. The Hall had been formerly owned by two American
performers, Dolph Levino and Dutch Daly, who had gone abroad with
one of my attractions in 1883 and who had sunk their entire savings in
the venture. Soon after Stoll had acquired the theatre, the premises
were destroyed by fire, but he pluckily rebuilt the place and made it a
great success.
Stoll (1866-1942) later acquired more music halls, several of which
were incorporated into the Stoll-Moss Corporation formed with H. E.
Moss in 1899.26
Dutch’s popularity in the United States reached its height during the years
1887-1892, when his performances at top-rate variety theatres in the East were
interspersed with touring elsewhere in the country and return trips to Great Britain.
In December 1887, he joined the Harry William’s Own Specialty Company, and
eventually headed the bill for this troupe of twenty vaudeville artists.27 In 1889, he
was with Rich & Harris’ Boston Howard Athenaeum Star Specialty Company, widely
recognized as one of the finest assemblages of vaudeville talent. March 1890 saw his
top billing at Philadelphia’s Central Theater (with Lottie Collins on the program)
prominently displayed in the Philadelphia Inquirer (Fig. 4), while a cross-country tour
included an appearance Proctor’s Theater and Koster & Bial’s Theater (with dancer
Carmencita on the program) in New York City.
In August 1890, Dutch traveled to Scotland for engagements at theatres owned
by H.E. Moss (later Sir Edward Moss). The top billings at the Theatre of Varieties in
Edinburgh and Cooke’s Circus in Leith alternated between two musical comedians:
‘Dutch Daly, The Inimitable Humourist’ and ‘G. H. Chirgwin, The White-Eyed Musical
Kaffir’. Dutch received a glowing review in The Scotsman for 12 August 1890 (p. 5):
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Fig. 4. Dutch Daly, Headliner, Philadelphia Inquirer, 9 March 1890.
The chief attraction among the new arrivals was ‘Dutch’ Daly, as he terms
himself, who gave an exhibition of his skill with the concertina. Mr. Daly
is a perfect master of his instrument, and his solos and imitations of
various instruments and birds were exceedingly well rendered. The great
attraction of this performer in the eyes of the audience, however, seemed
to be the constant flow of undiluted nonsense which flowed from his lips.
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Back in the United States just one month later, he appeared at a benefit event
for British and American charities, a Saturday evening concert aboard the passenger
liner Alaska. Dutch ‘played it straight’—along with a banjoist, a violinist, and a
pianist—for the program of recitations, vocals, and instrumentals.28 In October, he
rejoined the Boston Howard Athenaeum troupe, appearing at the Park Theatre in
Brooklyn and the New National Theater in Washington, DC, before embarking on still
another cross-country tour, this one lasting six months and including such well-known
artists as the vocalist/dancer Lottie Collins and the juggler/balancer Paul Cinquevalli.29
In 1891, Dutch unveiled a new facet of his career: comic acting30 with
appearances in Boston, New York, and the touring company of U and I, a comedy for
which the major roles were advertised as ‘John T. Kelly, The Funniest of Funny
Irishmen, assisted by Dutch Daly, The Quaint German Comedian’. Florrie West, an
English comedienne/songstress imported from London’s Alhambra Theatre was third
on the bill. The play’s thin plot31 was supported by a bevy of beautiful ladies, and a
twist of the plot incorporated Dutch’s concertina. Their performances were lauded,
but the play was lambasted by some critics. Before the play opened in Ogden, Utah,
the reviewer for The Standard wrote (22 November 1891, 3):
“U & I,” the reigning comedy sensation, with John T. Kelly, the best of
stage Irishman, in the principal role, will cause unbounded merriment .
. . . The New York Herald pronounced it the funniest and brightest of all
farce comedy productions. . . .John T. Kelly has scored an emphatic hit.
Originality is imparted to everything . . . . Dutch Daly, his confrere, is
another of the brightest stars in the cast. His dialect is both natural and
artistic, and very much unlike that of the average german comedian,
while his concertina work is alone worth the price of admission,

and then continued after seeing the play (The Standard, 26 November 1891, 3):
John T. Kelly and Dutch Daly have long borne well established
reputations, and they are always good entertainers. . . . As to the play
itself, we are in accord with the New York critic who said, after seeing its
first production, ‘There is no excuse for its ever having been put upon
the stage’ . . . . we believe John T. Kelly and Dutch Daly far ahead of
their piece.
U and I fared well enough to survive, though, and after some reworking, the play
toured through 1893 and 1894 (though without Dutch in the cast).
After the U and I tour, Dutch returned to his variety act, appearing with top
billing at Hyde & Behman’s Theater, Brooklyn, in May 1892. Yet just when his act was
back on top in the United States, the Brooklyn Eagle for 12 August 1892 announced
(p. 19): ‘“Dutch” Daly, one of the variety performers who are really fun, has been
engaged for the English music halls for three years.”
Dutch’s new arrangement called for Moss theatre engagements interspersed
with appearances at the Syndicate Halls—the Oxford, Pavilion, and Tivoli Theatres in
London.32 In April 1893, Dutch headed the bill as ‘The Funny Comedian and
Instrumentalist’ at Moss’s New Empire Palace Theatre in Edinburgh, and followed this
with a December engagement at the Pavilion Theatre, where Albert Chevalier, Gus
Elen, Charles Godfrey, and Bessie Bellwood were also on the bill. By April 1894, Dutch
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was back at the Empire Palace Theatre on Nicolson Street in Edinburgh, now sharing
the spotlight with Gus Elen.
In June 1894, the remainder of his contract with the Syndicate Halls in London
was cancelled by mutual consent, and Dutch arranged a multi-year contract with the
Empire directorate headed by H.E. Moss.33 The cancellation of the Syndicate contract
came at the conclusion of Dutch’s highly successful engagement at the Oxford Theatre
on a program with three of the biggest stars in music hall comedy—Dan Leno, Little
Tich, and R. G. Knowles.34 (There would be a less amiable cancellation at the Oxford
Theatre in December 1907.) Subsequent engagements at the Empire Theatre in
London included those in June-July 1894, December 1894-April 1895, June-July 1895
(with Paul Cinquevalli’s act), and December 1895-July 1896 (again with Paul
Cinquevalli).
There is a strange aspect to Dutch’s career at this time: although his name
appeared in more than two hundred classified advertisements in The Times, there
were only a few reviews. One of these, dated 27 December 1894 (p. 4), included a
somewhat dubious compliment: ‘Dutch Daly and Mr. Duncan’s dogs are by no means
the least enjoyable items in a good evening’s entertainment’, though he fared better
exactly one year later (27 December 1895, 5): ‘Dutch Daly appeared and convulsed
the house with his grotesque and broadly humorous “patter”’.
Dutch’s contracts with Moss-Stoll remained semi-exclusive, thus allowing him—
with Stoll’s permission—to accept other engagements in London and elsewhere. This
arrangement continued for years. Thus February 1895 saw Dutch at the South
London Palace, billed as ‘Dutch Daly, Concertina Player and Humourist’ (while in the
middle of a long engagement at the Empire Theatre). In November 1895, he returned
to the stage of the Empire Palace Theatre in Edinburgh, while August 1896 saw him
at the Olympia Theatre in London (on a program that included Arthur Lloyd, R. G.
Knowles, and Joe Elvin).
In September 1896, the peripatetic Dutch was back in New York for a threemonth engagement at the newly built Hammerstein’s Olympia Music Hall.35 This
seems to have been his last appearance in the States. In fact, even after the turn of
the century, American variety columnists posted status reports on Dutch Daly’s
whereabouts and health, awaiting a return that never materialized.36
By late 1896, Dutch was back in London for two engagements at the Palace
Theatre: December 1896-April 1897, with either Gus Elen or Fred Russell sometimes
on the bill, and June-July 1897, with ‘co-stars’ Lottie Collins and Anna Held. In June
1897, he shared the program with Marie Lloyd at the Royal Standard Theatre, London,
billed as ‘Dutch Daly, Eccentric Comedian and Instrumentalist’, while the remainder
of the year had him at the Tivoli Palace in Liverpool (September), the Empire Palace
Theatre, Edinburgh (October), and the prestigious Queens Hall, London (December),
where he contributed his talents to a charity concert for the benefit of the Tilbury and
Gray’s Cottage Hospital Benevolent Fund. The years 1898-1899 saw more of the
same: April-May 1898 at the Alhambra Theatre, London (with the comedian Joe
Elvin); December 1898 at the Empire Theatre in Glasgow; May 1899 at the Empire
Theatre, Liverpool; and December 1899 at the original Shaftesbury Theatre, London
(with R.G. Knowles).
In April 1900, Dutch appeared in another charity benefit at the Queens Hall.
The event, a ‘Grand Afternoon Concert to aid the Metropolitan Hospital, Kingland
Road, N.E.’, was under the patronage of H.R.H. Princess Louise, Marchioness of Lorne
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(daughter of Queen Victoria), who probably attended, as she had ‘expressed her
intention, if possible, to be present. . . .’37 In November of that year, Dutch
participated in a less glamorous charity event—a ‘smoking concert’ at the Artists’
Volunteers headquarters to welcome a volunteer company of soldiers returning from
the Boer War (The Times, 3 November 1900, 12). This followed an appearance at
the Metropolitan Music Hall in June, and was followed in turn by one at Collins’s
Musical Hall in Islington.38
Dutch’s career was temporarily interrupted by illness in 1901, after which,
following his convalescence, he divided his time between stage appearances (in
London and elsewhere) and trips to the recording studio. Thus a one-week
engagement at the Zoo Hippodrome Theatre, Glasgow, in June 1903 (for which
Dutch needed Oswald Stoll’s approval), was followed almost immediately, in August,
by Dutch’s first major recording session, while two more trips to the recording studio
occurred in 1904.
The first decade of the twentieth century is also marked by one of the
mysteries of Dutch’s career. We know that he participated in at least one world tour,
which can perhaps be assigned to 1905, since that would explain his absence from
major British and American stages that year.39 In any event, he was performing at
the Tivoli Theatre, London, in February 1906, sharing the program with fourfoot/six-inch comedian and pantomimist Harry ‘Little Tich’ Relph. And though his
appearances at the Empire Theatre in Edinburgh had grown infrequent, he returned
there late that same year to an appreciative Scotsman review on 6 November 1906
(p. 7):
A clever raconteur, Dutch Daly, had a flattering reception on his
appearance after a somewhat prolonged absence from this theatre,
and his concertina selections, and particularly those in which he gave
various imitations, earned for him a thrice-repeated recall.
The last major sidetrack in Dutch’s career came about through his association
with the Variety Artistes Federation (V.A.F.) and the ‘Music Hall War’—the variety
artist’s strike of 1907.
Dutch joined the Variety Artistes Federation almost
immediately after it was founded in 1906 and was elected its first treasurer (an
honorary post). The variety artists went on strike from 21 January to 13 February
1907, whereupon the dispute was submitted to an arbitrator, G.R. Askwith.40
Though Dutch supported the strike, the affair was overshadowed by another, more
personal event. In his Music Hall Warriors, Peter Honri quotes the testimony of the
ventriloquist William Herbert Clemart, a witness at the arbitration hearing on 21
March 1907:41
Mr Dutch Daly was engaged at the Oxford three or four weeks ago, in
fact he should have appeared with me . . . Owing to his father being
seriously ill, and likely to die, living in Jersey, Mr Daly had to go to
Jersey to see his father . . . Consequently he missed his first week's
engagement at the Oxford out of four. The Oxford retaliated by
cancelling the whole four weeks. Mr Daly's father has since died.
Surely, in such a case, I think a little bit of sympathy might be
extended to a man in Mr Dutch Daly's position. . . .
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The testimony represents one of the very few glimpses that we get into Dutch’s
family life.
In November 1907, Dutch performed at a charity benefit for the Co-operation
of Trained Nurses Sick Fund. The advertisement in The Scotsman for 22 November
1907 reads: ‘Dutch Daly (By kind permission of Oswald Stoll, esq., Managing
Director of Moss Empires, Ltd.)’. The charity event was followed by what would be
Dutch’s last engagement at Edinburgh’s Empire Palace Theatre. Once again, The
Scotsman fills us in:
Mr Dutch Daly performed upon a concertina most artistically, and put
the house in good humour with amusing stories and jokes, admirably
told (26 November, 1907, 7).
Some months later, on 23 June 1908 (p. 8), The Scotsman offered a review of
Dutch’s final appearance at Glasgow’s Empire Theatre:
At the Empire this week W. C. Fields, a very entertaining juggler, is a
prominent member of the company. Dutch Daly, with his concertina
and funny stories, provides a good turn. . .
Dutch’s engagements at the Tivoli Theatre in March-July 1908 and February
1909 (with Marie Lloyd, George Formby,42 and G.H. Chirgwin) show that his
relationship with the Oxford-Pavilion-Tivoli Syndicate had been repaired relatively
soon after the cancellation of his Oxford Theatre engagement in December 1907.
His subsequent appearances in Syndicate Halls include several at the London
Pavilion (December 1909, April 1910, June 1910, February 1912, and February
1913) and the Tivoli (August 1910 and February 1911). He appeared at the Coliseum
Theatre (Oswald Stoll, Managing Director) in April 1910 and November 1911.
Finally, we may point to a very different kind of notice—another ‘personal’ one
—about Dutch that appeared in The Times on 26 May 1910 (p. 3):
John Harris, 28, a dealer, who pleaded ‘Guilty’ at the last sessions to
stealing a diamond pin valued at £100 from William James Daly, a
music-hall artist, known as ‘Dutch Daly’ near Charing Cross on April
30, was brought up for sentence.

Final years: Dutch retired in 1917, though his career had been winding down for
some time. Following the outbreak of war in 1914, his concertina playing and
‘straight talk’ took precedence over his German-dialect shtick, for if World War I was
bad for variety artists in general, it was particularly unkind to German-dialect
comedians in a country at war with Germany.43 In October 1916, Dutch had played
concertina at a charity concert at the Coliseum Theatre for the benefit of soldiers
and sailors wounded in the war; this may have been his last performance in a
top-tier venue.
Dutch Daly died on 22 December 1924. Two of his obituaries read:
DEATH OF “DUTCH DALY”—“Dutch Daly,” who was for many years a
popular music-hall performer, died suddenly yesterday, while walking
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on the front at Brighton, where he had been living for the last three
years. He was 77, and Daly was his real name. As a comedian, he
aimed at broad, by no means subtle effects, which he obtained by
means of his concertina, his exaggerated clothes, and his rapid
“patter.” Fifty-four years ago he married Miss Blanche Moncrieff, a
Canadian, who was also a music-hall artist. Mr. Daly is to be buried in
Jersey (The Times, 23 December 1924, 12).
VETERAN COMEDIAN’S DEATH—Dutch Daly, the well-known
comedian, collapsed and died in the shop of Brighton wine merchants
yesterday when making purchases for Christmas. He was 76 years of
age, and had lived at Brighton for the past three years. He retired from
the stage seven years ago. The deceased was a popular “star” for
many years, giving concertina turn with topical patter. He was a
favourite on the “halls.” (The Scotsman, 23 December 1924, 8).
Significance: Few variety entertainers enjoyed as long and successful a career as
Dutch Daly. With a concertina and comic wit, Dutch worked his way to the stage in
his early twenties—late by variety standards—and continued to perform for nearly
a half century. He was one of the few comedians and probably the only concertinist
who had credits both in American minstrelsy, burlesque, and vaudeville, on the one
hand, and in the British music halls, on the other. As much as anyone, then, it was
Dutch who popularized the concertina among variety audiences on both sides of the
ocean.
Appendix I: Dutch Daly Discography
Discs recorded in London, 1903
Matrix No.
4078-R
4079-R
4080-R
4081-R

Title
Stories by Dutch Daly
Stories by Dutch Daly
Wedding March/
Carnival of Venice
Imitations on a
Concertina

Company
G&T*
G&T
G&T

Catalogue No.
GC-1255
None**
GC-9137***

G&T

None**

Company
Zonophone

Catalogue No.
Z 12814

Company
Edison
Edison
Edison
Edison
Edison
Edison

Catalogue No.
13027
13028
13029
13030
13031
13032

Disc recorded circa 1903
Title
Auld Robin Adair
Wax cylinders recorded in London, 1904
Title
Stories No. 1
Imitations on the Concertina
A Few Words on Love
American Airs
Stories No. 2
The Carnival [of Venice]
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Discs recorded in London, 1904
Matrix No.
Title
28217
Dutch Daly’s Yarns - Part 1

Company
Catalogue No.
Columbia
2056
Regal
G 6426
28218
Dutch Daly’s Yarns - Part 2
Columbia
2056
Regal
G 6426
28219
Dutch Daly’s Yarns - Part 2
Columbia
2216
Regal
G 6427
28220
Dutch Daly &the Spring Song
Columbia
2216
Regal
G 6427
28021
Dutch Daly on Love
Columbia
2015
Regal
G 6425
28022
Dutch Daly’s Imitations
Columbia
2015
Regal
G 6425
___________
*G&T: Gramophone & Typewriter Company.
** Limited release or unreleased.
***Available on CD: The Navvy’s Motor Ride (Cylidisc CD 510, Music Hall, Surrey) at
http://mysite.wanadoo-members.co.uk/musichall.
Sources: Brian Rust, British Music Hall on Record (Middlesex: General Gramophone
Publications, 1979), 35-36; David Moore, Dinosaur Discs: Music Hall and Edwardian
Variety, online at www.78rpm.co.uk/CD2.htm.

Appendix II: Variety Concertinists of the Dutch Daly Era

1. British-based performers
Henri Albano (1867-1928—Henry Alban—Manchester)44 came from a family of
professional musicians. His father John, mother Alice, and brothers Stephen (age
sixteen) and Conrad (age twelve) were listed as musicians in the 1891 census,
suggesting a family act. His uncle Adolph was a traveling musician, while another
uncle, George, was also a musician and later a piano tuner. Unabashedly promoted
as ‘The Monarch of All English Concertina Players’ and ‘The “Paganini” of the
Concertina, Absolutely the Greatest Concertina Act (One Man) of the Age’, he was
advertised as ‘Making Things Hum Nightly in Vaudeville’. He is remembered for his
imitations of church bells and organ and his concertina-in-each-hand rendition of
‘Echoes of the Wood’.45 Though engaged mainly at British theatres, he undertook a
world tour, and also arranged music for violin and piano under his real name, Henry
Alban.46
Stephen Bartle (1877-1936—Durham) was a professional concertinist by his early
twenties. Billed as ‘Steve Bartle, Edeophone and English Concertina Soloist’, he
performed at the King’s Theatre in Edinburgh and other venues, mainly in Scotland
and the north of England. By 1911, his act included his wife Estella (born 1878) and
daughter, also named Estella (born 1899, stage name Essie), on concertinas.
Starting in 1912, they were billed as The Royal Bartle Trio. Toward the end of the
decade, daughter Barbara Mary (born 1908, stage name Babs) was old enough to
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join the act, which became ‘The Royal Bartle Quartette, with Gold Concertinas’,
highlighting the Bartle sisters’ special Lachenal Edeophones with gold fretwork. By
1924, Bartle had returned to solo performances,47 while Barbara (using the name
Barbara Bartell) developed her own career playing both concertina and musical
glasses and doing male-impersonation pantomime.48
Jack Clevoner (1873-1953—John Henry Hartford—Hunslet, Yorkshire) was an
ironworker and amateur concertinist, having joined the Holbeck Concertina Band at
age ten. He turned professional after winning a concertina contest officiated by
Professor Maccann in Sheffield in 1903. Billed as ‘The Wizard of the Concertina’, he
played ‘Classical, Comedy, and Novelty Concertina Conceptions’ in regional variety
halls. His gimmicks included playing two concertinas at once—one with his left hand
and one with his right—and playing two tunes simultaneously on a single Maccann
duet concertina. He also composed band marches, made recordings, and appeared
on radio broadcasts.
His son, James Henry ‘Jimmy’ Hartford (1896-1969),
performed on concertina and piano accordion.49
Walter John Dale (1873-1939—Birmingham) was based in Glasgow for most of
his life. Having brought his amateur concertina playing to the Clyde River
steamboats, he became a professional player in his late twenties. He performed in
variety theatres, taught concertina, made several recordings, and appeared on
Scottish radio broadcasts into the 1930s. He also tried acting in pantomime.50 His
propensity for performing close to home may have been related to his managing
the family cycle-building business which he acquired after the deaths in 1894 of
both his father and his brother (both named Alfred).51 Dale was sometimes billed
as ‘Wattie Dale, Concertina Expert’. One of his daughters—Mary (born 1899) or
Catherine (born 1901)—supposedly was a fine concertinist, and his son Thomas
(Tommy) also performed on concertina, mainly on recordings and Scottish radio.52
Tommy Elliott (1902-1987—Thomas Varley—South Shields District, near
Newcastle) began his career as a variety-stage comedian/concertinist in 1913 and
continued to appear on stage until 1980. In 1924, he married Florence Hazel Elliott
(1902-1960) and adopted her surname as the family’s stage name.53 They became
The Musical Elliotts—Tommy, wife Hazel, and daughter Viona (born 1928). After
Viona married the theatrical agent Raymond Lane in 1952, sister Julia (born 1938)
took her place in the act. Tommy played the concertina to age 84.
Percy
Honri
(1874-1953—Percy
Thompson—Thorpe
Mandeville,
Northamptonshire) first took the stage as a five-year-old clog dancer. In the early
1880s, he joined his father’s act, Virto & Thompson, which toured the Continent
with Percy (stage name Honri) billed as the ‘Champion Boy Tenor of the World’.
Following Virto’s departure in 1884, the act became The Thompson Trio (later Royal
Thompson Trio), with Percy on concertina, trombone, and vocals, and his father
Harry and mother Mary (1852-1914). By 1887, Percy had made the transition from
boy tenor to virtuoso concertinist, having mastered the Maccann duet concertina
shortly after its invention. He toured the United States as a member of the family
trio in 1893 and then as a solo act in 1898-1899. His earliest solo appearances in
London were at the Pavilion Theatre and Collins’ Music Hall in May 1899.54 He
subsequently turned his talents to stage productions that showcased his concertina
playing.55 During the 1930s and 1940s, he performed with daughter Mary
(soprano, pianist, and piano accordionist) in an act billed as A ‘CONCERT-IN-A’
TURN.56
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Will King (1856-1954—William Emms—Barrows, Furness) was a music-hall
comedian and one-man band (concertina, drums, musical glasses, cornet, clarinet,
banjo, and tambourine). His daughter, Hetty King (born Winifred Emms, 18831972), was a music-hall comedienne, singer, male-impersonator, recording artist,
and screen actress.
Jen Latona (1881-1955—Emma Jane Letty Carter)—took the stage as a youngster
and, by age sixteen, was appearing as ‘Jennie Gabrielle’ at the Empire Palace Theatre
in Edinburgh. Her specialty was ‘Songs of Humour, self-accompanied by Piano and
Concertina’ (Maccann duet). In 1900, she married Frank Latona (born Benjamin
Franklyn Titus in 1857, Frankfort, Michigan), a well-traveled musical comedian and
a widower with three children. Though based in London, they owned homes in
Jackson, Michigan, and Darien, New York.57 They performed as ‘Frank and Jen
Latona’ in both Great Britain and the United States, and undertook a world tour in
1909. Jen (or ‘Jenny’) became a solo performer in 1910, and joined the Tivoli
Theatre tour company in the 1920s. A lyricist/composer (‘Promise Me You’ll Take Me
Home Again’ and other songs) and a prolific recording artist, she retired in London
in the 1930s, shortly after Frank Latona’s death in 1930.
John Hill Maccann (b. 1861—Birmingham) was the son of a music shop proprietor
and concertina player. He began to play concertina at age seven, and performed
before Napoleon III at age eleven. His London performances, which got underway
in 1881, included appearances at the Royal Holborn Theatre, Collins’ Music Hall,
‘Syndicate’ Halls, and other venues. In 1883, he established a music shop in
Plymouth and soon after patented the Maccann duet concertina.58 Billed as ‘Prof.
Maccann, The English Concertina King’, he played for Queen Victoria, two Princes of
Wales (including the future Edward VII), and other royalty. He toured the United
States (1890-1891 and 1901),59 South Africa (1894), and Australia (1902), gave
concertina lessons, composed/arranged music for the instrument,60 and wrote two
method books.61 His 78-rpm recordings include solo and piano-accompanied
performances of popular, semi-classical, and classical music. His brother, William H.
Maccann, was a concertina dealer, tuner, and teacher at the music store in Plymouth.
Minnie Paget (b. 1890—Birmingham) had engagements at The King’s Theatre in
Edinburgh, where she was billed as ‘Miss Minnie Paget, Vocalist and Concertina
Expert’. She performed popular airs and bagpipe and church organ imitations on
concertina. She later teamed with her sister Ada and brother Albert in The Paget
Trio, remembered for their duet concertinas of square-end design, as displayed in a
1918 autographed photo of the trio.
Alexander Prince (1874-1928—Alexander Sutherland—Scotland) was the eldest of
eight children of William and Christina Sutherland. Together with his father and two
sisters, Christina and Florence, he performed in ‘The Prince Family’ musical act.
Upon his father’s death in the late 1890s, he settled in Nottingham and established
himself as a leading Maccann duet soloist, gaining special prominence owing to his
prolific output of wax-cylinder and 78-rpm recordings of concertina music.62
Harry Thompson (1850-1937—Banbury, Oxfordshire) was the father of Percy
Honri. He served an apprenticeship as a butcher, before becoming a traveling
auctioneer and honing his skills on the concertina. He made his music hall debut
near Banbury at age fourteen and, by the early 1870s, had become well known in
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the area as a comedian and versatile instrumentalist. In 1881, he and Albert Virto
formed ‘Virto and Thompson, The Musical Savages’, a musical-comedy act that
incorporated the harmonium, concertina, banjo, mandolin, violin, trombone, and
other instruments. After breaking with Virto in 1884, Harry (later known as Harry
Tomps) formed The Thompson Trio, which included himself, his wife Mary (18521914, maiden name Mary Horwood, stage name Marie Mandeville), and his son
Percy. In 1890, the trio became the Royal Thompson Trio. Though Harry’s own
performances on the English concertina became less prominent as Percy’s stature
as a duet player grew, he continued to perform on a miniature Anglo concertina,
which he produced with slight-of-hand from his giant bow tie (a gag later used by
Percy). He was also a songwriter and artists’ agent during the 1880s and leased the
Lyceum Theatre, Stratford, in the 1890s.63
Joseph Webb (b. 1860) and Arthur Webb (1862-1930) were London-born musical
clowns who teamed as ‘The Brothers Webb, JoJo and Ruté (or Root-Toot)’ in both
circuses and the music halls, where they combined acrobatics and juggling with
concertinas and other instruments. They performed in Henglers’ Circus in London
as early as 1885 and at the Coliseum Theatre in London as late as 1926. As
concertinists—they had learned the instrument from George Jones, the well-known
manufacturer—they occasionally stepped out of their clown costumes and
performed in concert settings. Joseph’s daughters were ‘The Fayre Four Sisters’—
Tina (Martina, born 1897), Inga (1899), Lillian (1901), and Sylvia (1903)—a
concertina quartet around 1918, with one of the highlights of their act being a
number in which they danced in pairs while playing golden Wheatstone concertinas
held between them.64
2. American-based performers
Joseph Cawthorn (1868-1949—New York) first appeared in minstrel shows at age
five. Two years later he went to England and was successful as a child performer.
Upon returning to the United States, he launched a career as a German-dialect
comedian and concertinist in which he was second only to Dutch Daly. By 1895, he
had left vaudeville to become a musical comedy actor in several Broadway
productions, including an appearance in the title role in Mother Goose (1903). He
also was successful as a comedy songwriter and vocal recording artist, most
memorably with ‘You Can’t Play Every Instrument in the Band’ (1913) and ‘I Can
Dance with Everybody but My Wife’ (1916).65 He played out the final portion of his
career in Hollywood, appearing in more than fifty films from 1927 to 1942. His wife,
Queenie Vassar (1870-1960), was a Scottish-born musical/comedy actress of stage
and screen.
John F. Fields (b. 1853) first took the stage as a boy vocalist with the San Francisco
Minstrels in New York City in 1865. After a short partnership with Fred Sharpley in
1874, he teamed with William F. Hoey (later known as ‘Old Hoss’ on the New York
stage) in a black-face musical act in which Fields performed on concertina and Hoey
on fiddle. Upon dissolving the act in 1878, Fields performed for many years as part
of the comedy act of Fields & Hanson (first with Frank Hanson until 1885, and then
with other partners).66
Alfred Blair Sedgwick (1821-1878) was well known as a classical concertinist
thanks in part to his having been a member—together with Richard Blagrove,
George Case, and Giulio Regondi—of the highly-regarded concertina quartet
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founded in London in 1844. He arrived in New York in October 1851, and was
immediately engaged as a concertinist at P.T. Barnum’s American Museum in
Manhattan. In August 1856, his eldest son, the eight-year-old Alfred Charles
Sedgwick (stage name Charles and sometimes billed as Charley), began to
accompany him on bass or baritone concertina. They performed together into the
early 1860s, with Alfred Sr. performing selections from the classical concertina
repertory along with some lighter musical fare, and eventually trying his talents as
a comedy vocalist. Other of his activities included teaching concertina, writing
method books for both concertina and cornet, directing and conducting vocal and
instrumental groups, and owning both a music store and a performance space.67 By
the time he died on 4 January 1878, he had become a prolific composer of highly
successful operettas.68 As for Alfred Jr.: he married in 1875 and set up shop as a
music teacher/dealer and piano tuner in Missouri.
James W. Sharpley (1844-1902—Liverpool) emigrated to the United States in
1863. During the 1870s, he performed with brothers Fred and Charles in an act
called The Three Sharpleys; his solo career beginning after Charles’s death in 1879.
Billed variously as ‘The Blind Minstrel’ and—outlandishly?—‘The Finest English
Concertinist in the World’, he performed in New York theatres and on US tours.69
Robert T. Spice (1846-1920—Norfolk, England) is listed as ‘analytical chemist’
residing in Marylebone, London, in the 1871 census. After arriving in the United
States in March 1872, he played concertina on the variety stage, where he seems to
have favored Richard Blagrove’s arrangements of classical music. In November of
that year, the Olympic Theater in Brooklyn (then a separate city) billed him as
‘Robert Spice, The Wondrous Performer on the Orchestarian’.70 Apart from his
playing, he continued his profession as a chemist, and, in 1874, taught the subject
to no less a student than Thomas Alva Edison, who hired him a year later as a
consultant in connection with his acoustic-telegraphic experiments.71 Spice taught
chemistry and natural philosophy in the Brooklyn school system and at various
institutes of higher learning. He would sometimes weave a turn on the concertina
into his public lectures—his topics ranged from the art of magic to the properties of
sound, light, motion, magnetism, and electricity—and he continued to perform on
the concertina in such venues as churches, schools, and assembly halls.72
NOTES
1. I appreciate the comments that Chris Algar, Stephen Chambers, Geoffrey Crabb,
Alan Day, Roger Digby, Robert Gaskins, Viona ‘Elliott’ Lane, Max Tyler, Neil Wayne,
Wes Williams, and Dan Worrall offered upon reading an early draft of this article.
2. ‘Dutch’ derives from ‘Deutsch’ (German), and was used as it is in ‘Pennsylvania
Dutch’.
3. Other early German-dialact comedians included Joseph Kline Emmet, Charles A.
Gardner, and Gus Williams. Later notables were Pete Baker, Joseph Cawthorn (also
a concertinist), Snitz Edwards, ‘Happy’ Fanny Fields (possibly the only Germandialect comedienne), George S. Knight, Al. H. Wilson, Harry Watson, Ada Jones and
Len Spencer, Fostell and Emmett (A. E. Fostell and wife Florence Emmett), and the
especially well-known team of Joe Weber and Lew Fields. German-dialect comedians
supposedly influenced Rudolph Dirks, the American-born creator of The Katzengammer Kids, a German-dialect cartoon strip that first appeared in the Sunday comics
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of The New York Journal in December 1897. The comedians and the cartoon strip
were influenced by the German children’s stories in Wilhelm Busch, Max und Moritz
(Munich: Braun & Schneider, 1925), first published in 1865.
4. See John Lane, The Works of Max Beerbohm (New York: C. Scribner’s Sons,
1896).
5. Who Was Who in the Theatre: 1912-1976, 2 vols. (Detroit: Gale Research
Company, 1978), ii, 591.
6. Having returned to St. Helier, his father became a ‘Grocer’ (1871 census) and
a ‘Grocer and Spirit Merchant’ (1881 census), while his mother was no longer
employed outside the home.
7. William Daly, British nationality, born c. 1848, is shown in the passenger list of
the steamship City of Paris, which arrived in New York (from Liverpool) on 26 April
1869. See Passenger Lists of Vessels Arriving at New York, New York, 1820-1897,
(Micropublicaton M237, Rolls 95-580, National Archives, Washington, DC).
8. Misinformation was spread by a number of ill-informed variety writers: ‘Not only
are American players of legitimate drama known to the British public by this time,
but also American variety actors. . .[including] Dutch Daly. . .’ (Brooklyn Eagle, 26
December 1886, 2); ‘London is suffering from Americamania. . .I went over there
to see novelties on the variety stage. The nearest approach to a variety I saw was
Dutch Daly. He is all the rage at the Empire now. The variety halls swarm with
American performers’ (The National Police Gazette, 15 September 1894, 2);
‘Among the Americans at London music halls during the last season were. . .Dutch
Daly’ (Philadelphia Inquirer, 17 November 1895, 29); and ‘Most of the Americans
I see have colds. Among them Dutch Daly, the concertina chestnut comedian’
(Washington Post, 17 April 1899, 6).
9. George Jones claimed that he, already in the 1850s, was the first music-hall
concertinist. Most mid-century music halls were small establishments, unlike the
ornate and spacious variety theatres built later. See George Jones, ‘Recollections
of the English Concertina, from 1844, by George Jones, Born February 29th 1832’,
Concertina Magazine, 13 (Winter 1985), 4-5, and 14 (Spring 1985), 4-7; and Frank
Butler, ‘Concertinas on the Commercial Road: The Story of George Jones’ (with
notes and comments by Joel Cowan), Concertina & Squeezebox, 20 (Summer
1989), 5-14; both articles online at www.concertina.com.
10. Starting in the 1840s, many concertinists appeared outside the variety performance circle, playing mainly classical music in salons, drawing rooms, and recital
halls. The music halls in which they played were all-music or music-and-drama
venues such as London’s Royal Albert Hall and Queen’s Hall, the London Academy
of Music, the George Street Music Hall in Edinburgh, and the Glasgow Music Hall.
11. The camaraderie among variety-hall concertinists is exemplified by an April
1891 event at Hengler’s Cirque, Liverpool. On that occasion, Maccann presented
Honri with an engraved silver medal ‘for his marvelous playing on the duet
concertina’. See Peter Honri, Working the Halls (Farnborough: Saxon House/D.C.
Heath, 1973), 39.
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12. Honri, Working the Halls, 99.
13. World Accordion Review, 4/6 (1950), 21. Chidley became the production
manager of the Wheatstone firm in 1924. Edward Chidley, K.V.’s grandfather,
purchased the Wheatstone firm around 1870; see Stephen Chambers, ‘Some Notes
on Lachenal Concertina Production and Serial Numbers’, Papers of the International
Concertina Association, 1 (2004), 20, n. 18. K.V.’s father, also Edward Chidley, took
over the firm in 1899, following the death of Edward, Sr.
14. Honri, Working the Halls, 77.
15. On Lachenal concertinas, see Stephen Chambers, ‘Louis Lachenal: “Engineer and
Concertina Manufacturer” (Part 1)’, Free-Reed Journal 1 (1999), 7-18;and ‘Some
Notes on Lachenal Concertina Production and Serial Numbers,’ Papers of the
International Concertina Association, 1 (2004), 3-30.
16. Honri’s Working the Halls, 97.
17. H. Wilton-Bulstrode, Crane’s Patent English Combination Concertina Tutor
(Liverpool: Crane & Sons, c. 1898). Geoffrey Crabb found the flier among the
family’s records. He notes, though, that the term ‘duet’ does not appear in Crane
& Sons’ publicity for the instrument, which they referred to as the ‘Crane Patent
Concertina’ and ‘Crane’s Patent English Combination Concertinas’. Crane’s rights to
the instrument were obtained from the patentee, John Butterworth, ‘Improvements
in English Concertinas’, Patent No. 21,730, 1 October 1897.
18. Percy Honri’s first recording was a concertina improvisation with piano accompaniment: ‘Happy Darkies’ (E. Berliner, E. 9107, 1 October 1898); see grandson
Peter Honri’s Working the Halls, 140-43.
19. A typical ‘turn’ on the variety stage lasted five to twenty minutes, depending on
both the individual act and the duration of the entire program. Dutch was usually
allotted ten minutes, though he sometimes got as much as twelve or even fifteen.
20. It was syndicated in a number of newspapers; I cite The Washington Post, 1 July
1917, 4.
21. Edwin Kelly (1830-1898) and Francis Leon (born c. 1840) started as black-face
(or sometimes white-face) comedians before Leon became well-know as a female
impersonator. Before Dutch joined their troupe, they had suffered through notoriety
that resulted from a showdown with Sam Sharpley—manager of a rival minstrel
troupe—and Sharpley’s brother, Tom. On 11 December 1867, an argument led to
gunfire. Kelly shot and killed Tom Sharpley, and Sam Sharpley shot Kelly in the
head. Sam Sharpley was not charged. Kelly recovered, was tried for murder, and
was acquitted. On the shootings and Kelly’s trial, see Brooklyn Eagle, 12 -14
December 1867, 2 (each issue); and 1 May 1868, 2; online at
http://eagle.brooklynpubliclibrary.org. On Kelly and Leon, see Col. T. Allson Brown,
‘Early History of Negro Minstrelsy’ (William L. Slout, ed.); online at www.
circushistory.org/Cork/BurntCork2.htm.
22. Who Was Who in the Theatre, ii, 591.
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23. Michael Bennett Leavitt named the Rentz-Santley company for two of his star
acts—Madame Rentz’s Female Minstrels and Mabel Santley, a dancer who gained
good-for-business notoriety from her conviction for a can-can performance in San
Francisco in 1879. She paid a $200 fine and continued to perform in Rentz-Santley shows for several years. Though viewed as somewhat risqué, early burlesque
did not have the tawdry image that would eventually be associated with it.
24. Started in the 1870s, Dolph Levino’s act evolved from The Levino Bros. (with
brother Henry) to Dolph Levino & Susie Dillon and then to Dolph & Susie Levino,
after their marriage in 1884. Dolph also composed music—‘An Autograph Album’
and ‘O’Grady’s Daughter,’ both published by C.H. Ditson in 1883 (see Library of
Congress, Music for the Nation: American Sheet Music)—and, with Don Crimmins,
co-authored a burlesque play: Sultans of Ballehoho (see Library of Congress,
American Memory, English-Language Playscripts). In the 1890s, Dolph was the
stage manager of theatres in Tacoma, Washington, and co-illustrator of a Wild West
novel: William Devere, Jim Marshalls’s New Pianner and Other Western Stories
(New York: M. Witmark & Sons, 1897). As late as 1918, their act still garnered
favorable review: ‘Dolph and Susie Levino have a comedy cartooning offering that
goes well’ (Bridgeport Telegraph, 8 March 1918, 14).
25. M. B. Leavitt, Fifty Years of Theatrical Management (New York: Broadway
Publishing, 1912), 212. Leavitt’s book contains more than five hundred photographs, but none of either Dutch or Dolph.
26. Stoll had earlier vied for the affections of the already-famous Vesta Tilley. He
acquired Levino Hall and moved from Liverpool to Cardiff after Vesta’s engagement
to rival theatre owner Walter de Frece. Still Stoll’s friend, Vesta accepted a
small-salary engagement to promote the Cardiff theatre.
27. Washington Post, 18-21 February, 1888, 5 (each issue); and the Morning
Oregonian [Portland, OR], 30 December 1889.
28. New York Times, 8 September 1890, 5.
29. Lottie Collins was a member of the Boston Howard Athenaeum troupe; Paul
Cinquevalli joined in mid-tour.
30. Dutch already had acting experience from such ‘after pieces’ as A Big Mistake
and The Daughter’s Banker, presented by Harry Williams’ Own Specialty Company
and the Rentz-Santley troupe, respectively. An ‘after piece’ was a stage production
that utilized the entire troupe after the individual acts had completed their ‘turns’.
Dutch was listed as a ‘Music Hall Artist’ in the 1901 census, but as an ‘Actor’ in the
1881 census.
31. The Philadelphia Inquirer, 10 April 1892, 11, offered this synopsis: ‘”U and I”
will be remembered as a bright satire on the apartment house system in New York,
and deals with the incongruous dispositions of many nationalities coming together
within the four walls of a Gotham flat’.
32. The ‘Syndicate’ was an owners’ group formed in 1891.
33. The Era, 9 June 1894, 17.
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34. Penny Illustrated Paper, 9 June 1894, 10.
35. In the middle of Dutch’s engagement, the theatre was renamed the Olympia
Auditorium..
36. Four notices from The Washington Post: ‘Dutch Daly is still in London’ (11 March
1900, 4); ‘Dutch Daly is in London’ (28 October 1900, 4); ‘Dutch Daly has been ill
in England since April 1, but now is convalescing’ (16 June 1901, 4); and even as
late as 1917, having slipped from public notice, he was referred to as ‘Dutch Daly,
an entertainer, once well known in this country, but now a favorite in England. . .’
(1 July 1917, 4).
37. The Times, 21 April 1900, 1.
38. The performances evoked favorable comments in News of the World: ‘Dutch
Daly shows he still ranks foremost as a teller of funny tales, and his manipulation of
the concertina is as ever a musical treat’ (17 June 1900, 4); ‘the ever popular Dutch
Daly, whose ability as a story-teller and concertina expert makes him a perpetual
favourite’ (8 December 1900, 4).
39. Promoters of world tours actively advertised for variety performers who were
ready to travel to the British colonies such as South Africa, India, Ceylon, Australia,
and New Zealand.
40. Together with the National Association of Theatrical Employees and the
Amalgamated Musicians Union, the V.A.F. had assembled their demands regarding
salary scales and other things in the ‘Charter of the National Alliance’. Askwith’s
arbitration award, presented on 14 June 1907, met most of the demands. On the
V.A.F. and the 1907 strike, see Honri, Working the Halls, 115-33.
41. Peter Honri, Music Hall Warriors: A History of the Variety Artistes’ Federation
1906-1967 (London: Greenwich Exchange Publishing, 1997), 34; Honri draws here
upon the ‘Askwith Arbitration’, paragraph 3620.
42. This George Formby was the father of the better-known ukulele player of the
same name.
43. The anti-German sentiment can be gauged by the sad fate of juggler Paul
Cinquevalli, who, despite the Italian-sounding name and having been a loyal British
subject for more than twenty years, was ostracized at the start of the war because
of his Prussian birth. In the United States, Julius Henry Marx, better known as
‘Groucho’ (1890-1977), abandoned his German-dialect routine, while Joseph
Cawthorn’s accent in his recording of ‘I Can Dance with Everybody but My Wife’
(1916) was marketed as Yiddish, not German.
44. At their most complete, the entries in parentheses following the name include
dates of birth and death, original name (if the main listing is a stage name), and
place of birth.
45. See Allan W. Atlas, ‘Imitation of Church Bells and Organ, arranged by Henri
Albano (London: C. Wheatstone & Co. no date): Notes’, The Free-Reed Journal, 3
(2001), 108-12; and Stuart Eydmann, ‘The Life and Times of the Concertina: The
Adoption and Usage of a Novel Musical Instrument with Particular Reference to
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Scotland’ (Ph.D. diss., Open University, 1995), Chapter 7; both items online at
www.concertina.com.
46. Henry Alban, Six Melodious Studies for Violin (London: St. Cecilia Music
Publishing, 1891); Six Short Pieces for Violin and Piano in the First Position (London:
Moore, Smith, 1910); and Three Melodious Solos for the Violin (London: St. Cecilia
Music Publishing, 1903).
47. His last engagement at the Empire Palace Theatre in Edinburgh received a
favorable comment (though the instrument itself did not): ‘Steve Bartle shows what
can be done with that rather démodé instrument the concertina. . . .’ (The
Scotsman, 25 April 1933, 10).
48. See Chris Algar, ‘Barbara Bartell and Her Golden Edeophone’, Papers of the
International Concertina Association, 1 (2004), 38-40; online at www.concertina.
org/pica.
49. See J.A. Travers, ‘Jack Clevoner, “The Concertina Wizard”’, World Accordion
Review, 5 (March 1950), 20.
50. Dickory Dok at the Royal Princess Theatre, Glasgow (1908), and the lead role in
Mother Goose at the Palace Theatre, Manchester (1911), and the King’s Theatre,
Edinburgh (1912).
51. His occupation was ‘Cycle Builder’ in both his marriage (1898) and his death
(1939) certificates. It was ‘Musician Concertinist’ in the 1901 census, ‘Teacher of
Music’ on son Thomas’s birth certificate (1904), and ‘Musician (Deceased)’ on son
Alfred’s death certificate (1949).
52. On Walter and Tommy Dale, see Eydmann, ‘The Life and Times of the
Concertina’, Chapter 7.
53. Hazel Elliott was born into a family of circus and stage performers. The Elliott
Family—a cycling act composed of the six children of James Bedford Elliott (Hazel’s
grandfather)—toured with Barnum & Bailey’s and other circuses in the 1880s. In
the 1890s, the act included more members and diversified into comedy and a
multi-instrument music ensemble, separately billed as The Musical Savonas. In the
1920s, Hazel Elliott had her own musical comedy act—Hazel Elliott’s Candies (later
Hazel Elliott’s Musical Serenaders).
54. The reviews in The Era (27 May 1899) were excellent. His Pavilion Theatre
debut brought forth rather staid comments: ‘a refined musical performance by Percy
Honri, who plays the concertina like an artist. Several of these instruments are
manipulated by the performer whose skill and taste are unquestionable. . .’; his
Collins debut prompted more dramatic remarks: ‘the concertina used to be regarded
as an instrument of torture by peaceable inhabitants of the London suburbs, but
musical taste and culture have changed all that, and Mr Percy Honri who is positively
a virtuoso gets most charming effects. . . .’
55. Concordia, his premier assembly of musical sketches, made its debut in 1906
and ran for six years. His later productions were titled The Power of Music, Bohemia,
Quick March, and What About It?
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56. The most thorough account of his career is in his grandson Peter Honri’s
Working the Halls.
57. Not to be confused with the better-known Darien, Connecticut, a fashionable
suburb of New York City.
58. John Hill Maccann, ‘Improvements in Concertinas’, Patent No. 4752, 12 March
1884.
59. See Robert Gaskins’s articles, ‘Professor Maccann’s North American Tour
(1890-1891)’and ‘Professor Maccann: America’s Champion Concertinist’, both online
at www.concertina.com.
60. His original compositions include The Empire Quick March and The Palace Quick
March.
61. John Hill Maccann, The Concertinist’s Guide: The Most Simple Modern Methods,
How to Play Correctly, With or Without a Master (London: Howard, 1888), and How
to Play the Concertina: English, Anglo, German, and Duet Instruments (London:
Howard & Crew, 1902), both available online at www.concertina.com.
62. On his approach to teaching the concertina, see his correspondence with an
amateur concertinist, as excerpted in Richard Evans, ‘Alexander Prince’, Concertina
Magazine, 18 (1986), 21-23; 19 (1987), 18-19.
On Prince’s wide-ranging
repertory—classical music to popular song to dance tunes—see Eydmann, ‘The Life
and Times of the Concertina’, Chapter 7. One of his brothers, William Sutherland
(born c. 1889), tutored Reuben Shaw on Maccann duet concertina; see ‘Memoirs of
a Concertina-Playing Man: Reuben Shaw’, Concertina & Squeezebox 30 (Winter
1993), 12-17; online at www.concertina.com.
63. See the account of his career in Honri, Working the Halls.
64. See Frank Butler, ‘The Webb Brothers: A Memorial’, Concertina & Squeezebox,
18-19 (1989), 11-14; Richard Carlin, ‘The Fayre Four Sisters: Concertina Virtuosi’,
The Free Reed Journal, 3 (2001), 79-88, both online at www.concertina.com; see
also, Carlin, ‘Frank Butler: An Interview’, Papers of the International Concertina
Association, 1 (2004),
25-26; online at www.concertina.org/pica and at
www.concertina.com.
65. Audio excerpts are available online at ww.archive.org/details/Joseph
Cawthorn.
66. On Fields and Hoey, see Edward LeRoy Rice, Monarchs of Minstrelsy: From
‘Daddy’ Rice to Date (New York: Kenny Publishing, 1911), 250-51, 264.
67. These were Sedgwick & Day’s Music Repository (later Sedgwick’s Music Store),
23 Court Street, Brooklyn, and the Brooklyn Music Rooms, located above the music
store.
68. See Michael Meckna, ed., The Collected Works of Alfred B. Sedgwick. Nineteenth
Century American Musical Theater, 7 (New York: Garland, 1994).
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69. Writing before Dutch Daly had established his own reputation in the United
States, a reviewer for the Colorado Springs Gazette wrote, on 5 May 1880: “Mr.
Sharpley is probably the best concertina player on the stage and will give some good
old fashioned music with a tune to it, together with imitations of bugle calls, drums,
etc.’; on the Sharpleys, see Rice, Monarchs of Minstrelsy, 182, 315-16.
70. Brooklyn Eagle (5 November 1872, 1).
71. See ‘The Edison Papers: Chronology 1847-1878’ at http://edison.rutgers.
edu/chron1.htm.
72. He is credited with a musical arrangement for concertina: ‘Fantaisie Brilliante
on Guglielmo’s Celebrated Song, The Lover and His Bird’ (London: Weippert & Co.,
c. 1870). Background information on Spice is found in the 1861 and 1871 England
Census Records; 1910 US Federal Census Records; New York Petitions for Naturalization (Provo, UT); Brooklyn, New York Directories; 1888-1890; and various issues
of the Brooklyn Eagle, 1872-1902.
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