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Giulio Regondi (1823-1872) and Robert Schumann (1810-1856): 
Newly Discovered Documents 

for the Leipzig Concert of 31 March 18411 

HELMUT C. JACOBS 

In October 1840, the concertina and guitar virtuoso Giulio Regondi (1823-1872) traveled from 
London to the Continent, where, accompanied by the cellist Joseph Lidel (1803-1878) and the 
latter's wife, Margaret, he concertized until March of 1841, performing at Darmstadt, Frankfurt 
am Main, Vienna, Prague, Dresden, Leipzig, and Weimar, among other cities. 2 

One o f the artistic highlights o f this half-year-long concert tour, during which Regondi 
impressed his audiences with his virtuosic playing on both the concertina and the guitar, was 
his performance in a concert that Clara Schumann (1819-1896) organized at Leipzig on March 
3 1 s t 1841 for the benefit o f the pension fund of Leipzig's Gewandhaus orchestra. Together, 
Regondi and Lidel played a Duo concertante for concertina—called a "Melophon" on the concert 
program, as it often was during the course o f the tour—and violoncello (composer unknown, 
see below and Figure l ) . 3 In addition, Clara Schumann herself performed as pianist, and Felix 
Mendelssohn-Bartholdy (1809-1847), director o f the Gewandhaus concerts since 1835, participated 
as both pianist and conductor. The concert featured two world premieres: (1) Clara Schumann 
and Mendelssohn joined forces in the latter's Allegro brillant in A, which had been completed 
only a few days earlier, and (2) Mendelssohn conducted Robert Schumann's Symphony No . 1 
in B-flat major, the so-called "Spring" Symphony, which happened to be the composer's first 
major orchestral work. 

Though it might seem strange that the Schumanns failed to mention either Regondi or 
Lidel in their letters or voluminous diary entries, perhaps this can be explained by their having 
considered the premiere of Robert's symphony to be the central event o f the March 3 1 s t concert 
(as it certainly was). Thus it is something o f a windfall that I recently discovered three letters 
written by Lidel (two letters) and Regondi (one letter) to Robert Schumann, all o f which deal 
with the concert. The letters are preserved as part o f the Schumann bequest at the Biblioteka 
Jagiellonska, Krakow, and are published here for the first time in both transcription and facsimile. 4 

Though brief, the letters constitute small pieces o f a mosaic, and contribute an interesting 
nuance to the comprehensive and multifaceted documentation of Regondi's concert tour. Most 
o f all, they point clearly to the important "administrative" function that Lidel evidently served. 
As a native speaker o f German and with his m a n y contacts on the Continent, it was no doubt 
he who undertook the organizational a s p e c t s of the c o i n c i t s on the tour), in this instance with 

Robert Schumann. 5 

Lidel wrote his two letters t o R o b e r t S c h u m a n n from Dresden in order to confirm his and 
Regondi's appearance in Leipzig. The letters were mailed from the Hotel de Pologne, where 
Regondi a n d t h e Lidels r e s i d e d , a n d w h i c h deserves .1 lew words in its own right. During the 
eighteenth a n d n i n e t e e n t h c e n t i m e s , the- I Iotcl d e Pologne, located on the Schlosstrasse at the 
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corner of the Grosse Briidergasse, was the most elegant building in that square and the best-known 
hotel in Dresden. Originally an apartment building, the hotel—the work o f the architect Samuel 
Locke (1710-1753)—came into being in 1753. It was subsequently converted into the State Bank 
of Saxony, and was destroyed during the bombardments of the city in 1945. 6 

The two letters by Lidel were bound in such a way along their left side that some characters 
disappeared inside the binding, while one piece is torn from the right side of the paper on which 
Regondi wrote his message. Although all of the no-longer-visible letters can be easily 
reconstructed from context, I offer them as conjectures in square brackets in the transcriptions. 

In the first letter (Fig. 2) Lidel confirms to Schumann his participation in the planned concert, 

and informs him about the piece that he will play with Regondi: 7 

Dresden 2 5 t e n Marz 1841 
Hotel Pologne 

Wir werden uns am Dienstag Morgens [i]n Leipzig 
einfinden, und die Ehre haben in Ihrem Concert am 
Abend das versprochene Duo Concertante vortragen. 

Mit Hochachtung 
Ihr Ergebener 

Joseph Lidel [KorSch, 1859] 

Dresden, 25 March 1841 
Hotel Pologne 

We will arrive in Leipzig on Tuesday morning, and 
will have the honor of performing the promised Duo 
Concertante in your concert that evening. 

With highest regards 
Your devoted 

Joseph Lidel 

Lidel evidently refers to a prior arrangement with Schumann, and provides only the title o f the 
work, without naming the composer, whose name, unfortunately, does not appear even in the 
printed concert program. 

In his response, Schumann must have informed Lidel that the planned concert would be 

taking place one day later, that is to say, on Wednesday the 3 1 s t o f March, for Lidel ties his 

second letter, dated Monday the 2 9 t h o f March (Fig. 3), to this. * : 
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Euer Wohlgeborn. 

Durch Ihren Brief [ejrhielten wir die Nachricht von dem Auf[sc]hub 
Ihres Concert in Leipzig: Wir werden Mittwoch Nachmittag bey Ihnen 
ankommen. Heute Abend haben wir die Ehre bey Ihro Majestat zu spiellen 
Meine Empfehlung an Ihr [recte: Ihre] werthe [F]rau Gemahlin. Mit 
Hochachtung 

Ihr Ergebener 
Joseph Lidel 

Hotel Pologne 

2 9 t e n Marz 1841 [KorSch, 1866] 

Sir [literally: Your wellborn] 8 

Through your letter we received the news of the postponement of your 
concert in Leipzig. We will arrive on Wednesday afternoon. Tonight 
we have the honor to play for her majesty. My regards to your esteemed 
wife. With highest regards 

Your 
Devoted 
Joseph Lidel 

Hotel Pologne 
29 March 1841 

Lidel thus informs Schumann about his and Regondi's arrival time on the 3 1 s t and mentions a 
concert that will take place in Dresden in the evening o f the 29th. This refers to a soiree at the 
court o f King Fredrick August II o f Saxony (1797-1854), at which Regondi and Lidel performed 
together with the well-known court bandmaster Karl Gottlieb Reissiger (1789-1859) and an 
unnamed female singer. The concert, which took place in the presence of Queen Marie Anna 
Leopoldine (1805-1877) in the Gobelin hall o f the Dresden palace, is documented in an entry 
in the handwritten Dresden Court Journal . 9 

The third letter is by Giulio Regondi, who writes to Schumann the morning after the 
Leipzig concert o f March 3 1 s t . This brief note in French (Fig. 4), which language Regondi often 
used, is undated, but seems to h a v e b e e n w r i t t e n back i n Dresden, at the Hotel de Pologne the 
very next morning, Thursday, A p r i l l s l . T h e t w o musicians presumably showed their gratitude 
with a little g i f t thai a c c o m p a n i e d R c g o n d f s note. 

Avec les compliments el bicn remerciement[s] 
de la part des Messieurs Lidel et Giulio Reg[ondi] 
Jeudi M a t i n 
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Fig. 1. The printed program for the Leipzig concert o f 31 March 1841, fol. 2v, listing the 
performance by Regondi and Lidel of a Duo concertante for "melophon" and cello (composer 
unknown). 
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Hotel de Pologne [KorSch, 1873] 1 0 

With our compliments and many thanks 
from the Messieurs Lidel and Giulio Regondi 
Thursday morning 
Hotel de Pologne 

Fig. 2. Joseph Lidel's letter to Robert Schumann, 25 March 1841, Biblioteka Jagiellonska, 
Korespondencja Schumann, No. 1859 (courtesy of the Biblioteka Jagiellonska). 
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Finally, it was from Leipzig that Lidel and Regondi eventually set out on their journey back to 
London, likely with a stop at Weimar along the way. In the event, they arrived home on April 
15 t h , having crossed the North Sea by steamboat out of Rotterdam. And like the troupers they 
were, they were soon back on stage together, this time in a series of joint London concerts 
beginning on June 9 t h . 
Translated by Nils Neubert 

Fig. 3. Joseph Lidel's letter to Robert Schumann, 29 March 1841, Biblioteka Jagiellonska, 
Korespondencja Schumana, No. 1866 (courtesy o f the Biblioteka Jagiellonska). 
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Fig. 4. Giulio Regondi's letter to Robert Schumann, 1 April 1841, Biblioteka Jagiellonska, 
Korespondencja Schumana, No . 1873 (courtesy of the Biblioteka Jagiellonska). 

Notes 

1 Editor's note: this article is a translation and slight revision of one that originally appeared in German in 
the periodical Gitarre aktuell, Jahrgang XXXI, No. lll-IV/10 (2010), 22-24; we are grateful to Mr. Peter Maier, 
publisher of Gitarre aktuell, for permission to print the article here. 
2 For an exhaustive account of the tour, see my study, Der junge Gitarren- und Concertinavirtuose Giulio 
Regondi: Eine kritische Dokumentation seiner Konzertreise durch Europa 1840 und 1841 (Bochum: Augemus 
Musikverlag, 2001). 
3 We can probably assume that the work was originally for violin and 'cello. 
4 Biblioteka Jagiellonska, Music Collection Department, Korespondencja Schumana (hereafter KorSch), 
Nos. 1859, 1866, and 1873. My thanks to the Biblioteka Jagiellonska for permission to reproduce the letters. 
5 For speculation that it was Mendelssohn, with whom Regondi might well have become acquainted in 
Birmingham in 1837, who arranged for their appearance at the concert, see Allan W. Atlas, The Wheatstone 
English Concertina in Victorian England (Oxford: Clarendon Press, 1996), 50-51; also Douglas Rogers, 
"Giulio Regondi: Guitarist, Concertinist or Melophonist? A Reconaissance, Part III" Guitar Review, 97 
(Spring 1994), 14. Atlas also raises the possibility that it might have been the English pianist-composer 
William Sterndale Bennett (1816-1875) who served as middleman, since, like Mendelssohn, he was a member 
of the Schumann's circle. 
6 On the Hotel de Pologne, see Stadtlexikon Dresden A-Z, ed. Folke Stimmel et al. (Dresden and Basle: 
Verlag der Kunst, 1994), 194. 
7 For his kind help with the orthography, I am grateful to Ralf Kaupenjohann, head of the Augemus 
Musikverlag. 
8 A salutation for a person of some social standing, though not quite the honorific of "Hochgeborn" 
(highborn), which would have been reserved for the aristocraq'. 
9 See Jacobs, Der junge Gitarren- und Concertinavirtuose Giulio Regondi, 83-85. 
1 0 Though attributed to Lidel by the index of the Biblioteka Jagiellonska, the letter is clearly in Regondi's 
hand; moreover, the one other letter that we have by Lidel is also in German. We cannot say if Regondi and 
Lidel returned to Dresden immediately after the concert, that is late during the night of March 31st/April 1 s t, 
or left Leipzig early enough the next m o r n i n g for R e g o n d i to write from Dresden on "Jeudi Matin." Still 
another possibility, as suggested by o u r translator, Nils Neubcrt, is that he wrote the note while in transit, 
dating it from the morning of Apri l l s \ hut posting it only later. Note that the distance from Leipzig to 
Dresden is approximately seventy miles . 
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Miniature and Semi-Miniature Concertinas1 

R A N D A L L C . M E R R I S 

Miniatures have only a novelty value. They do not add anything in a musical sense, unlike the piccolo concertina. 
. . (Frank Butler, 1984)]* 

The miniature is traditionally played with a very rapid movement of the bellows, and although they are usually 
thought of as novelty instruments suitable only for a stage act, it is possible to play sensitive music on one. 
(Frank Butler, 1989)3 

I. Introduction 

Certainly, the miniature concertina has been viewed as a novelty, valued for its downright 

"cuteness" and, at times, described as a mere toy. 4 But this article contends that the miniature 

concertina also should garner a modicum of respect as a musical instrument within the domain 

o f modest musical aspirations. To dispel the notion that the miniature concertina is a toy, one 

need only listen to Tommy Elliott play-on his 12-key English miniature, 5 or Noel Hill on his 

10-key Anglo miniature. 6 

Prominent British concertina makers—Crabb & Son, George Jones & Sons, Lachenal & 
Co. , and Wheatstone & Co.—built miniatures to the quality standards for materials and 
workmanship that they applied to their larger concertinas. The same principle o f comparable 
quality standards is also applied by modern makers. Though o f limited compass, most miniatures 
have a greater range than the nine notes o f the chanter o f a set o f highland bagpipes, which is 
recognized (if not always fully appreciated) as a real musical instrument. 

As for what follows: Section II provides information on various types of miniature and 
semi-miniature concertinas and their makers both past and present. Section III provides 
comments on buying and playing a miniature concertina. A P P E N D I X 1: GALLERY O F M I N I A T U R E 
A N D S E M I - M I N I A T U R E C O N C E R T I N A S contains images of an assortment of instruments. A P P E N D I X 

2: M I N I A T U R E C O N C E R T I N A PLAYERS contains profiles o f players—mainly variety stage artists 
and clowns—who have performed on the miniature concertina. 

II. The Instruments and Their Makers 

Definitions and characteristics: In this article, miniature concertinas are defined as those that 
are 33/4 inches (95.25 mm) or less across their ends, where measurement is across the "flat" ends 
(rather than diagonally from point to point o f the hexagon or octagon). For this article, the 
miniature concertina designation is independent o f number o f keys (i.e., buttons), 7 number o f 
bellows folds, end-to-end length when the bellows are fully compressed, or other features. This 
article also contains information about semi-miniature concertinas, which measure more than 
33/45', but 5 " (127mm) or less, across the ends. Though usually advertised as "miniatures," these 
concertinas have much different appearances and "feel" compared with miniature concertinas 
as defined above. 

Both miniatures and semi-miniatures are distinguished from full-size concertinas, which 
are wider than 5 " across the ends and mostly range from 5 7 /s" (149.23 mm) to larger instruments 
such as baritone and bass concertinas (and the even larger Chemnitzer concertinas and 
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bandoneons). Exceptions are small-bodied full-size concertinas such, as higher-pitched ("piccolo") 
concertinas, the County Clare Model o f C& R Dipper & Son, the Art Deco Model of Carroll 
Concertinas (both 5 5/s" Anglo models), and other small-bodied full-size instruments. Figure 1 
illustrates the relative sizes o f miniature and full-size Crabb concertinas. 

Miniature concertinas, like their full-size relatives, are classified by fingering system in the 
categories of English, Anglo, and duet concertinas. 8 The number of keys on miniatures, counting 
those on both ends, usually ranges from 8 to 18 keys, with 12 keys being the most common 
design. An Anglo miniature may or may not have an air button—a key for compressing or 
expanding the bellows without sounding a note. 

Space on the reed pans is very limited, given that each key (excluding air key) requires two 
reed shoes and two reeds—a reed on the top o f the reed pan (vibrating when the bellows are 
expanded) and a reed on the underside o f the reed pan (vibrating when the bellows are 
compressed). Fitting so many reeds and valves into the small reed pans is a technical feat 
accomplishable only by using small reed shoes and reeds that are higher pitched and thus smaller 
than those in the middle range of full-size concertinas. 

Miniature concertinas usually have hexagonal or octagonal wood ends with metal fretwork, 
metal or bone/plastic keys, and 7- to 10-fold bellows (most often 8-fold). Some have totally flat 
metal fretwork; others have a moulded, or "crimped," edging around the fretwork rim, creating 
an approximately 1/16" plateau for the fretwork.9 A few have raised metal ends, resulting in a 
fretwork that is more elevated than that on a moulded fretwork model. A few others have all-metal 
ends (end frames and fretwork), or all-wood ends. Most semi-miniatures have hexagonal all-wood 
ends and 6 or fewer bellows folds. Some semi-miniatures have "beveled" edging o f the wood 
fretwork, creating an approximately 1/16" plateau similar to the moulded effect on a metal end; 
others have totally flat wood fretwork. 

Miniature Anglo models seldom have hand rails or hand straps, but may have 
factory-installed thumb straps (or retrofit thumb straps). Most miniature English models do not 
have thumb straps; each end is simply held between the thumb and little finger. Semi-miniature 
Anglo and English models have hand straps and thumb straps, respectively. 
Nineteenth-century roots: Concertina miniaturization is tied to the invention of the concertina 
itself, through Charles Wheatstone's patenting of the symphonion in 1829. Wheatstone's 
specifications were for a small mouth-blown keyed instrument, but he also suggested a 

Fig. 1. Crabb miniature Anglo a lop 
a 55-key Crabb duct model, 
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bellows-driven variant: "[As specified. . .] but with the substitution o f portable bellows for the 
w i n d chest. These bellows are constructed with several folds, and have no valve in them [. . .] 
w h e r e the ends of the bellows are formed o f plates with rows o f tongues or springs mounted in 
apertures [...] and furnished with keys or valves with finger studs [.. . ] . " 1 0 While the symphonion 
set a standard for crowding reeds and levers into miniature ends, the early small rectangular 
10-key German concertinas and the rectangular (4 Vi x 6 inch) 24-key Wheatstone "duett" (i.e., 
duet) concertina contributed to the development o f semi-miniatures. 1 1 

Though production and sales records for the earliest miniature concertinas are unavailable, 
we know that, as early as the 1870s, miniatures were being used on the variety stage by Henry 
William Garto, Charles S. Morelli, and Harry Thompson (see their profiles in Appendix 2). And 
though information on early miniatures and semi-miniatures is limited by makers' lack of 
advertising and promotion, an exception is an early advertisement for semi-miniatures that 
appeared in the 27 May 1876 and later 1876 issues of The Penny Illustrated Paper and Illustrated 
Times: 

T H E P O C K E T C O N C E R T I N A (Registered) 
Title Protected 

Any melody that can be played on an ordinary Concertina 
can be done so on this instrument with as much ease and 
facility, the tone being in many cases as powerful. 20 Notes 
[10 keys}, Is.; 32 Notes {16 keys] Is. 6d.; sent post-free 14 
and 20 stamps [. . . ] . 

T. R. Mason and Co., Musical Instrument Manufacturers, 
Importers, Music Sellers and General Merchandise 
26 Edgware Road, Hyde Park, London, W. 
Factory—Pentonville Road. 

The Pocket Concertina line later included a 20-key model, measuring just under 5 " across the 
ends. Examination of the reeds and reed shoes of a 20-key instrument—originally retailed by J . 
L. Wood & Co., Brighton, and recently sold at auction—indicates that the Pocket Concertinas 
were made in England. 

Later sales promotion: The 1895 catalogue o f the retail dealer Henshaw & Loebell Limited in 
Manchester listed Anglo "miniatures" made by Lachenal & Co.; in fact, these models were 20-key 
semi-miniatures and 26-key small-bodied full-size instruments. The retailer also listed German-
made [Anglo] "miniatures" and "miniature" cases: 
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A N G L O - G E R M A N C O N C E R T I N A S . 
NEWLY-IMPROVED, BY L A C H E N A L & CO. , L O N D O N 
Miniature Newly-Improved, 20 keys, 50/-, 5 inches; 26 keys, 65/-, 5 l/a in 

G E R M A N C O N C E R T I N A S s. d. 
5 6 
7 3 

Rosewood, miniature, leather bellows, well finished ... 
with steel notes ... 

Rosewood, miniature size, fretted ends, bone keys, best leather 
bellows, steel notes ... 8 6 

Rosewood, miniature size, fretted ends, bone keys, best leather 
bellows, with broad steel notes 10 0 

B L A C K W O O D CASES 
Covered with leatherette 
Miniature size box 
Mahogany velvet-lined miniature 
Rosewood miniature 

s. d. 
2 0 
6 9 
9 0 

All o f the listings for German-made instruments possibly pertain to semi-miniatures. 

A Campbell & Co.'s price list (c. 1900), 1 2 showed three models of 20-key semi-miniatures: (1) 
the "Miniature" Concertina, German-Anglo, with Steel Reeds, fitted in Wood Box with Lock 
and Key, 16/; (2) the "Miniature" Concertina, German-Anglo, richly Carved Rosewood Tops, 
Broad Steel Reeds, fitted in Wood Box with Lock and Key, only 2 1 / ; and (3) the "Miniature" 
Concertina, German-Anglo, richly Carved Rosewood Tops, Broad Silver Reeds, fitted in Wood 
Box with Lock and Key, 10/6 and 12/6. The modest prices suggest that these semi-miniatures 
were made in Germany. 

In the early 1900s, Lachenal & Co. price lists stated that " L A C H E N A L and Co. wish to 
draw special attention to the fact that they will be delighted at any time to make anything special 
which is not on their list, or to work out any particular Fingering or Scale the intending purchaser 
may require for his own use." A list from the 1920s advertised " M I N I A T U R E [actually 
semi-miniature] A N G L O S made in Newly Improved Class only with 20, 26 or 30 keys[;] prices 
the same as ordinary models." A later price list o f Lachenal & Co. simply stated: "Miniature 
Anglo Models made to special order only." 

C. Wheatstone & C o . already was selling significant numbers of miniature concertinas in the 
early part o f the 2 0 t h century, but did not promote their sale until the 1930s. Mid-1930s price 
lists for Wheatstone English concertinas stated: "Miniature Concertinas, 12 or more Keys, 
hexagonal model, nickel ends, from £6." Mid-1930s p r i c e l i s t s for Wheatstone duet concertinas 
stated: "MINIATURE C O N C E R T I N A S , English or D u e l fingering, 12 or more keys, Hexagonal 
Model, Nickel ends, from £6." 

Wheatstone's most active promotion of miniatures started in 1952, when a separate page for 
The Miniature "English"Conceitinns w a s introduced in t h e Wheatstone catalogue. Though the 
same design as e a r l i e r , the 12-key a n d 18 k e y English miniatures were newly advertised as the 
"M-l M o d e l " a n d KM-2 M o d e l " a n d w e i e d e s c n b e d in some detail: 

M O D E L M-L 12 k e y s , h e x a g o n a l m o d e l , E b o n y f i n i s h s i d e s w i t h chromium plated frets, 

n i e k e l - s i l v e i c a p p e d k e y s , e i g h t - f o l d l e a t h e t b e l l o w s , s t e e l r e e d s , i n case. 
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Diameter across fret:-23/45 5 (7cm). 
Diatonic, key of G. Octave and a third from G in the first space above the treble clef. 

M O D E L M-2. 18 keys, "AEOLA" , best quality octagonal model, Ebony finish sides with 
chromium plated frets, nickel-silver capped keys, eight-fold leather bellows, steel reeds, in 
case. Diameter across fret:-3V8" (8cm). 
Fully chromatic, Octave and a third from G in the first space above the treble clef. 

In the Wheatstone price list o f April 1955, the M-l Model was quoted at £12 or $33.65, and the 
M-2 Model at £18 or $50.45. A 12-key Wheatstone English miniature-built in 1940 but o f the 
M-l design—is shown in Fig. A l . l o f Appendix 1. An 18-key M-2 miniature built in 1959 is 
shown in Fig. A1.2. 

George Jones & Sons: Frank H. Butler, grandson o f George Smith Jones (1832-1919), observed: 1 3 

It is a curious fact that George Jones was fond of miniature instruments. The firm 
manufactured a variety of extraordinarily small concertinas and they are still occasionally 
found; a rare miniature 10-key Jones Anglo recently [late 1980s] surfaced in England, for 
example. 

The Jones & Sons miniatures shown in Fig. A1.3 of Appendix 1: are among several that have 
been restored by C. & R. Dipper & Son. A 10-key (plus air key) Jones Anglo with metal fretwork, 
bone keys, and 10-fold bellows is shown in Fig. A1.4. 

Fig. 2. Arthur Jones with miniature and giant concertinas by George 
Jones & Sons, c. 1900. 

A Jones miniature Anglo belonged to Percy Honri , who acquired it from Dutch Daly and passed 
it to grandson Peter Honri. (See the Daly and Honri profiles in Appendix 2.) Peter Honri and 
the Daly/Honri miniature are shown in Fig. A2.4 of Appendix 2. Jones & Sons also produced 
at least two Anglo miniatures for the act of Joseph and Arthur Webb (see Appendix 2). Fig. 2 
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shows one of their miniatures n e x t t o A r t h u r George Jones (1871-1929), son o f George Smith 

Jones (1832-1918), along with a giant concertina for the Brothers Webb's act . 1 4 

George Jones's affinity for miniature concertinas led him to build some for his own use. In 
George Jones's later years, as noted by Frank Butler, "He [. . .] would occasionally bring out a 
small concertina, and play 'Ecutez moi ' on i t . " 1 5 Jones retired in 1899, turning the business over 
to his children. Mismanagement and other difficulties led to the demise o f Jones & Sons in 1909. 

Louis Lachenal (Lachenal & Co. , 1873 and later): The Lachenal firm built few miniature 
concertinas, concentrating on production o f thousands o f full-size instruments and a few 
semi-miniatures. Two rare Lachenal miniatures—an Anglo and English—are 3 3A " across the ends 
(the upper boundary for miniatures as defined herein): 1 6 

Lachenal 22-key Anglo, Serial No . 136493 (c.1895): Pitched in D / A (top row in the key 
of D; bottom row in A), it has the range (in the same octave) o f a 22-key full-size 
instrument, illustrating the large number of reeds (44) that can fit in a small frame. It has 
flat metal ends, metal keys (plus air key), and 6-fold bellows with a small version of the 
distinctive green-and-white Lachenal bellows papers. Originally with thumb straps, it has 
been retrofitted with hand rails/straps to make it easier to play (see Fig. A1.5) . 1 7 

Lachenal 20-key English, no serial number: With beveled rosewood fretwork and 6-fold 
bellows with gold-star bellows papers, it has 9 bone keys on the left end and 11 bone keys 
on the right, constituting a partial English-system layout and having conventional thumb 
straps. It is in the Wayne Collection o f the Horniman Museum M245a-1996 [C120]) (see 
Fig. A1.6). 

An early Lachenal Anglo semi-miniature is shown in Fig. A1.7: 

Lachenal 20-key Anglo, Serial No . 7103 (c.1865). Pitched in the keys o f C / G , it has bone 
keys, beveled 5 " wood ends, and 6-fold bellows with gold-star bellows papers. " M & C o " 
is worked into the right-side fretwork, probably indicating that the instrument was 
produced for Metzler & Co., one of the first retail dealers to acquire Lachenal concertinas 
for resale. 

Lachenal & Co.'s operations were wrapped up in 1933/34, when the company's inventory 
and equipment were acquired by Wheatstone & Co. 

The Crabb companies: Information on Crabb miniatures has been provided by Geoffrey Crabb, 
fourth-generation Crabb concertina builder. 1 8 He notes that the small Crabb concertinas were 
categorized by number of keys: small instruments of 12 keys or fewer usually were designated as 
miniature concertinas, and those o f 13 to 20 keys were termed midget concertinas. The 
miniatures/midgets generally were hexagonal with flat metal fretwork, but moulded-edge fretwork, 
wood fretwork, and/or octagonal ends could be ordered. The bellows usually had at least 6 folds 
for midgets, and at least 7 folds for miniatures. Thumb straps were a special-order item for all 
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miniatures/midgets and most often were requested for Anglo miniatures/midgets and English 
midgets. 

The major models include: 

English miniatures: 8 keys (2") in the key o f C (one octave starting at c " " ; 9 keys (2 3/s"); or 12 

keys (27/s") available in key of G, C , or F, where c"" denotes the third C above middle C, using 

Helmholtz Pitch Notat ion. 1 9 

English midgets: 18 keys (3VA") with a fully chromatic range of g" ' through c " " , or 20 keys 
(3 3/4M) with a chromatic range o f c" through c " " , where c ' " and g ' " are the second C and G 
above middle C. 

Anglo miniatures: 8 key or 10 key. Made to special order with dimensions dependent on the 
key and note range (usually 1-2 octaves above the mid-range of a full-size Anglo), thereby dictating 
the size of reeds and reed-shoes. 

Crabb also made miniatures with "break-away" bellows, which Geoffrey Crabb has 
described as follows: 

'Breakaway' versions where the bellows were made in two parts and joined by a hidden 
contrivance at the middle fold [...] the performer would stage an accident and by twisting 
or sliding the two halves o f the instrument, it would appear to be broken. Because each 
half o f the bellows was sealed and weighted at the joint, it was possible for the performer 
to continue playing each half independently. 

Geoffrey Crabb has production records that date back to 1895, but the 1895-1928 records 
show serial numbers and completion dates without corresponding descriptions o f the 
instruments. 2 0 More detailed records are available for the 1929-1988 period, which covers the 
five-decade era of Henry (Harry) Joseph Crabb—an avid builder and player of miniatures (see 
Fig. 3)—and the 1981-1988 period when eldest son Neville was the proprietor. The records show 
that 66 miniature/midget English concertinas—48 are 12-key miniatures and 18 are 18-key 
midgets—were produced. These 66 instruments represent 4.5 percent of all Crabb concertinas 
built in the 1929-1988 period. 2 1 

Fig. 3. Harry Crabb with an English miniature by H. Crabb & Son. 
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Two 12-key Crabb English miniatures in the key of G (with a C # accidental)—a 
2 15/16" model (No. 10169) with all-flat fretwork and a 2 % " model (No. 17753) with 
moulded-edge fretwork—are shown in Fig. A1.8. A Crabb 18-key English midget (No. 18422) is 
shown in Fig. A1.9. Geoffrey Crabb is again making Crabb concertinas, including miniatures, 
on a limited basis. A 12-key English miniature with 2 7/s" hexagonal fretwork, built by Geoffrey 
Crabb in 2004, is shown in Fig. ALIO. 

Charles Jeffries: Jeffries miniature concertinas were rarely, if ever, built. The most likely 
authentic Jeffries is a 10-bone-key Anglo miniature 2 2 owned and expertly played by Noel Hill. 
The instrument has no label or maker stamp, but the metal fretwork has Jeffries styling, and the 
accompanying concertina case is a miniature version of the standard stitched hide (leather) cases 
sold with larger Jeffries concertinas. However, it may have been made by the Crabb firm, known 
to have built Jeffries-style Anglo concertinas that were supplied to Charles Jeffries or directly 
marketed by Crabb. Noel Hill's miniature is shown in Fig. A l . l l . 

C. Wheatstone & Co. : Despite its late entry into miniatures, around 1900, 2 3 Wheatstone 
became the highest-volume producer of the instruments. Fortunately, the Wheatstone production 
records for 1910 onward survive and are available onl ine. 2 4 During the 1910-1972 period, 
Wheatstone built 413 miniatures—367 English, 17 Anglos, and 29 duets (see "Wheatstone 
Miniature Concertinas, 1910-1972," below). It is readily apparent that the English miniatures 
were the most popular by far, outnumbering the Anglos by more than 20 to 1, and duets by 
more than 12 to 1. The 12-key English model alone accounted for more than 70 percent of the 
total output o f Wheatstone miniatures. 

The annual output o f miniatures was far from steady over the decades. The World Wars and 
the Depression took modest tolls on demand and supply. The last Wheatstone miniature Anglos 
and duets were produced in 1924 and 1950, respectively. Wheatstone's 1950-1966 production o f 
139 English miniatures accounted for one-third of their total output o f miniatures in the entire 
1910-1972 period. After 1966, they built only 6 miniatures (all 12-key M-l's, in 1972). Promotion 
of the 18-key English (M-2 model) in the 1950s was highly successful; over three-fourths o f the 
18-key English miniatures date from that decade. 

A 12-key octagonal English miniature (No. 35684) is shown in Fig. A1.12. Wheatstone 
miniatures having fewer than 12 keys—an 8-key English (No. 32457) with 2 " hexagonal ends and 
an 11-key (plus air key) Anglo (No. 27294) 2 5 with 2 3/4" hexagonal ends—are shown in Fig. A1.13 
and Fig. A1.14. 

Two 12-key duets—hexagonal No. 32959 and an octagonal No . 29315—are shown in Fig. 
A1.15. A 14-key octagonal duet (No. 25425) with bone keys (Horniman No . M7a-1996) is shown 
in Fig. A1.16, and a 19-key Wheatstone 31/2M duet (No. 34517) is shown in Fig. A1.17. All these 
duets have key patterns that embody features o f the Maccann duet system (and the early 24-key 
Wheatstone "duett" system). The 16-key W h e a t s t o n e 3 W duct (No. 27296), shown in Fig. A1.18, 
has a recognizable pattern of lower-row keys of a ( > . m c - s y s t c m duet. 

Special-order Wheatstone m i n i a t u r e s include: 

No. 25114(11 Oct. 1910). 12-kcy E n g l i s h w i t h t h e inscription Sam AuklandAug 1/1911 along 

the edge of the hexagonal r a i s e d m e t a l f r e t w o r k ( s e e Fig. A1.19 and the Aukland entry in 

Appendix 2). 
No . 25115 (11 Oct. 1910). 5-key A n ^ l o w i t h hexagonal ends (notes E to G). 
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No. 27297 (3 Nov. 1916). 14-key English with amboyna and gilt metal ends. 
No. 32324 (31 July 1930). 12-key English with octagonal tortoise-shell- veneer ends (see Fig. 

A1.20) . 2 6 

No. 33898 (9 Oct. 1935). 8-key English with 2 " ends and gilt spray. 
No. 35204-No.35206 (14 June 1939). 12-key English with bone keys and hexagonal ends. 
No . 35310 (8 July 1940). 20-key English, 3%" rosewood ends. 
No . 35995 (19 April 1954). 12-key English with 2 3/4 5' hexagonal ends and "breakaway" 

bellows. 

No. 36586 (11 Mar. 1959). 18-key English with white pearl ends and white bellows. 2 7 

Table of Wheatstone Min ia ture Concertinas, 1910-1972. 

A l l Systems 
Period English Anglo Duet Total 
1910-1919 45 11 6 62 
1920-1929 89 6 15 110 
1930-1939 56 0 2 58 
1940-1949 32 0 . 5 37 
1950-1959 99 0 1 100 
1960-1969 40 0 0 40 
1970-1972 _6 _0 0 6 

Total 367 17 29 413 

English 
Period 8 key 10 key 12 key 14 key 18 key 15 key 16 key 22 key 
1910-1919 1 1 38 2 1 2 
1920-1929 2 82 2 2 1 
1930-1939 4 52 
1940-1949 30 2 
1950-1959 54 45 
1960-1969 31 9 
1970-1972 _ _ _6 

Total 7 1 293 4 58 1 2 1 

Anglo 
Period 5 key 6 key 11 key* 12 key 15 key 
1910-1919 1 1 3 5 1 
1920-1929 _6 _ 

Total 1 1 3 11 1 

*Shown as "10 key" in the Wheatstone Ledgers 
Duet 

Period 12 key 14 key 16 key 19 key 
1910-1919 1 4 1 1 
1920-1929 15 
1930-1939 1 1 
1940-1949 4 
1950-1959 1 

Total 22 4 1 2 



Pica v9 page 17 

The limited output of Wheatstone semi-miniatures in the period 1910-1972 includes: 

No. 27847. 24-key Anglo with 4 V2" hexagonal ends. 
No. 30650. 26-key English "piccolo" with 4' octagonal metal ends. 
No. 31003 and No . 31252. 17-key duets with 4 V2" hexagonal ends. 
No. 31006. 24-key "Aeola" (8-sided) Maccann-system duet with 4 5/s" ends (see Fig. A1.21). 
No. 31662. 25-key English with 4" raised octagonal metal ends. 
No. 31774. 24-key English with 4 " black wood octagonal ends. 
No. 32199. 24-key English with 4 V2" octagonal metal ends. 
No. 32900. 24- key Anglo with 5 " all-over-metal ends. 
No. 33183. 24-key English with 4" octagonal wood ends. 
No. 35091. 32-key English with 5 " octagonal wood ends. 

Other early miniatures: Several miniatures were built by little-known makers, possibly "hobby 
crafters," or major makers who have not been identified. Three such instruments in the Wayne 
Collection o f the Horniman Museum are: 

Horniman No . M6a-1996. 12-key duet with 2 V2" all-over-metal hexagonal ends, steel reeds, 
and 6- fold bellows (see Fig. A1.22). 

Horniman No . M14-1996. 12-key English with 3"octagonal metal ends, steel reeds, and 8-fold 
bellows. Possibly a modified Wheatstone miniature (see Fig. A1.23). 

Horniman No. M329-1996. 8-key English with 2 5/s" all-over-metal hexagonal ends, bone keys, 
steel reeds, missing bellows, and with inscriptions in the fretwork ovals— Tiny Tim on the left 
side and Arthur Woodley (owner/builder?) on the right (see Fig. A1.24). 

The Horniman Museum holds two other miniatures which tentatively have been attributed 
to Charles Jeffries. However, the instruments have neither his labeling/stamping nor any 
characteristics that clearly point to another specific manufacturer: 

Horniman No . M5a-1996. 8-key Anglo with 1.38" all-over-metal hexagonal ends, ivory keys, 
6-fold bellows with gold-star papers, and the original "case"—a tin can (suggesting that it may 
have been a special order for use in the tropics) (see Fig. A1.25). 

Horniman No . M13a-1996. An 8-key Anglo with 2 V2" all-over-metal ends, bone keys, 8-fold 
bellows, bellows. Circumstantial evidence for the Jeffries attribution is its Jeffries-style stitched 
hide case (see Fig. A1.26). 

It seems just as likely that some other maker(s) built these all-metal-end miniatures. George Jones 
& Sons is a leading candidate, given that George J o n e s in his early days was making some 
all-metal-end concertinas of full size. Another candidate is Robert William Carr , 2 8 an independent 
maker who is known for his use of a l l - m e t a l - e n d s a n d s ide-cut fretwork. The metal ends o f 
Horniman No . M13a-1996 are very similar in Style to t h o s e o f a 48-key full-size Anglo—stamped 
" R . Carr" in the r i g h t - s i d e f r e t w o r k — i n t h e I l o r n i m a n collection. 
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Undocumented miniatures from outside the Horniman Museum include: 

Instrument 1. 12-key Anglo with 2 " octagonal ends, metal fretwork, and 8 fold bellows—pitched 
in G / D . 2 9 The key layout is the same as the first-, middle-, and ring-finger keys o f the G and D 
rows of a full-size Anglo in G / D (see Fig. A1.27). 

Instrument 2. 10-key English with 2 3 /4" hexagonal ends, metal fretwork and metal keys, and 
8-fold bellows (see Fig. Al .28) . 
Modern Anglo miniatures: C.& R. Dipper (later C.& R. Dipper & Son) in Wiltshire has built 
a number o f miniature concertinas, including several English miniatures for French circus 
clowns—in particular, the well-known Annie Fratellini and Philippe Sosman (see Appendix 2 ) . 3 0 

The Dippers also build miniature Anglo concertinas, including two completed in 2011/2012: 
12-key (plus right-side air key) Anglos with 2 3 /4" finely engraved metal fretwork, bone keys, and 
8-fold gold-gilt embossed bellows with miniature Jeffries-style bellows papers—pitched in G / D 
with the same basic key layout as "Instrument 1" in "Other early miniatures," above (see Fig. 
A1.29 and the further description in Section III). 

Anthony P. James builds Anglo miniatures that have 9mm (3.62") hexagonal e n d s -
dimensions just below the dividing line-between miniatures and semi-miniatures: 10-key (plus 
right-side air key) Anglo with hexagonal metal ends, metal keys, accordion-type steel reeds, 7-fold 
bellows, and hand rails/straps. The keys are the same as those in the G row of a full-size C / G 
Anglo (see Fig. A1.30). 

Modern English miniatures: English miniatures include those by Willie Van Wyk (Rayton, South 
Africa), A. C. Norman & Co. (Shrewsbury, UK) , and Kookaburra Concertinas (Richard Evans, 
Bell, NSW, Australia). The three 12-key English miniatures built by Van Wyk have 3 3/4" hexagonal 
wood ends (see Fig. A1.31). A. C. Norman has built a 12-key English miniature with stretched 
hexagonal 2 3 /4" ends, using Lachenal keys, levers, and reeds (see Fig. A1.32). Richard Evans has 
built a copy o f a 12-key English Wheatstone, which is shown between a 12-bone-key octagonal 
Wheatstone and a 12-key Wheatstone M-l in Figure A.1.33. 

Modern semi-miniatures: Current builders o f semi-miniature concertinas include A. C. Norman 
& Co., Homewood Musical Instruments (Robert Tedrow, Homewood, AL), Marcus Music 
(Gwent, Wales), and Stagi (Briinner Musica s.n.l., Recanati, Italy). Though advertised as 
miniatures, all are semi-miniatures as defined in this article. These include: 

Norman "Jubilee" Anglo model. 13-key (plus right-side air key) with 4Vs" hexagonal ends, 
wood fretwork , brass capped keys, accordion-type steel reeds, and 6-fold bellows—pitched in the 
key of G with 2 G# , 2 C # , and F accidental keys. 3 1 

Other Norman models: (1) 13-key "Jubilee" Anglo in the key of C or D, (2) 12- or 14-key "Jubilee" 
English with.,4 W hexagonal ends, (3) 19-key (plus air key) Anglo with 4 7/s" hexagonal e n d s -
pitched in G / D , (4) 20-key English with 4 7/s" hexagonal ends and thumbstraps/finger-rests. 

Tedrow Anglo model (Homewood Musical Instruments): 10-key (plus right-side air key) with 
4" hexagonal ends, wood fretwork, delrin keys, accordion-type steel reeds, and 6-fold bellows 
with miniature Lachenal-style bellows papers—pitched in the key o f D . 3 2 
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Marcus "Traveller" Anglo model: 21-key (plus right-side air key) with 5 " hexagonal wood ends, 

metal keys, standard C / G rows plus a C # / E b key, and 7-fold bellows. 3 3 

Stagi English model: 18-key with 4 3 /4" hexagonal wood ends (available in mahogany or black 
finish), accordion-type steel reeds, 20-fold bellows (2 sets o f 10-fold each), and thumb and little-

finger straps on each side—chromatic over a two-octave-plus range, except for a missing G # and 
an E . 3 4 

III. Buying and playing a miniature concertina 

Factors to consider in planning to purchase a miniature concertina include price and 
availability, playability (degree o f difficulty in mastering the instrument), compass (range of 
notes on the instrument), and repertory (tunes to be played). 

Price and availability: In the past and today, miniature and semi-miniature concertinas have 
commanded prices close to those of their full-size counterparts. For promotional purposes, 
miniatures often were provided to music-hall players at below-market prices (or even gratis). 
However, most of us mere mortals "pay retail." Prices reflect the limited number of vintage 
miniatures and semi-miniatures that were made and still survive. And scarcity is increased by 
the propensity for the "cute little instruments" to end up in museums or with collectors. Because 
o f collector interest, a premium price is likely to be attached if the miniature has a provenance, 
particularly if documentation shows previous ownership by a well-known performer. Nevertheless, 
diligent search and patience should result in finding miniatures and semi-miniatures for sale by 
private parties, vintage concertina dealers, estate auctions, internet auctions, etc. 3 5 The "dream 
purchase" from an unwitting owner at an antique shop or yard sale is mostly just that—a fantasy. 

Playability: A most important skill for playing a miniature concertina is air-supply management, 
given the very limited air capacity of the bellows. Anglo players have experienced the inability 
to play a "push note" because of total compression of the bellows, or a "pull note" because o f 
total expansion of the bellows. For a full-size Anglo, use o f the air key alleviates most of the 
problem. For a miniature Anglo, even if fitted with an air key, air management is a major concern. 
Consideration o f limited air supply is also important for English and duet miniatures, but to a 
lesser extent than for an Anglo miniature, given that a single key on the English or duet 
instrument produces the same note on the compression or expansion o f the bellows. Thus, each 
note is available in each direction of the bellows on an English or duet model. As a result, playing 
a 12-key or 18-key English or duet miniature should be easier than playing an Anglo 
miniature— even for an Anglo player?** Playing an 8-key English 2 " miniature has playability 
challenges in the extreme and is best considered a novelty item. Using its one octave for a bit 
o f familiar melody is about all that can be expected. 

Stage performers often played their miniatures while standing, sometimes swinging the 
instrument in the air. But playing while seated with the left end on the left knee is somewhat 
easier. Players often find that thumb straps on each side, or at least one on the right side, improve 
the playability of the instrument. If not already present, a thumb strap consisting of little leather 
loop can be attached to one of the end bolts. 
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Fig. 4. 8-key English in C. 

Fig. 5. 12-key English in G. 

Fig. 6. 18-key English. 

Compass : Key diagrams for various types o f miniatures 3 7 are shown in Figures 4-9. The layout 
for the 8-key English in Fig. 4 simply contains a one-octave C scale, starting with c""—the third 
C above middle C. In Fig. 5-9, the second C above middle C is shown as c" 
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Fig. 7. 12-key duet in G. 

Fig. 8. 11-key Anglo, Wheatstone. 

Pig, {). 12-key Anglo, Dipper. 
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The 12-key English miniature, having only 12 notes, is amenable to playing C-, G-, and D-major 
scales. The fact that the scale pattern involves alternating between left and right sides should not 
create problems— even for an Anglo player. Learning to play a 12-key or 18-key English miniature 
is a far cry from learning to play a 48-key English concertina; the 12 notes which include only 
two sharps and no flats do not compare to a 48-note compass that includes all sharps and flats. 

The 18-key English miniature has a "core" that consists o f the 12-note configuration of the 
12-key English miniature, surrounded by C, A , and B keys on the left side and a column of B , 
E , and A keys on the right side. Having mastered the 12-key core, a player may proceed to take 
advantage o f the additional notes. 

Two key diagrams are shown for Anglo miniatures—a "10-key" (actually 11-keys plus air key) 
and a 12-key model (hereafter "Dipper m o d e l " ) . 3 8 The Wheatstone "10-key" of this type is prized 
by collectors, but is much less versatile and harder to play than the Dipper model. The 12 keys 
of the Dipper model constitute the first-, middle-, and ring-finger keys (but an octave higher) in 
the G and D rows of each side o f a full-size G / D Anglo, with one exception—the notes of the 
ring-finger key in the D row of the left side. The notes for this key on a full-size G / D Anglo 
would be D (push) and E (draw)—the same notes as the index-finger notes in the G row. This 
duplication o f keys, though justifiable for a full-size instrument, is a major sacrifice for an Anglo 
with only 12 keys. Anglo players make extensive use of the little-finger key on the draw—an F# 
note on a standard C / G Anglo or a C # note on a G / D Anglo. In addition, a C / G Anglo player 
uses the C # in the right-side accidental row (top row of a 3-row instrument) to play in the key 
o f D major. O n a G / D Anglo, the analogous key is a G # key in the accidental row, which is 
used to play in the key o f A major. Thus, on the Dipper model, the ring-finger key in the D row 
is a C # / G # (or G # / C # ) key. The air key on the Dipper model is at the end of the top row on 
the right-side, rather than in the thumb-operated position on a full-size G / D Anglo. 

A 1- or 2-row Anglo semi-miniature concertina presents less daunting challenges. An 
experienced Anglo concertina player must only be extra conscious of air supply management 
and selective o f music that fits its compass. 

Repertory: Development o f fingering technique and choice of music go together in mastering 
the miniature concertina. An English miniature player should be prepared to transpose a popular 
melody or folk tune from the key in which it is notated to one that fits the miniature. For some 
material, it may be necessary to do a little musical arranging in the form of note substitution 
or deletion, where a note(s) in the musical score is outside the range o f the miniature. For other 
music, the player may even decide to play a "half tune"—only the portion of the tune that matches 
the capabilities o f the instrument. 

Choice o f music for an Anglo miniature is heavily influenced by air-management concerns. 
In starting on the Anglo miniature, it is helpful to focus on melodies that have scale passages 
or other "push-draw-push-draw" phrases that exercise the bellows in a back-and-forth way for 
maintaining an adequate air supply. 

Many Irish, Scottish, and English tunes have notes that are all within the range o f 12-key 
English and Anglo miniatures (albeit written in a lower octave). Highland bagpipe music is a 
particular fit for miniature concertina, given that the music has nine notes at most and is easily 
arranged for miniature concertina. 3 9 
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Fig. A1.5. 22-key Luhen.il Anglo in D/A. Fig. A 1.6. 20-key Lachenal English. 

A P P E N D I X 1: 

G A L L E R Y O F M I N I A T U R E A N D 

SEMI-MINIATURE CONCERTINA^ 

Fig. A L L 12-key Wheatstone English. Fig. A1.2. 18-Key Wheatstone English. 

Fig. A1.3. Jones miniatures. Fig. A1.4. 10-key Jones Anglo. 

http://Luhen.il
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Fig. A1.9. 18-key Crabb English 

Fig. A L U . 10-key "Noel Hill" Anglo. 

Fig. A1.7. 20-key Lachenal Anglo, 
semi-miniature. 

Fig.A1.8. Two 12-key Crabb English. 

Fig. ALIO. 12-key and 48-key English by 
Geoffrey Crabb. 

Fig. AL12 . 12-key Wheatstone English. 
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Fig. A 1 . 1 7 . 19-key W h e a t s t o n c 

"Maccann" duct . Pig. A1.18. 16-Key Wheatstone "Crane" duet. 

Fig. A1.13. 8-key Wheatstone English. Fig. A1.14. 10-key Wheatstone Anglo. 

Fig. A1.15. Two 12-key 
Wheatstone duets. 

Fig. A1.16. 14-key 
Wheatstone duet. 



Pica v9 page 26 

Fig. A1.23. 12-key English, unknown maker. Fig. A1.24. 8-key English of Arthur Woodley. 
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Fig. A1.25. 8-key Anglo, 
unknown maker. 

. A1.26. 8-key Anglo,, 
unknown maker. 

Fig. A1.27. 12-key Anglo 
Fig. A1.28. 10-key English, 

unknown maker. 

Fig. A1.29. 12-key Dipper Anglo. Fig. A1.30. 10-key James Anglo. 
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This appendix contains profiles o f thirty-seven performers (thirty-two separate "acts")— 
mostly variety-stage artists and clowns—who performed (or still perform) on miniature concertina. 

Henri Albano (1867-1928—born Henry Alban—Manchester) came from a family of professional 
musicians. In British theatres and on a world tour, he was billed as "The Monarch o f All English 
Concertina Players" and "The 'Paganini' of the concertina." He also arranged music for violin 
and piano, credited as Henry Alban. 4 1 

Betty Aukland (1907-1987—Beatrice Elsie Aukland—Warrington, Lancashire) and Samuel Aukland 
(1877-1963—Warrington, Lancashire) were a father-daughter concertina act that appeared in major 
music halls in London, Edinburgh, and Glasgow; provincial British venues; and on a tour 
throughout Latin America. In 1918, Samuel Aukland ended his career as a Liverpool postman 
to become a full-time entertainer alongside his eleven-year-old daughter. He later became a talent 
agent. In retirement, he returned to performing on concertina for social clubs in Merseyside. 
Shortly before his death, it was reported that " [. . .] he still uses the concertinas that he bought 
50 years ago. One of them so tiny it fits into a wineglass." 4 2 Betty Aukland is the only professional 

Fig. A1.31. Concertinas by Van Wyk Fig. A1.32. 12-key Norman 

Fig. A1.33. 12-key Evans English 
between two Wheatstones 

A P P E N D I X 2: 

PLAYERS O F M I N I A T U R E C O N C E R T I N A S 
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concertinist known to have used a miniature concertina as a first instrument. Her hands too 
small for a full-size concertina, she began learning on the Wheatstone miniature concertina 
purchased by her father in 1 9 l l . 4 3 For a time, the "Sam and Betty Aukland" act had a third 
member—"Little Tweet," a former coal-mine canary that sang along with their concertina 
playing. 4 4 Before World War II, Betty left the stage to become a secretary (see Fig. A2.1). 

Arthur H. Austin (1900-1966), a long-time lamplighter in London and an active ICA member, 
led an English concertina septet in the 1920s. In his later years at home, the miniature concertina 
was his main instrument, owing to neighbors' complaints about the volume o f his full-size 
concertina. 

Stephen Bartle (1877-1936—Durham) was billed as "Steve Bartle, Edeophone and English 
Concertina Soloist"; he later was a member o f "The Royal Bartle Trio," along with his wife and 
daughter (both named Estella). His Lachenal English miniature passed to another daughter, 
Barbara Bartle (her stage name was Bartell). 4 5 

Albert and Leona Brownstone were accordion and concertina performers based in California. 
Alfred Brownstone's career began in the 1920s, as a solo accordion player of popular and classical 
music. After his marriage to Leona Mead, he joined her in a duo act billed as "Albert and Leona" 
or "The Musical Alberts," which featured Albert and Leona on piano accordions and Albert on 
full-size and miniature English concertinas. They toured extensively in the US, performing in 
each of the then forty-eight states, plus Alaska, Hawaii, and, most notably, on the R.K.O. Theater 
circuit and in major vaudeville houses in the East. 

Jack Clevoner (1873-1953—John Henry Hartford—Hunslet, Yorkshire) turned professional after 
winning a concertina contest officiated by J . H. Maccann in Sheffield in 1903. Billed as "The 
Wizard of the Concertina," his programs included selections of classical music, comedy numbers, 
and novelties such as playing two concertinas—one on each hand— or simultaneously playing 
two tunes on a single Maccann duet concertina. He also was a composer of band marches, a 
recording artist, and a radio performer. His son, James Henry 'Jimmy' Hartford (1896-1969), 
performed on concertina (including miniature) and piano accordion. 4 6 

Dutch Daly (1848-1924—William Daly—St, Hellier, Jersey, Channel Islands) was a German-dialect 
comedian and concertinist whose career led him from minstrel shows to American burlesque 
and vaudeville theaters and to British music halls. His concertina playing and comedy 
monologues were recorded on wax cylinders and 78-rpm records. 4 7 

Arthur Delroy performed on accordion, concertina, and stringed instruments. He married Rita 
Reed, one of his accordion students, with whom he formed "Reed & Delroy," a post-war duo 
that featured full-size and miniature English concertina, banjo, banjo ukulele, and piano 
accordion. They appeared in variety venues on the Continent, as well as in British theatres. 4 8 

Jack Easy (1908-1980—Joseph O'Mai ley4 9—Glasgow, Scotland) performed light classical, Scottish 
traditional, and popular music for decades in the British variety theatres and on radio and 
television. 5 0 His billing as "Jack Easy, The Musical Midshipman" was derived from a nautical 
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novel, Mr. Midshipman Easy.51 Before her marriage, his wife (b. Elizabeth Sutherland in 1912) 

and her sister were music-hall performers billed as "Lizzie and Mary Ell iott . " 5 2 

T o m m y Elliott (1902-1987—Thomas Varley—South Shields District near Newcastle) began his 
career as a variety-stage comedian/concertinist in 1913 and continued on the stage until 1980. 
In 1924, he married Florence Hazel Elliott (1902-1968) and adopted her surname as the family's 
stage name. They became "The Musical Elliotts"—Tommy, wife Hazel, and daughter Viona (1928-). 
Tommy Elliott might be called "The King o f the Miniature English Concertina." He sometimes 
even satisfied audience requests for tunes on a miniature concertina (see Fig. A2.2) . 5 3 

Annie Violette Fratellini (1932-1997—Algiers) was the "first lady" o f circus clowning in France. 
She was also a multi-instrumentalist (saxophone, clarinet, vibraphone, accordion, concertina, 
violin, and piano), teacher of clowning, and screen and TV actress. Her grandfather Paul and 
his brothers, Francois and Albert, were the Fratellini Trio, popular circus clowns of the 1920s 
and 1930s. Annie 3 s father Victor Fratellini (1901-1979) was a circus clown and actor, 5 4 and her 
mother Suzanne was the daughter o f Gaston Rousseau, director of Le Cirque de Paris. 5 5 Annie 
and her husband, clown Pierre Etaix, founded the Ecole Nationale du Cirque in Paris in 1974. 
The Academie Fratellini, named in honor of the four-generation circus family, was founded in 
La Plaine Saint-Denis in 2003. 

Henry William Garto (b. 1840—Middlesex, London) started his career in the 1860s in a blackface 
act, "Lawson and Garto," joking, telling stories, dancing, and making music on concertina and 
other instruments. Before their break-up in 1872, the duo had moved from blackface to clown 
costuming. Upon becoming a solo act, he was billed as "Garto, The Demon Clown" or "Garto, 
The Musical Clown." His routine was summarized in a review that appeared in the 21 April 
1872 issue of The Era (page 12): 

Garto, the musical Clown, extracted the air " C o m e back to Erin" from a tea kettle, and 
then from the utmost recesses o f innumerable wrappers produced an infinitesimal 
concertina, which was in his hands made to discourse most eloquent music. Upon a larger 
one he played with one hand only "The Blue Bells o f Scotland" with variations; he imitated 
birds and beasts, and, finally he played a duet upon two concertinas, one being held in 
each hand. 

Later, his act became "Garto and Son," followed by "Garto and Sons." His four sons and four 
daughters all were musical variety performers, appearing together in various combinations of 
Garto family acts. He performed for a time in a Garto family act, before returning to solo 
appearances. 

Herbert Greene (1907-1980—Herbert Jabez Green—Edmonton, Middlesex) was principally a 
concertinist, but also performed on accordion, piano, and the "concordion"—an accordion-
concertina hybrid of his own design. Early in his career, he was billed as "Bert" Greene. In 
addition to live stage performances, he was heard on B B C radio and in the films The Magic Box 
(1951) and Horn blower (1951). In 1950, he began contributing to World Accordion. Review: 
Incorporating the "Concertina/3becoming the official Duet Advisor for the publication. 5 6 In 
addition to other contributions, he wrote a series of pieces on how to play the duet concertina. 5 7 
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His 1930 marriage to Bertha Maude Skelton led to their performing together as "Herbert Greene 

and Marion Vane," and later to a family act with two concertina-playing sons (see Fig. A2.3) . 5 8 

William "Billy" Hartford (1912-1971) was a frequent performer at ICA meetings in the 1960s, 
as well as playing in clubs. His repertory featured the melodies of the latest top-ten songs and 
show tunes. 5 9 Fellow performers on miniature concertina at the ICA meetings included Harry 
Crabb and others. 

Harry Hatton (1912-1982—Lancashire) was a retired coalminer from Haydock, Lancashire, when 
he took up playing his full-size and miniature concertina at ICA meetings and small social events. 

Noel Hill (b. 1958— Caherea, West County Clare) is a performer, recording artist, and teacher 
o f the Anglo concertina in the Irish style. He has taught hundreds of students in workshops and 
the Noel Hill Irish Concertina School on both sides of the Atlantic. 6 0 P. J . Curtis has written 
about "Noel Hill—King of the Irish Concertina"—a royal title aptly conferred. 6 1 

Percy Honri (1874-1953—Percy Thompson—Thorpe Mandeville, Northamptonshire) first 
appeared on stage as a clog dancer (at age 5) before becoming "Percy Honri—Champion Boy 
Tenor of the World" in his father's act, Virto & Thompson. In 1884, the act became The 
Thompson Trio (later Royal Thompson Trio)—Percy (on concertina, trombone, and vocals), 
father Harry, and mother Mary (1852-1914). Having mastered the relatively new Maccann duet 
concertina by 1887, he toured the US in the family trio in 1893 and as a solo concertinist in 
1898/99. His London debut was in May 1899. Concordia, his premier assembly o f musical 
sketches, opened in 1906, ran for six years, and was followed by other successful musical 
productions. 6 2 In later years, he performed with daughter Mary Honri—soprano, accordionist, 
and pianist . 6 3 

Peter Honri (b. 1929—Pimlico, London) is a concertinist, stage and film actor and director, and 
author of books about the music halls . 6 4 His film career began at age 5 with a bit part in The 
Ace of Spades (1935). He debuted in London as a comic dancer at Collins' Music Hall in 1948. 
He has played his Maccann duet and miniature concertinas in touring revues and summer 
seasons, theatre productions, movies, and television. 6 5 In the film Oliver (1968), he is seen as a 
busker, playing a miniature concertina inherited from his grandfather (See Fig. A2.4). 6 6 

Cyril Jackson was a multi-instrumentalist and one-man-band clown, whose most prominent 

engagement was a year at Expo 67—Canada's 1967 World Fair . 6 7 He often switched from musical 

antics on the saxophone or some other instrument to "playing it straight" on English concertina. 6 8 

J o h n Hill Maccann (1861- ?—Birmingham)—patented the Maccann duet concertina, the 
instrument on which he performed in Great Britain and several tours abroad. He gave concertina 
lessons, composed/arranged music for concertina, 6 9 'wrote two guides for concertina players, and 
performed on several 78-rpm recordings of popular, semi-classical, and classical mus ic . 7 0 His 
miniature concertina performances o f "Home, Sweet H o m e " and "God Save the Queen" (billed 
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as "on the smallest concertina in the world") are listed in a recital program from his 1902 tour 

in Australia. 7 1 

Frederick William Malburn (1846-1911—Macclesfield, Cheshire) was brazenly billed as "Professor 
Fred. Malburn, The Greatest Concertinist in the World." He was a music teacher, writer, and 
performer on concertina and musical instruments of his own invention. In the mid-1890s, he 
performed on a two-year tour in Canada and the United States. The reviewer in the 14 June 1895 
issue (page 1) of the Northern Echo (Darlington, England) wrote: 

Mr. Malburn's instrument is the concertina, which he commenced to play when 
only nine years of age, and this instrument he has perfected by inventing four 
instruments o f a similar style [. . .] named the ventrilophone [. . .] the giant 
concertina [. . .] the midget concertina (smallest known); and the Malburn 
orchestraphone. 

Lynda Martell (1887-1978—Ada Hodgkinson—Lancashire) was an actress, comedienne, 
pantomimist, and concertinist. In 1925, she became Lady Lyveden, the second wife of actor 
Courtenay Robert Percy Vernon (1857-1926), 3rd Baron Lyveden. 7 2 She was known for her playing 
on Wheatstone miniature concertinas, as well as on her 61-key Wheatstone Crane duet. A January 
1937 review of her act stated: 

She appears as Miss Lynda Martell, the comedy girl with her concertinas. She 
performs extremely well on these instruments, one being the size o f two tea cups 
placed together—her smallest being only 1 V2 inches [sic] across—on which she 
plays Scottish airs . 7 3 

Charles Strobell Morelli (1831-1907—Liverpool), musical clown in circuses and music halls, was 
an early performer on miniature concertina. A notice in the 12 November 1876 issue of The Era 
stated: 

[Mr.] Morelli, The Great Musical M o m u s 7 4 

Hutchison and Tayleur's Circus, Cardiff 
Rounds of Applause for his solo on 
the smallest concertina in the world. 

Carlo Olds, a German-born musical clown, has been described as "... a Pierrot with an expression 
behind his eyes that touches deeper than the 'humoresque' he plays on his tiny concertina...." 
[New York Theatre Critics Reviews, 52 (1991), 31]. A review of a 1991 Olds' appearance at the 
Broadhurst Theater in New York City stated: 

If you can accept the fact that Carlo Olds, the sweet white-faced clown who opens the 
show, is playing a miniature concertina that fits snugly in the palm of one hand, than 
you have to admit that he's playing it amazingly well." (New York Times, 3 November 
1991, 10). 
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Toby Rix (b. 1920-Tobias Lacunes—Amsterdam) is a musical clown whose solo variety act has 
included performances on banjo, guitar, harmonica, clarinet, trumpet, full-size and miniature 
concertina, ukulele, and other instruments. Touring outside his Dutch base has taken him to 
theaters and TV studios in Germany, Argentina, Chile, China, Denmark, France, Great Britain, 
Japan, Norway, Portugal, Spain, and Switzerland. He became nationally known from his 
recordings (vocals with non-concertina accompaniment) in the 1950s. 7 5 His performances now 
are limited to informal social events (see Fig. A2.5). 

Philippe "P ipo" Sosman is a Parisian-born circus clown in the harlequin style o f his famous 
father, Gustave Sosman. Having begun at age 14 alongside his father in the Cirque Medrano, 
Paris, Philippe Sosman has starred in the top circuses in France, Germany, Switzerland, and the 
U S . 7 6 He has performed on English full-size and C.&R. Dipper miniature concertinas, and other 
instruments (see Fig. A2.6). 

Harry Thompson (1850-1937—Harry Thomps—Banbury, Oxfordshire) made his music hall debut 
near Banbury at age 14. In 1881, he and Albert Virto formed "Virto and Thompson, The Musical 
Savages"—a musical comedy act that made use o f the concertina and several other instruments. 
In 1884, Harry (later stage named Harry Tomps) assembled The Thompson Trio—Harry, wife, 
and son Percy Honri . In 1890, the trio became the Royal Thompson Trio. Even though Percy 
was the concertina virtuoso in the act, Harry continued to perform on a miniature concertina, 
produced from his giant bow tie (a slight of hand later used by Percy). Harry also was a songwriter, 
an artist's agent in the 1880s, and a theatre proprietor in the 1890s. 7 7 

"Toni & Tina" (sometimes bill as "Tina and Nita") was the musical variety act o f Edward and 
"Tina" Potts, who performed on miniature, small , 7 8 and regular-size English and Maccann duet 
concertinas, as well as on the xylophone. They previously performed in "The Concercordions 
and Nita," a concertina-accordion-xylophone act led by Edward's father, concertinist G. W. Potts 
(see Fig. A2.7). 7 < ? 

Cheetham Walters (1878-1953—Walter Cheetham—Heywood, Lancashire), concertinist and singer, 
performed in prominent music halls and on pleasure steamers traveling between the Isle o f Man 
and Belfast. He sometimes appeared with Joe Astley, 8 0 billed together as the "Heywood 
Concertina Band," and participated in numerous concertina contests. In 1950, J . A. Travers 
noted that "[Walters] still has the complete family o f Duets from a twelve-key miniature to an 
%\-key Aeola Duet—and he has mastered them al l . " 8 1 

Joseph William John Webb (1860-1938) and Arthur Webb (1862-1930)-London-born musical 
clowns teamed as "The Brothers Webb, Jo jo and Rute (or Root-Toot)"—had circus and music-hall 
acts that combined acrobatics/juggling with the playing of concertinas and other instruments. 
They occasionally played "straight" concertina in concert settings. Their musical training included 
concertina tutoring by George Jones, w e l l - k n o w n manufacturer o f concertinas and harmoniums. 
They performed i n Henglers' (lin u s in London .is early as 1885 and at the Coliseum Theatre in 
London as late as 1926. Joseph's daughters w e r e " T h e Fayre Four Sisters"—Tina (Martina, b. 
1897), Inga (b. 1 8 9 9 ) , Lillian (b, 1901), and Sylvia (b. 1903)—a concertina act formed around 
1918 (see Fig. A2.8),K ' 
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Gerry Willis (b. 1935—Syston, Leicestershire) is an ice-skating comedian and pantomime artist 
who has performed in many well-known ice-show venues in and outside the UK. Probably his 
I K S (loved routine was his "three-legged soldier." Gerry and wife Helga (former figure skating 
champion and South Korean Olympian) still perform occasionally (though he recently sold his 
miniature Wheatstone English concertina). 8 3 

Alfred Worsley (1906-1935—Ashton-under-Lyne, today part of the Metropolitan Borough o f 
Tameside) joined the Ashton-under-Lyne Concertina Band at age 12 and became its bandmaster 
in 1928. The band was broadcast on regional and national radio and made some recordings 
under Worsley's guidance. His obituary in the 3 August 1935 issue of the Tameside Reporter 
(page 1) stated that "Mr. Worsley often played on the smallest concertina ever made, the tone 
and range of which amazed listeners." 8 4 

Fig. A2.1. Betty Aukland. 

Fig. A2.3. Herbert Greene Fig. A2.4. Peter Honri in Oliver (196S film). 

Fig. A2.2. Tommy Elliott. 



n c a vy p a g e 

Fig. A2.7. Toni & Tina. 

N O T E S 

1 I appreciate the comments that Chris Algar, Margaret Birley, Michael Byrne, Geoffrey Crabb, Mark Davies, 
Colin Dipper, Chris Flint, Robert Gaskins, Greg Jowaisas, Noel Hill, Andrew Norman, and Wes Williams 
provided about an earlier draft of this article. 
2 Frank E. Butler, "Unusual Concertinas," Concertina Magazine, 10 (Spring 1984), 15. 
3 Frank E. Butler (with additional notes and commentary by Joel Cowan), "Concertinas in the Commercial 
Road: The Story of George Jones," Concertina and Squeezebox, 20 (Summer 1989), 13. 
4 Being designated a "toy" does not preclude an instrument from being used in a serious way. Consider the 
toy piano: John Cage composed Suite for Toy Piano (New York: C. F. Peters, c.1960); jazz pianist-composer 
Angela Sanchez has original compositions for toy piano on her album A Little House (Clean Feed, 2011); 
Margaret Leng Tan has recorded The Art of the Toy Piano (Point Music, 1997); a toy piano played a central 
role on Yann Tiersen's soundtrack for a French romantic comedy, Amelie (2001); several pop and rock 
musicians have used toy pianos in recordings; and at least two nineteenth-century tutors were written for toy 

Fig. A2.8. The Brothers Webb. 

Fig. A2.6. Philippe Sosman. Fig. A2.5. Toby Rix. 



piano Si ptimus Winner, \\inner s Instructor for the Toy Piano (n.p., 1873), and Picket's 100 Exercises for 
/ > 1 1 / ' / . / / ; , » ( n . p . , C.1887). 

Snippctl " I Ins miniature playing can be seen in a British Pathe newsreel, Sea Shells Have Music (19'36), 
o n l i n e I T WWWtbMshpithe.com (search: Elliots [sic]), and in the film The Password is Courage (1962). 

'Noel I lill Plays the World's Smallest Concertina," online at www.youtube.com (search: Noel Hill 
miniature). 

I I n s definition differs from Crabb's distinction between miniature concertinas and midget concertinas 
bated <>n the number of keys on an instrument. 
• The reader who is unfamiliar with the three concertina systems can search the numerous internet sites in 
wlui h differences are described. The "Concertina FAQ '̂ page of Hobgoblin Music (a UK and US dealer), 
online at www.hobgoblin.com, contains brief introductions to the systems. 
9 Geoffery Crabb has described the stamping process for the crimping of metal fretwork. See the link "Crabb 
Crimp (moulding) tools Modified l.doc" in Geoffrey Crabb's 12 December 2011 posting in the forum 
"Instrument Construction and Repair" at www.concertina.net. 
1 0 "Wind Musical Instruments, Wheatstone Specifications," Patent No. 5803, 19 December 1829, 8 (and 
drawing of bellow-driven design in Fig. 45), online at www.concertina.com. 
1 1 See Stephen Chambers, "An Annotated Catalogue of Historic European Free-Reed Instruments from My 
Private Collection," in Monika Lustig (ed.), Harmonium und Handharmonika: Musikinstrumentenbau-
Symposium, Stiftung Kloster Michaelstein, 19-21 November 1999 ( Michaelstein, 2002), 181-94, online at 
www.concertina.com/chambers/index.htm. The Chambers article shows 15-key and 32-key Wheatstone 
symphonions in Fig. 5 and Fig. 6 (p. 184) and the earliest known German-Anglo concertina (10-key by 
Eulenstein, 1835) in Fig. 15 (p. 192). A 24-key Wheatstone duet of 1850s vintage is shown in Robert Gaskins, 
"Early Wheatstone Duett No. 64," online at www.concertina.com/duet/wheatstone-duett. 
1 2 The price list, available online at www.concertina.com/eydmann/campbells-catalogue-1890.pdf, is more 
closely dated to around 1900. The cover page shows "Established 50 Years"; John Campbell's start as a music 
seller has been traced to 1850. See John A. Parkinson, Victorian Music Publishers: An Annotated List (Warren, 
MI: Harmonie Park Press, 1990), 45. 
1 3 Butler, "Concertinas in the Commercial Road," 13. 
1 4 The image appeared in Concertina Magazine, 10 (1984), 16. 
1 5 George Jones (with comments from Frank E. Butler and Neil Wayne), "Recollections of the English 
Concertina Trade," Free Reed, 16 (1973), 20; online at www.concertina.com/jones/recollections/Jones-
Recollections-FR-1973.pdf. "Ecutez moi: Romance sans parole," composed by Joseph Funke in 1859, was a 
popular piano piece. 
1 6 Chris Algar has seen very few Lachenal miniatures in over 30 years of trading in vintage concertinas. One 
of the few is a wood-end English that had been owned by Steven Bartle (see Appendix 2). 
1 7 The hand rails and straps were made by Greg Jowaisas, well-known US repairer/builder. 
1 8 The earlier Crabb builders were Geoffrey's brother Henry Neville Crabb (1938-1989), their father Henry 
(Harry) Joseph Crabb (1911-1981), grandfather Henry Thomas Crabb (1856-1930), and great-grandfather John 
James Crabb (1826-1903)—a former cabinet maker who initially was a partner in Nickold, Crabb & C o . John 
J. Crabb's brother, Charles Crabb (1833-1885), also was a c o n c e r t i n a m a k e r , a n d w a s p a r t o w n e r o f 

L a c h e n a l & C o . f r o m 1873 t o 1883. 

1 9 H e r m a n n v o n H e l m h o l t z , Die Lehre von den Tonempfindungen als Physiologische Grundlagefur die 
Theorie der Musik (Braunschweig: Verlag von Fr. Vieweg und Sohn, 1863); the English version of the third 
German edition, translated by Alexander J. Ellis, is On the Sensations of Tone as a Psychological Basis for the 
Theory of Music(London: Longmans, Green, and C o . , 1875). 

2 0 If a serial number from the period 1895-1928 is supplied by a Crabb concertina owner, the Crabb records 
can be accessed by Geoffrey Crabb to determine the date of manufacture. 
2 1 No entries appear for Anglo or duet miniatures/midgets. 
2 2 To my knowledge, Jeffries built neither English or duet miniatures nor semi-miniatures, but did make a 
few small-bodied full-size concertinas.} 
2 3 Edward Chidley, Jr. (1858-1941)-son of Edward Chidley, Sr. (1830-1899) and nephew of Rock Chidley 

http://WWWtbMshpithe.com
http://www.youtube.com
http://www.hobgoblin.com
http://www.concertina.net
http://www.concertina.com
http://www.concertina.com/chambers/index.htm
http://www.concertina.com/
http://www.concertina.com/eydmann/campbells-catalogue-1890.pdf
http://www.concertina.com/jones/recollections/Jones-
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(1825-1894)—was the major force behind Wheatstone's emergence as a premier producer of miniature 
concertinas after becoming a Wheatstone manager in the 1890s. Chris Algar has noted that Wheatstone & 
Co.'s active promotion of Anglo and duet concertinas also more or less coincided with Edward Chidley Jr.'s 
taking over the Wheatstone management duties previously performed by his father. Later, Kenneth Vernon 
Chidley (1892-1964), son of Edward Chidley, Jr., became the third Chidley manager at Wheatstone & Co. 
2 4 The production records were conveyed to Stephen Dickinson when he purchased the Wheatstone firm in 
1975. The original ledgers are in the Horniman Museum. For scans of all ledger pages, see "Dickenson 
Archives," online at www.horniman.info/DKNSARC/INDEX.HTM. 

v 2 5 Shown as "10-key A. G." [Anglo-German] in the Wheatstone Ledgers. 
2 6 The miniature—now in Neil Wayne's Concertina Museum—has an intriguing history. The previous owner's 
teacher presented it as a consolation prize in a math contest at a Catholic school in Covington, Kentucky. 
2 7 It was specially made for Peter Honri (see Appendix 2). 
2 8 Robert William Carr was an artist who became a concertina maker. The 1891 British Census shows Robert 
Carr, age 30 "Artist in Oils (Marine)." The 1901 British Census shows Robert Carr, age 40, Musical 
Instrument Maker, working on his own account at home in Rotherhithe, London. 
2 9 The finely cut fretwork is very similar to the fretwork on some Wheatstone miniatures, suggesting that the 
instrument possibly was built by Wheatstone in the pre-1910 era or, if later, without the usual "Wheatstone" 
and serial number stampings on the right and left fretwork, respectively. 
3 0 The Dippers built two miniature English concertinas for Annie Fratellini, as well as two for one of her 
clown students, Colline Serreau, later a well-known actress and film director. 
3 1 See "Our Products" at www.btinternet.com/-a.cnormanandco. 
3 2 See http://hmi.homewood.net/mini. 
3 3 See www.marcusmusic.co.uk/concertinas.html. 
3 4 See www.brunnermusica.com/concertine.htm and www.hmtrad.com/catalog/winds/sbx. 
3 5 I sometimes have leads on miniatures and semi-miniatures available for purchase. 
3 6 Payability helps to explain why the 12-key English miniature was the instrument of choice for many of the 
concertinists profiled in Appendix 2. 
3 7 The key diagrams were generated using software developed by Wes Williams. 
3 8 This layout is basically the same as that of "Instrument 1" described under the heading of "Other 
undocumented instruments." However, "Instrument 1" has no air key. 
3 9 Highland pipe music is written without a key signature and usually has many grace notes. The pipes are 
tuned in the key of E . To play along with pipers, fiddlers often tune the fiddle up one half-step (to G#, E , 
B , F) and play as //the tune were in the key of D. Similarly, some guitar and bouzouki players place a capo (a 
clamp) at the first fret and play as ifm D. To play pipe tunes on the miniature concertina, first "sweep way" 
the piping grace notes and then play as if the pipe tune were written in D. The miniature may not have a C# 
key and therefore may not be suited to playing in D. If so, transpose the tune to the key of C. For playing on 
a non-chromatic miniature, there is no matching of the E tuning of the pipes. 
4 0 Fig A1.6, Fig. A1.16, and Figs. A1.22-A1.26 are courtesy of the Horniman Museum. Thanks to Margaret 
Birley, Keeper of Musical Instruments at the Horniman Museum, who hosted the visit of Chris Algar, Neil 
Wayne, and me in 2004. The photographs were taken during that visit. 
4 1 For more on Henri Albano, see Randall C. Merris, "Dutch Daly: Comedy and Concertinas on the Variety Stage," 
PICA, 4 (2007), 15, online at www.concertina.org/pica; and Stuart Eydmann, "The Life and Times of the 
Concertina: The Adoption and Usage of a Novel Musical Instrument with Particular Reference to Scotland" 
(Ph.D. diss., Open University, 1995), Chapter 7, online at www.concertina.com. 
42 Liverpool Echo and Evening Express (28 December 1962), 1. 
4 3 The Wheatstone miniature (see Fig. A1.19) later passed through the hands of Fred Greenall, a little-known 
English concertina soloist from Dingle, Liverpool. 
4 4 Also see Peter Hurst, "Sam and Betty Auckland [sic] and Little Tweet: The Canary Caruso," Concertina & 
Squeezebox, 23 (1990), 5. 
4 5 See Merris, "Dutch Daly," 15-16; and Chris Algar, "Barbara Bartell and Her Golden Edeophone," PICA, 1 
(2004), 38-40. 

http://www.horniman.info/DKNSARC/INDEX.HTM
http://www.btinternet.com/-a.cnormanandco
http://hmi.homewood.net/mini
http://www.marcusmusic.co.uk/concertinas.html
http://www.brunnermusica.com/concertine.htm
http://www.hmtrad.com/catalog/winds/sbx
http://www.concertina.org/pica
http://www.concertina.com
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4 6 See J. A. Travers, "Jack Clevoner, 'The Concertina Wizard'," World Accordion Review, 5 (March 1950), 20; 
and Merris, "Dutch Daly," 16. 
4 7 See Merris, "Dutch Daly," 1-26. 
4 8 See Rob Howard, An A to Z of the Accordion and Related Instruments, Vol. 3 (Stockport, Cheshire: 
Robaccord Publications, 2007), 181. Rob Howard informed me that, according to well-known accordionist 
Albert Delroy (see www.turnipnet.com/mom/albert delroy.htm), Arthur and Albert Delroy are not closely 
related. 
4 9 Shortly after his birth, the family name was changed to Maley. 
5 0 Also see the Jack Easy profile at www.raretunes.org/performers/jack-easy. Sound recordings of his playing 
of a march with bagpipe imitation and a Scottish waltz can be heard at www.raretunes.org/?page =13 and 
www.raretunes.org/Ppage =18, respectively. 

5 1 Frederick Marryat, Mr. Midshipman Easy (London: Saunders & Otley, 1836; Philadelphia: E. L. Carey and 
A. Hart, 1836). 
5 2 The Sutherland sisters and their act were unrelated to Florence Hazel Elliott and "The Musical Elliotts" 
(see the Tommy Elliott entry in Appendix 2). The sisters may have been related to Alexander Prince (1874-
1928— born Alexander Sutherland), duet concertina player and prolific recording artist. 
5 3 See Viona Elliott Lane, Randall C. Merris, and Chris Algar, "Tommy Elliott and the Musical Elliotts," 
PICA, 5 (2008), 16-49. 
5 4 He appeared in The Day the Clown Cried (1972), starring Jerry Lewis. 
5 5 Annie's aunt Violette Fratellini married Charjie Cairoli, a well-known clown whose act incorporated the 
concertina and other musical instruments. 
5 6 The other concertina advisors were K. V. Chidley, Technical Advisor; and Alf Edwards, "English" Advisor. 
5 7 "Playing the 'Duet'," World Accordion Review, 6.7 (April 1951), 35; 6/9 (June 1951), 35; / 6/10 
(July/August 1951), 37-38; 6/11 (August/September 1951), 35; 6/12 (September/October 1951), 37; 7/ 2 
(December 1951), 34-35; 7 4 (February 1952), 32-33; and "Learning the 'Duet', World Accordion Review, 6/8 
(May 1951), 35-36. 
5 8 For more on Herbert Greene, see the Official Herbert Greene Website at www.herbertgreene.net, created by 
his son Peter H. Green and grandson Peter B. Green. 
5 9 See "My Concertina Life," I.C.A. Newsletter, No. 148 (November 1967), 3. 
6 0 See the Official Noel Hill Irish Concertina Website at www.noelhill.com. 
6 1 P.J. Curtis, Notes from the Heart: A Celebration ofTraditional Irish Music (Dublin: Tore, 1994), 131-38. 
6 2 His later productions were The Power of Music, Bohemia, Quick March, and What About It? 
6 3 His career was described by his grandson in Peter Honri, Working the Halls: The Honris in One Hundred 
Years of British Music Hall (Farnborough: Saxon House/D.C. Heath, 1973), Chapters 2-9; also see Merris, 
"Dutch Daly," 16. 
64 Working the Halls; John Wilton Music Hall: The Handsomest Room in Town (London: Henry, 1985); 
Music Hall Warriors: A History of the Variety Artistes Federation 1906-1967(London: Greenwich Exchange, 
1997); Lions Comiques (London: Greenwich Exchange, 2005). 
6 5 He spent two years in the musical comedy act of Hal Monty & Co. and was engaged for summer seasons 
with the Entertainers at Douglas Head, Isle of Man, and in "Concordion Follies" at Exmouth. His stage 
credits are Blitz!, Servant of Two Masters, Belle Starr, A Christmas Carol, Anything Goes, and several other 
plays. His TV credits are A Touch of the Victorians (1972), Oliver Twist (mini-series), and episodes of Dad's 
Army, Upstairs-Downstairs, The Edwardians, and other series. 
6 6 But his playing was on the all-white Wheatstone miniature (English 18 key, No. 36586) that he acquired in 
1962; the sound track also included his playing on a Maccann duet. 
6 7 Video clips of his one-man band at Expo 67 can be seen at www.britishpathe.com/record.phpPid-2323 and 
www. britishpathe. com/record.php?id=2325. 

6 8 His "break-away" 12-key miniature English concertina (Wheatstone No. 35995), formerly in the late. Ruth 
Askew's collection, is now in Neal Wayne's "Concertina Museum Collection," online at 
www.concertinamuseum.com. See Paul Marsh, A Maid and Her Music: The Memories, Melodeons and 
Related Reed Instruments of Ruth Askew (Brambridge, Hampshire: Squeezebox Music, 2003), 102. 

http://www.turnipnet.com/mom/albert
http://www.raretunes.org/performers/jack-easy
http://www.raretunes.org/
http://www.raretunes.org/Ppage
http://www.herbertgreene.net
http://www.noelhill.com
http://www.britishpathe.com/record.phpPid-2323
http://www.concertinamuseum.com
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6 9 His compositions include "The Empire Quick March" and "The Palace Quick March." 
7 0 For more on J. H. Maccann, see "John Hill Maccann: Directory," at www.concerdna.com/maccann/ 
index.htm, and Merris, "Dutch Daly," 17. 
7 1 The recital program—along with several photographs and advertisements for sheet music of his 
compositions, his Edison Bell and Columbia recordings, and his brother William's music shop in Plymouth-
is attached to the copy of his How to Play the Concertina (London: Hopwood & Crew, 1902) housed at the 
National Archives of Australia, Adelaide. 
7 2 Her marriage to Richard Springate in 1911 had ended in divorce. 
7 3 This quote was provided by Stephen Chambers, who also has the 2" concertina and the original sales 
receipt, which shows "Miniature English Concertina 8 Keys, 8 fold bellows. Nickel plated ends steel reeds Sg' 
case, £4-" and which is stamped "25 t h January 1930." It is Wheatstone No. 32151 with an 18 February 1929 
manufacture date. See the Wheatstone Production Ledgers (Dickenson Archives, Ledger SD02, p. 097 at 
www.horniman.info/DKNSARC/INDEX.htm). Lynda Martell also played a 12-key Wheatstone English 
miniature. 
7 4 Momus is the Greek god of censure and mockery. Musical Momus was a common title for musical clowns 
of the late 19 th century, but few played the concertina. 
7 5 See www.tobyrix.com. He plays his miniature concertina in "Toby Rix speelt concertina" at 
www.youtube. com/watch?v=-SRzNfSOp-U. 
7 6 See "Pat Cashin's Clown Alley," at www.blogspot.com/2008/01/philippe-pipo-sosman-jr.html. * 
7 7 His career was described by his great-grandson in Honri, Working the Halls, Chapters 2-4; also see Merris, 
"Dutch Daly, 17-18. 
7 8 These were half- and three-quarter-size Aeolas specially built by Wheatstone & Co. 
7 9 The Potts were based in Sheffield, near the home of Mark Davies, who provided information and images 
for this article. 
8 0 On Joseph and his brother, Robert Arthur Astley, see Stephen Chambers, "Joseph Astley, Oldham 
Concertina Band and The MHJ Shield," PICA, 4 (2007), 27-40. 
8 1 J. A. Travers, "Cheetham Walters: Biography," World Accordion Review, 6 (October 1950), 31. 
8 2 See Frank E. Butler, "The Webb Brothers: A Memorial," Concertina & Squeezebox, 18-19 (1989), 11-14; and 
Richard Carlin, "The Fayre Four Sisters: Concertina Virtuosi," The Free ReedJournal, 3 (2001), 79-88—both 
available online at www.concertina.com. Also see Richard Carlin, "Frank Butler: An Interview," PICA, 1 
(2004), 25-26; available online at www.concertina.org/pica and at www.concertina.com; and Merris, "Dutch 
Daly," 18. 
8 3 A video in which Gerry Willis performs with his ice-show partners at Wembley Arena can be viewed at 
www. britishpathe. com/record. hp?id=70928. 

8 4 His 12-key miniature Wheatstone (No. 31036) was purchased by Herbert Worsley from J. A. Astley, Music 
Dealer, Oldham, in September 1927 (the reverse side of the sales receipt shows "Dad's 21 s t Birthday Present to 
Alfred"). It was auctioned in 2010. 
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Scottish Music on the English Concertina 

FRANCES WILKINS 

Introduction 
I first saw a concertina at the age o f sixteen in an antique shop whilst walking around the 

town of Marlborough on a school lunch break. I'd never seen the instrument "live" before, but 
was immediately drawn to it. Apart from a few years of piano lessons, struggling through grade 
exams, and a short year-long stint on the violin at twelve years old, I had given up on the idea 
o f playing music. But there was something about the concertina which made me want to pick 
it up and learn how to play it. I approached my parents to ask them if they would buy it for me 
for an upcoming birthday. They agreed, but when I returned to the shop with the £15 in hand, 
the concertina had been sold. It was four years before I saw another one. 

At the age o f twenty, I had been living on the Shetland Islands for four years, and during 
that time had developed an ear for listening to traditional music. Living in an environment 
where many of the people I knew played instruments, my enthusiasm for learning the concertina 
was renewed and, during a summer holiday to Brighton, I took out my savings and bought a 
48-key, brass-reed Lachenel Tutor model.,I immediately started working out how to play some 
o f my favourite tunes on the instrument, but quickly became frustrated with its quiet tone, slow 
action, and propensity to go out of tune. A few weeks after buying the instrument, I traded it 
in for a 48-key, ebony-ended, steel-reed Lachenel New Model concertina. I knew of no other 
concertina players living on Shetland at that time, so much o f the technique in the early days 
was learnt through playing informally with Shetland fiddlers in pub sessions. A couple o f years 
after I started playing, I had the opportunity to buy a restored 1914 Wheatstone Aeola, and in 
late 2010 I decided to make a further upgrade to a 56-key Wheatstone tenor-treble Aeola. This 
instrument has a sweet tone and good action, and I have found that the additional notes in the 
lower register have given me increased scope for playing tunes and accompaniment. I have now 
become so accustomed to playing a 56-key concertina, that I would find it difficult to go back 
to playing without the lower register. Below is an account of some of the musical groups I have 
worked with since I started playing the English concertina thirteen years ago, my role in each 
group, and some o f the techniques I have been developing in terms of playing both melody and 
accompaniment. 

Solan: Concertina Playing in the Early Days 
In the spring of 1999, six months after buying my first concertina, I was playing in concert 

at the Shetland Folk Festival in Lerwick with the band Solan. The instrumentation consisted of 
concertina as the main melody instrument, fiddle providing harmony and counterpoint backing 
(initially played by Chris Henderson and on a few later occasions by Chris Stout), and guitar 
accompaniment and singing from Richard Chaff. The music combined tunes and songs, and 
was arranged in such a way that the concertina held the tune most of the time while the two 
other instruments played a varied and rhythmic accompaniment. At first I was memorising song 
accompaniments which had been worked out by guitarist and singer Richard Chaff, and these 
tended to consist o f rhythmical chords linked in with instrumental sections, but as time went 
on I developed more o f my own ideas for accompaniments and arrangements. 

Solan remained together as a group (and latterly as a concertina and guitar duo) until 
2005 and recorded two C D albums, Northern Shore (1999) and The Haven and the Hurricane 
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(2001). We performed at festivals and folk clubs on the English, Welsh, and Scottish folk circuits, 
as well as in Denmark, Norway, Germany, and Holland. And though the music we played was 
heavily influenced by the Shetland repertoire, we also performed a number of original pieces 
written by Richard Chaff, and dipped into the Scottish, English, Irish, and French Canadian 
traditions. During the time I performed with Solan, I completed a degree in music at the School 
o f Oriental and African Studies, and by the time Solan had dispersed, I was living in Aberdeen 
as a PhD research student in ethnomusicology, working on a project which explored Northeast 
Scottish singing traditions. 

Danse McCabre: Scottish Dance Music Accompaniment 
In 2006, a year after moving to Aberdeen, I was invited to join the all-girl ceilidh band, 

Danse McCabre, which had gained popularity in Aberdeenshire as the region's only all-female 
dance band. Danse McCabre play almost exclusively for ceilidhs, calling and providing music 
for dances including the "Gay Gordon's ," "Dashing White Sargeant," "Strip the Willow," and 
"Canadian Barn Dance," and performing at functions including weddings, birthday parties, 
anniversaries, and public events. In contrast to Solan's repertory, the music is functional in that 
its main purpose is to accompany dancing rather than to entertain a listening audience, and the 
focus is therefore on providing up-beat rhythmic music at the correct tempo to encourage pedple 
onto the floor, lift the energy, and give them the best possible dance experience. The 
instrumentation is fiddle, concertina, whistle, and keyboard, with occasional bodhran 
accompaniment from the whistle player, Helen Lynch, who also doubles as caller and has the 
job of encouraging people onto the dance floor and guiding them through the various steps of 
each dance. 

I replaced the former cellist with the band, who had been providing bass lines, drones, 
harmonies, and the occasional melody line. I was given written bass lines and harmonies along 
with the written music and chording information, and at first the concertina played long chords 
and bass lines. This has developed over time, and I now play a combination of choppy, 
syncopated, and off-beat chords along with bass lines, harmonies, and melodies (often doubling 
another player at the octave). My aim is to provide contrast to the melody by adding a variety 
o f accompaniments and thus providing additional texture to the music; and to do this, I work 
closely with the pianist to provide a strong rhythmic backing. Most of the music we perform is 
from the Scottish repertoire, and we include a variety o f traditional and more contemporary 
material. 

Blyde Lasses: Shetland Fiddle and Concertina 
The year after joining Danse McCabre, I teamed up with Shetlander Claire White (the 

fiddler in the band) to form a concertina and fiddle duo (see Figures 1 and 2). Claire was raised 
in Lerwick and started learning the fiddle at the age o f seven under the tutelage of Dr. Tom 
Anderson. She performed with the group Shetland Young Heritage for a number of years before 
moving to the mainland, and when we met we were both keen to have an outlet for presenting 
Shetland material to listening audiences. We started to perform locally at folk clubs, festivals, 
and small music venues in Aberdeenshire, and have since travelled further afield to perform at 
concerts and festivals across Scotland; we have also toured in England, Ireland, New Zealand, 
and the United Arab Emirates. 

The aim of Blyde Lasses ("Glad Girls" in Shetland dialect) is to perform exclusively 
Shetland and Shetland-inspired material, and we perform a variety of tunes from the Shetland 
repertoire including wedding marches, jigs, reels, slow airs, ceremonial tunes, and waltzes. Songs 
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are an important aspect of our 
performance, and we include 
lullabies, work songs, and the 
well-known Up-Helly-Aa anthem: 
"The Norseman's Home. " (Up-
Helly-Aa is an annual mid-winter 
fire festival held in Shetland's 
capital, Lerwick, and is a 
celebration of Shetland's Viking 
heritage.) Through my work as 
an ethnomusicologist, I have 
found archive recordings o f 
Shetland tunes which are not in 
the standard repertoire, and we 
have included a number of these 
in our performances. More 
recently we have been writing our 
own material tb add into the set, 
including, a song by Claire 
entitled "Rough Diamond , " 
inspired by the true story o f 
Shetland man Alan Leask finding 

Fig. 1. Blyde 
Lasses "in action" 
Claire White, 
Shetland fiddle; 
Frances Wilkins, 
English 
concertina. 
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a diamond ring washed up on a beach in Yell. In Blyde Lasses, the concertina tends to alternate 
between playing the melody line and accompanying the fiddle and voice, although fiddle and 
concertina often switch roles. When accompanying, my aim is to provide a carpet of sound to 
compliment the fiddle's melody line, at the same time keeping it rhythmic and varied. 

Christine Kydd and Frances Wilkins: Scots Song Accompaniment 
Since 2008,1 have been working in a duo with the acclaimed Scots singer, Christine Kydd. 

Much of our performance material is concertina-backed traditional singing, but we also perform 
tunes (concertina with guitar accompaniment) and sing unaccompanied songs. I tend to keep 
the accompaniment sparse for slower material with the aim of complimenting the singer without 
distracting from the song. For faster pieces the concertina provides more rhythmic backing for 
the voice. 

Playing the Tunes 
When I first started playing concertina, I tended to learn by ear, memorising the music 

and repeating it back with little by way of embellishment or variation. As time progressed I 
started adding more as a melody player, and much o f this has been influenced by the years I 
spent living in Shetland and performing Shetland material. One o f the main influences from 
the Shetland playing style has been the imitation o f ringing strings (or double stopping) in my 
playing. I often add lower notes to produce a fuller sound when playing the tunes, especially as 
a way o f accentuating particular phrases in the music. Shetland fiddlers often emphasise the 
off-beat when they are playing reels, which can be heard in their one-down-three-up bowing 
patterns, and I have adopted this rhythmic element in much o f my playing. I firmly believe that 
the most important aspect of playing the English concertina is bellows action, and I identify 
my bellows technique with the bowing technique o f a fiddle player. 

Other elements in my melodic style include the addition o f bass notes and short bass 
runs, the inclusion of chords within tunes, and short additional runs in a lower octave. If I am 
playing with other melody instruments, I often play the tune in a different octave in order to 
add another layer to the music. I sometimes improvise on the theme of the tune, and have 
recently started adding short syncopated runs into the music and introducing triplets in place 
o f crotchets in a similar way to Scottish fiddlers and as a means o f giving more depth to the 
tunes. 

Methods o f Accompaniment 
Below are some o f the techniques I use for providing accompaniment in Danse McCabre, 

Blyde Lasses, and for Christine Kydd. The names for the different techniques are not standard 
and have been devised by myself and the people I work with as a way o f remembering 
arrangements. They may be referred to differently elsewhere. 

• Drones - 1 often use these when the concertina is accompanying slower pieces. Drones are 
useful as an introduction to a song or a tune, and provide a sparse background which can be 
added to at a later stage. This is the only time I open the bellows as far as possible before changing 
direction. My instrument has ten-fold bellows, and this enables me to hold a note for quite some 
time. I try to keep the sound as steady and consistent as possible, and if I change chords I try 
to make as smooth a transition as possible. 

• Shuffle Chords - This is a very rapid and rhythmic bellows action with no break in the 
sound, and is generally used in 4/4 reels or 6/8 jigs. The concertina often stays on the tonic 
chord and the sound is varied with different inversions o f the chord. I change the bellows 
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direction on every beat while emphasising either the first b e a t of the m e a s u r e 01 a n o f f - b e a t . I've 

found that this is a good way of producing a " c a r p e t of s o u n d " o v e r w h i c h a t u n e can be 

introduced. Later the concertina launches into either the melody o r a m o r e v a r i e d a n d choppy 
rhythmic accompaniment. I often use "high pips" with shuffle chords to accentuate a certain 
beat. High " p i p " notes are used to create additional emphasis on the off-beat. I sometimes also 
tap the heel o f the palm of my hand against the concertina while playing shuffle chords to create 
a percussive effect. 

• Off-Beat Chords - Often described in Blyde Lasses as "Peerie Willie"-style chords, this is 
the popular style o f accompaniment for Shetland music, and usually consists of a bass line with 
off-beat chords. This kind of backing was made popular by the legendary Shetland guitarist 
Peerie Willie Johnson, who introduced what was then a the new style o f accompaniment to 
Shetland music after having listened to the likes o f Django Reinhardt on the radio in the 1930s 

and 1940s; he then picked up jazz-inspired chord progressions which he then used to accompany 
Shetland music. My way of accompanying in this style is much simpler, but follows the general 
idea o f creating walking bass lines with off-beat chords. I often use this method when accompany 
Shetland reels and jigs. 

• Swinging Chords -1 have found that swinging chords fit well with certain tunes and songs 
which I perform with Blyde Lasses. As with off-beat chords, the idea is to form a walking bass 
line. 

Other Accompaniment Styles - Often the concertina plays a straightforward chordal 
accompaniment, but it is kept staccato as a way of lifting the music. This often works well in 
Danse McCabfe, as it gives energy and a percussive element to the music. I've also found that 
the use o f "shivers" works well as a means of creating a sense of sparseness. "Shivers" consist o f 
a low drone and then a rapid exchange between two higher notes, usually a third apart. * 

Non-chordal forms of accompaniment include the playing of a melody line an octave 
lower or higher than the other instrument. This is a popular technique in Scotland, and is used 
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for adding texture to a tune and distinguishing between instruments. I have found this 
particularly useful in the Blyde Lasses duo and in Danse McCabre when I want to put additional 
emphasis on the melody line. I also add harmonies to tunes, especially waltzes and jigs, usually 

Ex. 3. Swinging chords. 

4 ' i i i j ^ . i [ J i J [ ^ % n ^ T ^ 

in the lower register. Finally, I have found that doubling a melody at the third above is an 
effective way to add colour to a piece. 

Conclusion 
From lead-melody instrument to accompanist using simple drones, "shuffle chords with 

pips," and off-the-beat chords with a walking bass—I hope that I've provided at least a snapshot 
o f the concertina's role in a few of the present-day Scottish groups I work with. 
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Alexander Prince: An In-Progress Discography 

W E S WILLIAMS 

"Alexander Prince made many recordings" has become a c o m m o n statement for historians 
of both the concertina and the music hall, but so far there have been n o aitic les demonstrating 
quite how many. This article attempts to assemble a discography of his recordings based on 
documentary sources and records in my own collection, restricted to British releases only. 

Prince was born in 1874 in Aberdeen, Scotland, his real name being Alexander Sutherland. 
At 8 years old he broke his leg, and was given a concertina by his lather, a music shop owner, 
to keep him occupied while immobile. He became proficient on the Maccann Duet instrument, 
and at 20 years o f age performed at the Glasgow Exhibition, which led to a career as a major 
performer. He spent most o f his later life in Nottingham when not on tour and died in 1928. 

At the end of 1903, major patents applying to disk and cylinder records came to an end, 
and in the following year many small companies were formed, including one owned by Peter 
Wyper, the Scottish accordion player. Prince recorded cylinders for Edison-Bell, and by 1906 
was recording cylinders for the Sterling label. By 1907 he had also recorded disks for The 
Gramophone Company (later known as .HMV) and Zonophonc. Prince signed an exclusive 
recording deal with Columbia in 1912, and, as the discography shows, he continued to record 
for Columbia's Regal label until his death. 

Assembling a discography of Prince's recordings might seem a reasonably simple task, but 
quickly becomes complex, as the same titles appear on many different labels in different 
combinations. The normal way to solve these problems is to use the "matrix" number, which is 
allocated sequentially at the time of the recording and is usually constant for all releases o f the 
same recording. It normally appears on each release in the "run out" at the end of a disk record 
(but never on cylinders) and sometimes on the label, with the catalogue number of the record 
itself on the label. However, in the early days of recording these matrix numbers were either not 
used or frequently changed depending on the label on which the recording was issued, the country 
in which the record was issued, if and when companies merged, and other factors. These 
differences make a definitive discography o f Prince's recordings virtually impossible. 

What follows is divided into groups based on the three main British record labels and 
their subsidiary or related labels: Columbia, Edison-Bell, and His Masters Voice (HMV), with a 
fourth group covering labels that were sold in Britain, but were of foreign origin. Other British 
labels are known to have issued Prince recordings (like the chain-store Currys and the bulk seller 
Ariel), but these recordings were relabeled pressings o f recordings from the main companies. 

Unless otherwise stated, all entries refer to double-sided, ten-inch, 78 rpm disks. Composers 
(where given) are shown in curly brackets({..}); matrix numbers are shown within square brackets 
([...]). R D is the release date o f the record; C /W is used to show another artist when Prince does 
not appear on both sides. 



Kica vy page 4/ 

I. E D I S O N G R O U P (1904 - 1914) 
LI Edison Gold Moulded - Two-Minute Cylinders (1904 - c.1908) 
Edison started using a numbering system for its cylinders in 1900; previously they had only 
used title and artist. This list shows catalogue numbers for the "Gold Moulded" cylinders, first 
introduced in 1904, but titles and/or numbers may appear on earlier wax cylinders. 

(1) 462: "Whistling Rufus" 
(2) 463: "Life in Vienna" 
(3) 464: "Italian Tattoo, March" 
(4) 465: "The Concert Polka" 
(5) 540: "El Capitan March" 
(6) 541: "Poet and Peasant Overture" 
(7) 569: "Belphegor March" 
(8) 570: "The Concert Waltz" 
(9) 571: "Jackanapes Polka" 

(10) 572: "Blue Bells o f Scotland" 
(11) 581: "The Rugby Parade March" (with Oily Oakley, banjo) 
(12) 640: "Lumbering Luke" 
(13) 641: "The Night Patrol" 
(14) 644: "Night Patrol" 
(15) 646: "Bersaglieri March" 
(16) 663: "Under The Double Eagle" (with Oily Oakley, banjo) 
(17) 665: "Hiawatha" 
(18) 777: "Medley o f Popular Airs" 
(19) 778: "Woodland Flowers Schottische" 
(20) 779: "Woodland Whispers Schottische" 
(21) 901: "Maytime Schottische" 
(22) 913: "Under Freedom's Flag March" 
(23) 947: "Danish Airs No . 1" 
(24) 981: "Danish Airs No . 2 " 

1.2 Lambert (Cylinder 1904-1906) 
The Lambert Company Ltd was the independent London arm of the Lambert Company of 
Chicago, USA, which was responsible for early versions of the "Indestructible" cylinder. 

(1) 101 
(2) 102 
(3) 103 
(4) 104 
(5) 106 
(6) 107 

"Jackanapes Polka" 
"Life in Vienna Waltz" 
"Belphegor March" 
"El Capitan" 
"Blue Bells o f Scotland" 
"Hiawatha" 

1.3 Sterling -Cylinder (1906 - 1909) 
Cylinders issued from September 1906 were "Sterling Specials," with an extended length of 
4.75 inches, as opposed to the standard 4.25 inch length. 

(1) 367 
(2) 368 
(3) 388 
(4) 399 

"El Sorella (La Mattchiche)" R D J u n e 1906 
"A Sprig of Shilalah" R D Apr 1904 
"The Skirt Dance" R D J u n e 1906 
"II Bacio" R D Aug 1906 
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5) 415: "Merry Little Niggers" R D J u l y 1906 
6) 421: "The Sirenes Waltz" 
7) 557: "Silver Heels" R D Sept 1906 
8) 558: "Lads o' Scotland" R D Sept 1906 
9) 684: " O n the Go, March" R D Dec 1906 
3) 688: "Espana Waltz" R D Dec 1906 
1) 746: "Les Folies Polka" R D Feb 1907 
2) 764: "The Darkie's Dream" R D Feb 1907 
3) 775: "Hornpipe Medley" R D Mar 1907 
4) 829: "La Petite Tonkinoise" {Christine} R D Apr 1907 
5) 861: "Welsh Melodies" R D May 1907 
6) 891: "Gay Girls Polka" R D J u n e 1907 
7) 892: "The Handicap March" R D J u l y 1907 
8) 893: "Donau Wellen Waltz" R D Aug 1907 
9) 903: "Dancing with My Baby" R D Sept 1907 
0) 907: "The Butterfly" R D Sept 1907 
1) 1040: "Words of Love" R D Oct 1907 
2) 1041: "The Austrian Cadets" R D Nov 1907 
3) 1165: "The High School Cadets" RD May 1908 
4) 1166: "Dainty Dolly Gavotte" R D J u n e 1908 
5) 1167: "Harry Lauder's Pops" R D Apr 1908 
6) 1168: "II Bacio R D " Feb 1909 
7) 1172: "Life in Vienna" R D Feb 1909 
8) 1173: "Estudiantina Waltz" R D Feb 1909 
9) 1174: "Creole Belles" R D Feb 1909 
0) 1175: "Parade march" R D Feb 1909 
1) 1176: "Under Freedom's Flag" R D Feb 1909 
2) 1177: "Highland Schottische" R D Feb 1909 

1.4 Edison Amberol - Four Minute Cylinders (1908 -1913) 
Edison Amberol cylinders were first introduced in 1908, with the "Blue Amberol" types being 
introduced in 1912. 

(1) 12005: "Nautical Airs" (includes "Sailing," "Asleep on the Deep," "They all Love Jack," 
"The Midshipmite [sic]," "The Death of Nelson," "Rule Britannia") 

(2) 12027: "Forgotten Melodies" (includes "Maggie Murphy's Home, " "Molly and I, and 
the Baby," "Katie Connor," "Daisy," "Two Little Girls in Blue," "See-Saw," "Annie 
Rooney," "For Old Time's Sake") 

(3) 12040: "Medley of Irish Airs" (includes "Come Back to Erin," "The Harp that Once," 
"Believe Me If All," "Eileen Alannah," and a couple o f traditional jigs) 

(4) 23029: "Medley O f Irish Airs" R D March 1913 
(5) 23055: "Nazareth" R D April 1913 
(6) 23064: "Catch Me If You C a n " {Noe l } R D May 1913 
(7) 23081: "The Butterfly" {Bendix} R D J u n e 1913 
(8) 23111: "Merry Widow Waltz" {Lehar} R D Sept 1913 
(9) 23128: "Forgotten Melodies" R D Oct 1913 

(10) 23176: "Bonnie Scotland" R D Dec 1913 
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1.5 Winner (1912-1914) 
"The Winner" records were first released in February 1912. They were intimately connected 
with Edison-Bell in the UK, both companies being owned by James E. Hough and Company. 

(1) 2053: "Hopscotch Schottische" {Rose} [2435] / "Darkie's Holiday" {Burns } [2459], R D 
February 1912. 

(2) 2054: "My Dreams" [2461] / "Austria March" {Nowotny} [2460] R D February 1912. 
(3) 2055: "Scotch Reels" [2438-1] / "Belphegor March" {Brepsant} [2437-1] R D February 

1912. 
(4) 2115: "Blue Bells o f Scotland" {Macdonald} [2457-2] / "Estudiantina Waltz" 

{Waldteufel} [2436] R D J u n e 1912. 
(5) 2167: "Hornpipe Medley" [2456] / "Woodland Flowers" {Burnes} [2434] R D August 

1912. 
(6) 2488: "Lost Chord" {Sullivan} [2439] / "II Bacio" {Ardit i} [2458] R D December 1913. 
(7) 2528: "Hopscotch Schottische" {Rose} [2435] / "Scotch Reels" [2438-1] R D January 

1914. 

II. 1 H M V G R O U P 
HMV (all single-sided) (1906? - 1910) 
Concertina recordings appear in the earliest incarnations of H M V as "The Gramophone 
Company" and "The Gramophone and Typewriter Company" (G&T). 

(1) G.C. 9139 "Woodland Flowers" 
(2) G.C. 9140 "La Mattchiche" 
(3) G.C. 9141 "Pas de Quatre Skirt Dance" 
(4) G.C. 9143 "Brooklyn Cake Walk" 
(5) G.C. 9145 "High J inks" R D Jan 1909 
(6) G.C. 9146 "Love me and the world is mine" R D Feb 1909 
(7) G.C. 9147 "La Czarina" [11078e] R D Apr 1910 

II.2 Zonophone 
The Zonophone Company had a complex history in the USA and Europe, the bulk o f the 
company being acquired by G&T in June 1903. 
II.2.1 Single Sided Disks. 
The first truly "British" Zonophone records were issued in March 1904. They used blocks of 
50 numbers starting at 49100 for concertina recordings, but confusingly with different block 
allocations for 7- or 10-inch disks. In this listing, the 10-inch disks are those with the prefix 
"X," the 7-inch disks without a prefix. 

(1) 49104: "Woodland Flowers" {F . Burns}[2985d](recorded 17 Feb 1906) R D Jun 1906 
(2) 49105: "Night Patrol" {Martell} [2982d] (recorded 17 Febl906) R D Jun 1906 
(3) 49106: "Life in Vienna" {Komzak} [2981d] (recorded 17 Feb 1906) R D J u l y 1906 
(4) 49107: "Thistledown" [2984d] (recorded 17 Feb 1906) R D J u l y 1906 
(5) 49108: "The Blue Bells o f Scotland" [7443a] (recorded 27 June 1906) R D Oct 1906 
(6) X-49109: "Whistling Rufus {Mil l s } [3573e] (recorded 16 Feb 1906) R D Mar 1907 
(7) X-49110: "Life in Vienna, Waltz" { K o m z a k } [3576e] (recorded 16 Feb 1906) R D Mar 

1907 
(8) X-49111: "Conceit Waltz" [3579e] (recorded 16 Feb 1906) R D Mar 1907 
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(9) X-49112: " O n the Go, March - Le Frigant, Marche" {Pares} [9809b] (recorded 18 Jan 
1907) R D Apr 1907 

i X-49113: "Hornpipe medley" [9813b] (recorded 18 Jan 1907) R D J u n e 1907 
i X-49114: "La Petite Tonkinoise" {Scotto, Christine} [10275b] (recorded March 1907) 

R D J u l y 1907 
i X-49115: "Espana Valse" {Waldteufel} [10278b] (recorded March 1907) R D Aug 1907 

"Parade March {Marchetti} [9814b] (recorded 18 Jan 1907) R D Sept 1907 
"Silver Heels" {Moret } [9811b] (recorded 18 Jan 1907) R D Oct 1907 
"Waves of the Danube Waltz (Donauwellen)" {Ivanovici} [10273b] R D Oct 

"Harry Lander's T o p s ' " {Lauder} [6378e] R D Nov 1907 
" U p To Date T o p s ' " [6381e] R D Nov 1907 
"The Butterfly Polka" {Bendix} [6377e] R D Dec 1907 
"Favourite Moody & Sankey Hymns - organ concertina" [6383e] R D Dec 1907 
"Abide with M e " - and other hymns - organ concertina" [6384e] R D Dec 1907 
"Estudiantina Valse" {Waldteufel} [10227b] (recorded March-1907) R D Feb 

"Dainty Dolly" [7410e] (recorded December 1907) R D Apr 1908 
"High School Cadets, March" {Sousa} [7408e] (recorded December 1907) R D 

X-49116: 
X-49117: 
X-49118: 
1907 

X-49119: 
X-49120: 
X49121 
X-49122: 
X-49123 
X-49124: 
1908 

X-49125: 
X-49126: 
Apr 1908 

49110: "The Merry Widow" {Lehar} [lOd] (recorded 4 Feb 1908) R D May 1908 
X-49127: "The Merry Widow" {Lehar} [7610e] (recorded Feb 1908) R D May 1908 
X-49128: "Smoky Mokes, March" {Holzmann} [8071e] R D J u n e 1908 
49111: "High School Cadets, March" {Sousa } [9d] (recorded 4 Feb 1908) R D J u l y 
1908 

49112: "Creole Belles" {Lampe} [ l i d ] (recorded 4 Feb 1908) R D J u l y 1908 
X-49129: 
X-49130: 
X-49131 
X49132: 
X-49133 
X-49134: 
X-49135 
X-49136: 
X-49137: 
1909 

X-49138: "Under the Double Eagle, March" {Wagner} [9703e] (recorded 19 
March 1909) R D J u n e 1909 

X-49139: "Austria, March" {Nowotny} [9706e] (recorded 19 March 1909) R D J u l y 
1909 

X-49140: "The Follies, Polka" {Waldteufel} [9807b] (recorded 18 Jan 1907) R D Sept 
1909 

X 4 9 1 4 I : "I'm Afraid to go Home in the Dark" / "Has anybody here seen Kelly?" {van 
Alstyne/ Murphy, Lener} [11087e] (recorded 14 Dec 1909) R D Mar 1910 

X49142 : "Scottish Airs" [11336e] (recorded 25 Feb 1910) R D J u n e 1910 * 
X-49143: "Mister Blackman, Two-step" {Pryor} [11338e] (recorded 25 Febl910) R D 
Nov 1910 

"Under Freedom's Banner" {Nowowieski} [8065e] R D July 1908 
"Lads of Scotland" [8069e] R D Aug 1908 
"Highland Schottische" [8067e] R D Sep'08 
"The Darkies Holiday" {Burns} [9810b] (recorded 18 Jan 1907) R D Oct 1908 
"Charleston Parade" { D i x o n } [8064e] R D Nov 1908 
"Highland Fling" [9175e] (recorded 13 November 1908) R D Nov 1908 

{Thomas } [9181e] (recorded 13-November-1908) unissued 
{Sullivan} [9312e] (recorded 16 Decl908) R D Feb 1909 

'Eileen Alannah' 3 

"The Lost Chord" 
"Eileen Alannah" {Thomas } [9182e] (recorded 13 November 1908) R D Mar 
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II.2.2 Double-Sided Disks. 
HMV established the Twin label as a separate company to produce double-sided disks in 1908, 
but amalgamated it with Zonophone in May 1911 to create the Zonophone-The Twin label. It 
seems probable that all the recordings in this list were either originally single sided 
Zonophone disks, unreleased recordings, or Prince recordings from the "Twin" label. 

(1) 166: " O n the Mississippi" {Morse} (C/W "Souvenir de Sorrento" Stroud Hatton -
violin) 

(2) 178: "The Diadem" {Hermann} ( C / W "The Brooklet Polka" Mdlle. Elgar - piccolo) 
(3) 206: "Honest Toi l " [TL 5159] (C/W "Ye Banks and Braes" Robert Mackenzie -

clarionet) 
(4) 285: "The War March of the Priests" {Mendelssohn} (C/W "Under the Double Eagle" 

Signor Tapiero - ocarina) 
(5) 450: "Hornpipe Medley" [X-49113] / "Silver Heels" {Moret } [X-49117] 
(6) 451: "Abide with Me and Other Hymns" [X-49123] / "The Lost Chord" {Sull ivan} 

[X-49136] 
(7) 452: "Estudiantina Waltz"/"Merry Widow Waltz" {Lehar} 
(8) 624: "Impudence" {Macay} [X49144]/"Poppies" {Moret } [X49145] 
(9) 861: Administration March" [X-49146] (C/W "Fun in Dahomey" - Mr. Oily Oakley -

Banjo) 
(10) 927: "High J inks"/"Pas de quatre (skirt dance)" 
(11) 1073: "The Darkies' Holiday" [49132]/"Charlestown Parade" [49133] 

III. C O L U M B I A G R O U P (-1910 - 1928) 
III.l Columbia/Columbia-Rena (c.1910 - 1915) 

Columbia used the Columbia-Rena name on their ten-inch double-sided record labels from 

October 1910 to October 1915; the label name then reverted to "Columbia." 
(1) 466: 12 inch,"Waves of the Danube Waltz" [6408]/"Blue Danube Waltz" [6409] 
(2) 1449: "With Sword and Lance March" {Starke} [27117]/"Under the Double Eagle 

March"{Wagner} [27118] R D Nov. 1910 
(3) 1480: "De Merry Little Niggahs" {B idgood} [27115]/"Charlestown Parade" [27116] 

R D Dec. 1910 
(4) 1500: "Espana Waltz" {Waldteufel} [27119]/"To Thee Waltz" {Waldteufel} [27120] 

R D J a n 1911 
(5) 1813: "The Holy City" {Adams} [27882]/"Torchlight March" {Clark} [27883] R D 

Feb. 1912 
(6) 1864: "Belphegor March" {Brepsant} [27909]/ Punjabi March {Payne} [27884] R D 

Mar. 1912 
(7) 1886: "Hoch Hapsberg March" { K r a l / " U n t e r den Linden" {Crosse} R D April 1912 
(8) 1899: "Les Sirenes Waltz" {Waldteufel} [27981]/"Les Sourires Waltz" {Waldteufel} 

[28024] R D May 1912 
(9) 1913: "The Darkie's Holiday" {Burns } [27974]/"Silver Heels" {Moret } [27980] R D 

July 1912 
(10) 1924: "Hopscotch Scottische" {Rose } [27908]/"Thistledown" {Ostlere} [27979] R D 

Sept 1912 
(11) 1950: "The Green Isle of Erin" {Roeke l } / "A Sprig o f Shillalegh" R D October 1912 
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(12) 1961: "Lads of Scotland" [28055]/"Blue Bonnets Schottishe" {Balfour} [28023] R D 
October 1912 

(13) 1990: "The Rosary" {Nevin} [28040} / "Ora Pro Nobi s " {Piccolomini} [28056] R D 
Nov. 1912 

(14) 2013: 'Woodland Flowers" {Burns}[28171]/"Henry's Barn Dance" {Henry} [28170] 
R D Dec. 1912 

(15) 2055: "I 'm going back to Dixie"{Berlin}[28299]/"Alexander's Ragtime Band" 
{Berlin/Snyder} [28299]RD Feb 1913 

(16) 2081: "The Washington Post" {Sousa } [28173]/"The Stars and Stripes Forever" 
{Sousa } [28180] R D Mar 1913 

(17) 2106: "Impudence" {Macey} [28272]/"Les Papillons" {Hesse} [28179] R D April 1913 
(18) 2117: "Lumberin Luke" { 2 8 1 8 2 } / " M r Black M a n " {Pryor} [28181] RD May 1913 
(19) 2139: "Catch me if you can" { N o e l } [28301]/"Tout Passe" [28172] R D J u n e 1913 
(20) 2158: "Lead Kindly Light" {Dykes / / "Onward , Christian Soldiers" {Sullivan} R D July 

1913 
(21) 2170: "Under Freedom's Flag" {Nowowieski} [28270]/"Bergsaglieri March" [28271] 

R D Aug 1913 
(22) 2205: "Abide with M e " { M o n k } [28297]/"Lead Kindly Light" {Purday} [27904] R D 

Oct 1913 
(23) 2288: "National Emblem" {Bagley} [28736]/"The Liberty Bell" {Sousa} [28729] R D 

Jan 1914 
(24) 2316: "You Made Me Love You" { M o n a c o } [28734]/"The Trail O f The Lonesome 

Pine" {Carrol l } [28649] R D Feb 1914 
(25) 2326: " O n The Mississippi" {Carroll, Fields} [28727]/"Waiting For The Robert E Lee" 

{Mui r } [28726] R D Feb 1914 
(26) 2348: "The Wedding Glide" {Hirsch} [28728]/"Goodbye Rose" {Ingraham} [28737] 

R D March 1914 
(27) 2361: "Italian Tattoo" {Drescher} [28835]/"Administration March" [28834] R D April 

1914 
(28) 2426: "II Bacio" {Arditi} [28832] / "Estudiantina Waltz" {Waldteufel} [28833] R D 

July 1914 
(29) 2437: "Jackanapes Polka" {Lowthian} [28837]/"Chicago Schottische" {Cli f ford} 

[28836] R D Sept 1914 
(30) 2450: " N o Surrender" {R immer} [28997]/"Honest Toi l " {R immer} [28973] R D 

October 1914 
(31) 2480: "It's A Long Way To Tipperary" {Judge, Williams} [29203]/"La Marseillaise" {de 

ITsle} [29204] R D Dec 1915 
(32) 2481: "Soldiers O f The King" {Stuart} [29202]/"Patriotic Airs" [29205] R D Dec 1915 

III.2 Regal (1914 - 1928) 
Regal Records were Columbia's "cheap label," starting in January 1914. Many early records 
were re-releases o f the Columbia recordings above, as can be seen from the matrix numbers. 

(G7002 - G7013 :RD Sept 1915) 
(1) G7002: "The Darkies' Holiday Schottische"{Burns} [27974]/"Silver Heels" {Moret } 

[27980] 
(2) G7003: "Blue Bonnets Schottische"[28023/"Lads of Scotland March" {Balfour} 

[28055] 
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(3) G7004: "Woodland Flowers"{Burns}[2817l]/"Henry's Barn Dance" {Henry} [28170] 
(4) G7005: "I'm Going Back To Dixie"{Berlin}[28299]/"Alexander's Ragtime Band" 

{Berlin/Snyder} [28299] 
(5) G7006: "National Emblem March" {Bagley} [28736]/"Liberty Bell March" 

{Sousa} [28739] 
(6) G7007: "You Made Me Love You"{Monaco} [28734] / "The Trail O f The Lonesome 

Pine" {Carrol l } [28649] 
(7) G7008: "Waiting For The Robert E Lee" Muir} [28726] / "On The Mississippi" 

{Carroll,Fields} [28727] 
(8) G7009: "Jackanapes Polka" [28837]/"Chicago Schottische" {Cli f ford} [28836] 
(9) G7010: "Honest Toil March" { Rimmer}[28973]/ "No Surrender March" 

{R immer} [28977] 
(10) G7011: "It's A Long Long Way To Tipperary" {Judge, Williams }[29203]/"Le 

Marseillaise"{de 1' Lisle}[29204] 
(11) G7012: "Soldiers of The King" {Stuart} [29202] Patriotic Airs: (includes "Red,White and 

Blue," "Death O f Nelson," "Rule Britannia," "God Save The King") [29205] 
(12) G7013: Medley of War Songs: ("Here We Are Again," "Belgium Put The Kibosh On 

The Kaiser," "Sister Susie," "Jenny O'Morgan") [29336] Harry Lauder Songs:("I Love A 
Lassie," "She's Ma Daisy," "Roamin' In The Gloamin' ," "Wedding o f Sandy McNab") 
[29337] 

(13) G7123: "Bluebells O f Scotland" [29338]/"Butterfly Polka" {Bendix} [28971] 
R D Oct 1915 

(14) G7162: "De Merry Little Niggahs" {Bidgood} [27115]/ "Charlestown Parade" [27116] 
R D Nov 1915 

(15) G7188: "The Rosary"{Nevin} [28040]/"Ora Pro Nobi s " {Piccolomini} [28056] R D 
Dec 1915 

(16) G7233: "Lead Kindly Light"{Sandon,Purday}[27904]/"Abide With M e " 
{ M o n k } [28297] R D c.Mar 1916 

(17) G7289: "Bonne Bouche Polka" {Waldteufel}[28972]/"Les Folies Polka" 
{Waldteufel} [28999] R D June 1916 

(18) G7316: "Australia Will Be There"{Francis}[65388]/"Till The Boys Come 
Home" {Nove l lo } [65387] R D July 1916 

(19) G7331: Popular Song Medley; R D Aug 1916 
Part 1 ("Great Big Wonderful Baby," " Kentucky Home, " "When I Leave The 
World Behind," "Tennessee") [65389] 
Part 2 ("Goodbye Virginia," "Since Chumley Came Back," "Piney Ridge," "Are You 
From Dixie") [65390] 

(20) G7332: Popular Song Medley; R D Aug 1916 
Part 3 ("Keep The Kettle Boiling," "Joy Bells Ringing Down In Georgia," 
"Pack U p Your Troubles," "Mr Rubenstein")[65391] 
Part 4 ("Bad As You Are," "When You're A Long Way From Home, " 
"Cassidy, V.C. ," "A Broken Doll")[65392] 

(21) G7347: "Colonel Bogey March"{Alford} [65425]/"Prairie Flower March" {Ord 
Hume}[65414] R D Sept 1916 

(22) G7389: "Stars and Stripes Forever"{Sousa} [28180]/"Washington Post March" 
{Sousa}[28173] R D J u n e 1917 
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(23) G7410: "The Holy City"{Adams}[27882|/ t tMarche aux Flambeau* (Ton blight 
March)" {Clark} [27883] R D J u l y / A u g 1917 

(24) G7435: "Destiny W a l t z " { B a y n e s } [ 6 5 4 2 6 1 . m w o o d MardT{Ord Hume] |65413] RD 
c O c t 1917 

(25) G7445: "Down Where the Swannee River Flows"{Von Tiber} [69134] "Every Little 
While"{Tate}[69135] R D c jan 1918 

(26) G7452: "Roses O f Picardy"{Wood}[69136]/"Love , s Garden O f Roses" 
{Wood}[69137]RD Dec 1919 

(27) G7453: "The Great Little Army"{Alford}[69133 / " T h e Call O f The D r u m " 
{Godfrey}[69132] R D Dec 1919 

(28) G7472: "Concertina Medley," Four Parts, Part 1 and 2. R D Mar 1920 
Part 1 ("You're in Style," "How *Ya Gonna Keep 'Em?," "N'Everything," 'California 
and You")[69598] 
Part 2 ("Where The Blue-eyed Marys Grow," "Why Didn't You Tell Me?," "Down in 
Virginia," "When Love Peeps In")[69597] 

(29) G7473: "Concertina Medley," Four Parts, Part 3 and 4. R D Mar 1920 
Part 3 ("Hindustan," "Wild Wild Women," "Signora," "In The Land of Yamo-
Yamo")[69623-2] 
Part 4 ("Paddy McGinty's Goat," "Give Me The Moonlight," "Thuthie," "Where 
There's A Girl There's A Boy")[69624-2] 

(30) G7474: "Till We Meet Again Waltz" [69601] {Whit ing}/"Missouri Waltz" 
[69602] {Eppel, Logan} R D Mar 1920 

(31) G7495: "Pussyfoot March"{Prince}[69694]/"Tony Spagoni Fox-Trot" {Gaskell}[69600] 
R D J u n e 1920 

(32) G7512: "Spread Out, Lads, Two-Step"{Sale} [69625]/"Tam O'Shanter, Two-
Step"{Barnard} [69626] R D July 1920 

(33) G7535: "Vive L'Amour Waltz" {Carr} [69627-1 ] / "Hong Kong Jazz One-Step" {Holstein-
Saunders} [68630-2] R D Oct 1920 

(34) G7557: "The Favourite Regiment - March"{Ert l } [28998]/"March - O n the Go (Le 
Frigant)"{Pares}[69693] R D Dec 1920 

(35) G7573: "The Lost Chord"{Sul l ivan}[69140]/"Nazareth"{Gounod}[69139] R D Jan 
1921 

(36) G7617: "Geraldine Waltz" {Lodge} [69599] / " Impudence Schottische" Macey} [28272] 
R D Apr 1921 

(37) G7645: "Lumberin' Luke"[28182]/"Mr Black Man Two-Step"{Pryor}[28181] R D July 
1921 

(38) G7654: "Belphegor March"{Brepsant}[27909]/"Punjaub March" {Payne} [27884] R D 
Sept 1921 

(39) G7666: "Bersaglieri March" [28271] / "Under Freedom's Flag" {Nowowieski} [28270] 
R D Nov 1921 

(40) G7748: "Catch Me If You C a n " { N o e l } [28301] / " T o u t Passe Valse" [28172] R D May 
1922 

(41) G7851: "One Step Medley" ("Ma," "Wimmin")[71914]/"Fox-Trot Medley" ("Uncle 
Sambo," "Roaming") [71915] R D Nov 1922 

(42) G7854: "Peggy O'Neil Waltz"{Pease; Nelson,Dodge}[71916] "Lincke's Barn 
Dance"{Lincke}[71917] R D Dec 1922 
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(43) G7888: "War March of The Priests"{Mendelssohn} [73080-2]/"Dance 
Romanesque"{Ord H u m e } [73079-1] R D Feb 1923 

(44) G7919: "Fraternity March" [73081] {Moorhouse}/"Invincible March" {R immer} 
[73082] R D Apr 1923 

(45) G8009: "The Dawn O f Spring" In 2 Parts {Le Duc}Part 1:[73200]; Part 2:[73201-2] R D 
Oct 1923 

(46) G8044: "Concertina Medley" In 2 Parts. R D Dec 1923 
Part 1 ("Say It While Dancing," "Shores of Minnetonka," "Angelus," "Nellie Kelly," "I 
Love You" ) [A 293] 
Part 2 ("Granny's Song At Twilight," "Hawaiian Rainbow," "I'll Stand Beneath Your 
Window," "Yes, We Have N o Bananas") [A 294] 

(47) G8108: "Kunnin' Kaffirs Cake Walk" {Rubena} [A 295]/"Silver Heels, Indian 
Intermezzo"{Moret} [73199] R D Feb 1924 

(48) G8124: "Garthowen March" {El l iot} [A 462]/"Freedom And Honour March" {Rowe} 
[A 461] R D Mar 1924 

(49) G8160: "Marche Capr ice" {de Brandt} [A 713]/"Peaceful Henry - Ragtime Novelette" 
{Kelly} [A 714] R D June 1924 

(50) G8205: "Concertina Medley" In 2 Parts. R D Sept 1924 
Part 1 ("Gigolette," "My Sweetie Went Away," "A Smile Will Go A Long, Long Way," 
"Horsey, Keep Your Tail U p " ) [A 957] 
Part 2 ("Pasadena," "Shine," "Twelve o'Clock At Night," "Riviera Rose") [A958] 

(51) G8214: "Eldorado Waltz" {Royle} [A 463]/"Toreador Waltz" {Royle} [A 715] R D Oct 
1924 

(52) G8260: "Concertina Medley" In 2 Parts. R D Dec 1924 
Part 1 ("Dreamy Melody," "Jog Along, Jasper," "Linger Awhile," "You've Got That 
Irish Way Wid Ye") [A1187] 
Part 2 ("Honeymoon Chimes," "Down On The Farm," "Just For A While," "Last 
Night O n The Back Porch") [A1188] 

(53) G8282: "The Call, Military March" {Van Alstyn} [A 956] / " M y Syrian Maid" 
{Rimmer} [A 955] R D Jan 1925 

(54) G8395: "Concertina Medley" In 2 Parts. R D July 1925 
Part 1 ("Somebody Loves Me,""Marcheta," "What D o You D o Sunday Mary?," "Wait a 
Bit Susie") [A2029] 
Part 2 ("Follow the Swallow," "All Alone," " H u m a Little Tune," "June Night") 
[A2031] 

(55) G8467: "Concertina Medley" In 2 Parts. R D Dec 1925 
Part 1 ("Shanghai," "Sally's Come Back," "I'll Take Her Back," " O h How I Love My 
Darling") [A2469] 
Part 2 ("Show Me The Way To Go Home, " " O h Darling D o Say Yes," " D o You 
Remember The Love Nest?," '"I've Got A Real Daddy Now") [A2468] 

(56) G8495: " N o , No , Nanette - Concertina Medley" {Youmans} (includes "Tea For Two," 
"Take A Little One-Step," "I Want To Be Happy," "Too Many Rings Around Rosie") 
[A2466] 
"Rose Marie - Concertina Medley" {Fr iml} (includes "Rose Marie," "Pretty Things," 
"Totem Tom-Tom," "Indian Love Call") [A2467] R D Jan 1926 

(57) G8509: "1926 Song Hits-Concertina Medley" Parts I and 2. R D Feb L926 
Part 1 ("Yearning," "When You and I Were Seventeen," "Oh How I Miss Y o u To-
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Night," "Who Takes Care o f the Caretaker's Daughter ?*) |A4005| 
Part 2 ("Bouquet," "Save Your Sorrow," "Why Don't My Dreams Come True? , " "Toy 
Drum Major") [A4007] 

(58) G8510: "1926 Song Hits-Concertina Medley" Parts 3 and 4. R D Feb 1926 
Part 3 ("Honolulu Moon, " "Won't G o , " "Let Me Be The First To Kiss You Good 
Morning," "I've Got A Feeling For Ophelia") [A4008] 
Part 4 ("Alabamy Bound," " I f You Knew Susie," "Ain't My Baby Grand ?") [A4006] 

(59) G8722: "Christmas Concertina Selection". Part 1 [A4240]/Part 2; [A4241] R D Dec 1926 
(60) G8731: "1927 Song Medley" R D Jan 1927 ("Chinese Moon , " "Honey Bunch," "That 

Makes Me Love Her All The More," "Let's All Go To Mary's House") [WA4372-1] 
("Lonesome And Sorry," "That Night In Araby," "Mariette," "Mary Lou") [WA4373-2] 

(61) G8732: "1927 Song Medley". R D Jan 1927 ("What Can I Say After I Say I'm Sorry," 
"What Good Is Good Morning?," "Somebody's Lonely," "Sleepy-time Gal") 
[WA4371-l]("Sleepy Head," "I Don't Care What You Used To Be," "Am I Wasting 
My Time O n You?," "Speak") [WA4374-1] 

(62) G8838: "Cavalry of Clouds March" {Alford} [WA5179-1]/ Thin Red Line, 
March" {Alford} [WA5178-1] R D June 1927 

(63) G8984: "Martial Moments" Two Parts {Arr. Winter} R D Dec 1927 
Part 1 ("Entry of the Gladiators," '"Punjaub," "Belphegor," "Sons of the Brave," 
"Colonel Bogey") [WA6217-1] 
Part 2 ("Under the Double Eagle," "Namur , " "Washington Post," "Wellington," "Great 
Little Army") [WA6218-2] 

(64) G9009: "Faust - Valse" { G o u n o d } [WA6219-1]/"II Trovatore - Miserere" {Verdi} 
[WA6220-2] R D J a n 1928 

(65) G9083: "Concertina Medley" Two Parts R D May 1928 
Part 1 ("Charmaine," "Diane") [WA6986-2] 
Part 2 ("Music And Moonlight," "I'm Living O n Love," "A Red Roofed Chalet," "By 
The Waterfall") [WA6987-1] 

(66) G9123: "Concertina Medley" Two Parts R D July 1928 
Part 1 ("In A Street O f Chinese Lanterns," "One Summer Night") {Campbell , 
Connol ly} [WA6988-2] 
Part 2 ("Ain't That A Grand And Glorious Feeling?," "Persian Rosebud," "Little 
White House") {Wright} [WA6989-1] 

IV. F O R E I G N LABELS ISSUED IN GREAT BRITAIN 

IV. 1 Pathe 
Unlike all other disk recordings, where the groove reproduces sound with a side-to side 
movement, Pathe disks use an up-and-down movement, which made their records playable 
only on their own machines or specially adapted ones. All the Pathe recordings are believed 
to be transfers from Sterling "Special" cylinders. Numbers in square brackets in this section 
indicate catalogue numbers. 
IV. 1.1 Pathe 8.5 Inch Disks 

(1) 1393: "Carnival O f Venice" [77364]/"Dancing With My Baby" [77365] 
(2) 1394: "Espaiia Waltz" [77367]/ "Donauwellen Waltz" [77366] ft 
(3) 1395: "Welsh Melodies" [77382]/"Gay Girls Polka" [77368] 
(4) 1397: "Merry Little Niggers" [77373]/"Lads O ' Scotland" [77372] 
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(5) 1398: " O n The G o " [77374]/? 
(6) 1399: "Silver Heels" [77376]/"The Butterfly" [77377] 
(7) 1400: "Handicap March" [77379]/"Austrian Cadets" [77378] 
(8) 1401: "The Darkie's Dream" [77380]/"Harry Lauder's T o p s ' " [77381] 
(9) 1402: "Words O f Love" [77383]/? 

(10) 1405: "Les Folies, Polka" [77371]/? 

IV. 1.2 Pathe 10-Inch Disks 
(1) 8031 "Harry Lauder's Pops" [77381]/"The High School Cadets" [77384] 
(2) 8105 "Tout Passe Valse" [78804]/"Highland Schottische" [78805] R D c. Jan 1911 
(3) 8293 "The Blue Bells o f Scotland"[78806]/"The Lost Chord" [78807] R D c. Jan 1911 

IV. 1.3 Pathe 11- and 12- Inch Disks 
(1) 874 (11 Inch): "Merry Little Niggers" [77373]/"Lads O ' Scotland [77372] 
(2) 875 (11 Inch): " O n The G o " [77374]/? 
(3) 876 (11 Inch): "Silver Heels" [77376]/"The Butterfly" [77377] 
(4) 877 (11 Inch): "Words o f Love" [77383]/"Handicap March" [77379] 
(5) 878 (11 Inch): "The Darkie's Dream" [77380]/"Harry Lauder's T o p s ' " [77381] 
(6) 965 (11 Inch): Artist listed as "George Hardy"; "Merry Little Niggers" [77373]/"Lads O ' 

Scotland [77372] 
(7) 20267 (12 inch) "Lads O' Scotland" (C /W "Lucky Dog, Polka" R. Humphreys - Bell 

Solo) 
APPENDIX: 

TITLES CITED 

What follows constitutes a list o f all the titles—organized in alphabetical order—cited in the 
discography. Each title is cited with its serial number, that is, the number under which it 
appeared in the body o f the discography; the number consists o f three parts: group 
number, sub-group number, and number within that sub-group, so that II.2.1 refers to the 
recording in the H M V group, sub-group 2, item no. 1. 
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"1927 Song Medley": III.2.60, III.2.61 

"Abide with Me" : III. 1.22, III.2.16 
"Abide with Me and other hymns": II.2.1.20, II.2.2.6 
"Administration March": II.2.2.9, III. 1.27 
"Ain't My Baby Grand ? " : III.2.58 
"Ain't That a Grand And Glorious Feeling?": III.2.66 
"Alabamy Bound": III.2.58 
"Alexander's Ragtime Band": III. 1.15,1II.2.4 
"All Alone": III.2.54 
"Am I Wasting My Time On You? " : III.2.61 
"Angelus": III.2.46 
"Annie Rooney": 1.4.2 
"Are You From Dixie": III.2.19 
"Asleep on the Deep": 1.4.1 
"Australia Will Be There": III.2.18 
"Austria March": 1.5.2, 0.2.1.39 
"Austrian Cadets": 1.3.22, IV. 1.1.7 

"Bacio, II": 1 .3.4,1.3.26,1 .5.6, III. 1.28 
"Bad As You Are" : III.2.20 
"Believe Me If All": 1.4.3 
"Belphegor March": 1 .1 .7 ,1 .2 .3 ,1 .5 .3 , III.1.6, III.2.38, 

III.2.63 
"Belgium Put The Kibosh On The Kaiser": III.2.12 
"Bersaglieri March": 1.1.15, III. 1.21, III.2.39 
"Blue Bells of Scotland": 1.1.10,1 .2.5,1 .5.4, II.2.1.5, 

III.2.13, IV.1.2.3 
"Blue Bonnets Schottische": III. 1.12, III.2.2 
"Blue Danube Waltz": III. 1.1 
"Bonne Bouche Polka": III.2.17 
"Bonnie Scotland 1.4.10 
"Bouquet": III.2.57 
"Broken Doll": III.2.20 
"Brooklyn Cake Walk": II. 1.3 
"Butterfly, The": 1 .3.20,1 .4.7, II.2.1.18, III.2.13, 

IV. 1.1.6, IV. 1.3.3 
" B y The Waterfall": III.2.65 

"California and You" : III.2.28 
"Call of The Drum": III.2.27 
"Call, Military March": III.2.53 
"Capitan March, El" : 1 .1 .5,1 .2 .4 
"Carnival Of Venice": IV. 1.1.1 
"Cassidy, V.C." : III.2.20 
"Catch Me if You Can": 1.4.6, III. 1.19, III.2.40 
"Cavalry of Clouds March": III.2.62 
"Charleston Parade": II.2.1.33, II.2.2.11, III. 1.3, III.2.14 
"Charmaine": III.2.65 
"Chicago Schottische": III. 1.29, III.2.8 
"Chinese Moon": III.2.60 
"Christmas Concertina Selection": III.2.59 
"Colonel Bogey March": III.2.21, III.2.63 
"Come Back to Erin": 1.4.3 
"Conceit Waltz": II.2.1.8 
"Concert Polka": 1.1.4 
"Concert Waltz": 1.1.8 
"Concertina Medley": III.2.28, III.2.29, III.2.46, 

III.2.50, III.2.52, III.2.54, III.2.55, III.2.65, III.2.66 
"Concertina Medley (1926 Song Hits)": III.2.57, III.2.58 
"Concertina Medley (No, No, Nanette)": III.2.56 
"Concertina Medley (Rose Marie)": III.2.56 
"Creole Belles": 1.3.29, II.2.1.28 
"Czarina, La" : II. 1.7 

"Dainty Dolly": 1.3.24,11.2.1.22 
"Daisy": 1.4.2 
"Dance Romanesque" III 2.43 
"Dancing with My Baby*' I I L9, iv i i i 
"Danish Airs No. I": 1.1.23 
"Danish Airs No. 2": 1.1.24 
"Derlde's Dream"; 1.3.12, iv.1.1.8, iv.1.3.5 
"Darkie's Holiday" 1.5.1, M .2.1.32, 11.2.2.11, 

QI.1.9, ill.2.1 
"Dawn01 Spring" M I 2 45 
"Death ofNelaon": 1.4.1, ill.2.11 
"Destiny Waltz": m.2.24 
"Diadem, The": 11.2.2.2 
"Diane": HI.2.65 
"Do You Remember the Love N e s t ? " : III.2.55 
"Donail Wellen": see Waves of the Danube 
"Down in Virginia": III.2.28 
"Down on the Farm": III.2.52 
"Down Where the Swannee River Flows": III.2.25 
"Dreamy Melody": III.2.52 

"Eileen Alannah": 1.4.3, II.2.1.35, II.2.1.37 
"Eldorado Waltz": III.2.51 
"Entry of the Gladiators": III.2.63 
"Espana Waltz": 1.3.10, II.2.1.12, III. 1.4, IV. 1.1.2 
"Estudiantina Waltz": 1 .3 .28,1 .5 .4, II.2.1.21, 

II.2.2.7, III. 1.28 
"Every Little While": III.2.25 

"Faust — V a l s e " : III.2.64 
"Favourite Moody & Sankey Hymns": II.2.1.19 
"Favourite Regiment": III.2.34 
"Folies Polka": 1 .3.11, II.2.1.40, III.2.17, IV. 1.1.10 
"Follow the Swallow": III.2.54 
"For Old Times Sake": 1.4.2 
"Forgotten Melodies": 1 .4 .2 ,1 .4 .9 
"Fox-Trot Medley": III.2.41 
"Fraternity March": III.2.44 
"Freedom And Honour March": III.2.48 
"Frigant, Le" : see On The Go 

"Garthowen March": III.2.48 
"Gay Girls Polka": 1.3.16, IV. 1.1.3 
"Geraldine Waltz": III.2.36 
"Gigolette": III.2.50 
"Give Me the Moonlight": III.2.29 
"God Save the King": III.2.11 
"Goodbye Rose" : III. 1.26 
"Goodbye Virginia": III.2.19 
"Granny's Song at Twilight": III.2.46 
"Great Big Wonderful Baby": III.2.19 
"Great Little Army": III.2.27, III.2.63 
"Green Isle of Erin": III. 1.11 

"Handicap March": 1.3.17, IV. 1.1.7, IV. 1.3.4 
"Harp that Once, The": 1.4.3 
"Harry Lauder's Pops": 1.3.25, II.2.1.16, 

IV. 1.1.8, IV.1.2.1,IV.1.3.5 
"Harry Lauder Songs": III.2.12 
"Has anybody here seen Kelly?" : II.2.1.41 
"Hawaiian Rainbow": III.2.46 
"Henry's Barn Dance": III. 1.14, III.2.3 •; 
"Here We Are Again": III.2.12 
"Hiawatha": 1 .1.17,1 .2.6 
"High School Cadets": 1.3.23, II.2.1.23, II.2.1.27, IV. 1.2.1 

I 
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"High Jinks": 11.1.5,11.2.2.10 
"Highland Fling": II.2.1.34 
"Highland Schottische": 1.3.32, II.2.1.31, IV. 1.2.2 
"Hindustan": III.2.29 
"Hoch Hapsberg March": III. 1.7 
"Holy City": III. 1.5, III.2.23 
"Honest Toil": II.2.2.3, III.1.30, III.2.9 
"Honey Bunch": III.2.60 
"Honeymoon Chimes": III.2.52 
"Hong Kong Jazz": III.2.33 
"Honolulu Moon": III.2.58 
"Hopscotch": 1.5.1,1.5.7, III. 1.10 
"Hornpipe Medley": 1 .3 .13,1 .5 .5 , II.2.1.10, II.2.2.5 
"Horsey, Keep Your Tail Up": III.2.50 
"How 'Ya Gonna Keep 'Em? " : III.2.28 
"Hum a Little Tune": III.2.54 

"I Don't Care What You Used To B e " : III.2.61 
"I Love a Lassie" : III.2.12 
"I Love You" : III.2.46 
"I Want To Be Happy": III.2.56 
"I'll Stand Beneath Your Window": III.2.46 
'Til Take Her Back": III.2.55 
"I'm Afraid to go Home in the Dark": II.2.1.41 
"I'm Going Back to Dixie": III. 1.15, III.2.4 
"I'm Living On Love": III.2.65 
"I've Got a Feeling For Ophelia": III.2.58 
"I've Got a Real Daddy Now": III.2.55 
"If You Knew Susie": III.2.58 
"Impudence": II.2.2.8, III. 1.17, III.2.36 
"In a Street Of Chinese Lanterns": III.2.66 
"In the Land of Yamo-Yamo": III.2.29 
"Indian Intermezzo": see Silver Heels 
"Indian Love Call": III.2.56 
"Invincible March": III.2.44 
"Irish Traditional J igs" : 1.4.3 
"It's a Long Way To Tipperary": III. 1.31, III.2.10 
"Italian Tattoo": 1 .1.3 ,111 .1.27 

"Jackanapes Polka": 1 .1 .9 ,1 .2 .1 , III. 1.29, III.2.8 
"Jenny O'Morgan": III.2.12 
" Jog Along, Jasper": III.2.52 
"Joy Bells Ringing Down In Georgia": III.2.20 
"June Night": III.2.54 
"Just For a While": III.2.52 

"Katie Connor": 1.4.2 
"Keep The Kettle Boiling": III.2.20 
"Kentucky Home": III.2.19 
"Kunnin' Kaffirs Cake Walk": III.2.47 

"Lads of Scotland": 1.3.8, II.2.1.30, III.1.12, III.2.2, 
IV.1.1.4, IV.1.3.1, IV.1.3.6, IV.1.3.7 

"Last Night On the Back Porch": III.2.52 
"Lead Kindly Light {Dykes}" : III.1.20 
"Lead Kindly Light {Purday}": III. 1.22, III.2.16 
"Let 's All Go To Mary's House": III.2.60 
"Let Me Be the First To Kiss You Good 

Morning":III.2.58 
"Liberty Bell": 111 .1.23 ,111 .2.5 
"Life in Vienna": 1 .1 .2 ,1 .2 .2 ,1 .3 .27, II.2.1.3, II.2.1.7 
"Lincke's Barn Dance": III.2.42 
"Linger Awhile": III.2.52 
"Linwood March": III.2.24 
"Little White House": III.2.66 

"Lonesome and Sorry": III.2.60 
"Lost Chord": 1.5.6, II.2.1.36, II.2.2.6, III.2.35, IV. 1.2.3 
"Love ' s Garden of Roses": III.2.26 
"Love me and the world is mine": II. 1.6 
"Lumbering Luke": 1.1.12, III. 1.18, III.2.37 

"Ma" : III.2.41 
"Maggie Murphy's Home": 1.4.2 
"Marche aux Flambeaux": see Torchlight March 
"Marche Caprice": HI.2.49 
"Marcheta": III.2.54 
"Mariette": III.2.60 
"Marseillaise": III. 1.31, III.2.10 
"Martial Moments III.2.63 
"Mary Lou": III.2.60 
"Mattchiche, The": 1 .3.1, II. 1.2 
"Maytime Schottische": 1.1.21 
"Medley of Irish Airs": 1 .4.3,1 .4.4 
"Medley of Popular Airs": 1.1.18 
"Medley of War Songs": III.2.12 
"Merry Little Niggers": 1.3.5, III. 1.3, III.2.14, IV.1.1.4, 

IV.1.3.1, IV.1.3.6 
"Merry Widow": 1.4.8, II.2.1.24, II.2.1.25, II.2.2.7 
"Midshipmite" [sic]: 1.4.1 • 
"Missouri Waltz": III.2.30 
"Mister Blackman": II.2.1.43, III. 1.18, III.2.37 
"Molly and I, and the Baby": 1.4.2 
"Mr Rubenstein": III.2.20 
"Music and Moonlight": III.2.65 
"My Dreams": 1.5.2 
"My Sweetie Went Away": III.2.50 
"My Syrian Maid": III.2.53 

"N'Everything": III.2.28 
"Namur": III.2.63 
"National Emblem": III. 1.23, III.2.5 
"Nautical Airs": 1.4.1 
"Nazareth": 1.4.5, III.2.35 
"Nellie Kelly": III.2.46 
"Night Patrol": 1.1.13,1.1.14, II.2.1.2 
"No Surrender": III. 1.30, III.2.9 

"Oh Darling Do Say Yes" : III.2.55 
"Oh How I Love My Darling": III.2.55 
"Oh How I Miss You To-Night": III.2.57 
"On the Go" : 1.3.9, II.2.1.9, III.2.34, IV. 1.1.5, IV. 1.3.2 
"On the Mississippi": II.2.2.1, III. 1.25, III.2.7 
"One Step Medley": III.2.41 
"One Summer Night III.2.66 
"Onward, Christian Soldiers III. 1.20 
"Ora Pro Nobis" : III. 1.13, III.2.15 

"Pack Up Your Troubles": III.2.20 
"Paddy McGinty's Goat": III.2.29 
"Papillons, Les" : III. 1.17 
"Parade March": 1.3.30, II.2.1.13 
"Pas de Quatre Skirt Dance": II. 1.3, II.2.2.10 
"Pasadena": III.2.50 
"Patriotic Airs": III. 1.32, III.2.11 
"Peaceful Henry": III.2.49 
"Peggy O'Neil Waltz": III.2.42 
"Persian Rosebud": III.2.66 
"Petite Tonkinoise": 1.3.14, II.2.1.11 
"Piney Ridge": III.2.19 
"Poet and Peasant Overture": 1.1.6 
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"Poppies": 0.2.2.8 
"Popular Song Mcdlcy(( 17331 /2-4 parti)": 111,2,19, 

i l l 2 10 
"Prairie Flower March": I I I .2.21 
"Pielly rhinj-s": I I I ? V> 
"Punjabi M.ih I." I I I I 6 
"Punjaub March" III I 18, III I 63 

I'ii'.NN fool Man ir III 2 II 

"Red Rooted Chalet**: III 2 65 
R e d , White and Blue**: H i 2 . l l 

"Riviera Rose": m.2.50 
"Roaming": 111.2.41 
"Roamin' In The Gloamin": 111.2.12 
"Rosary": III. 1.13, 01.2.15 
"Rose Marie": III.2.56 
"Roses of Picardy": III.2.26 
"Rugby Parade": 1.1.11 
"Rule Britannia": 1.4.1, III.2.11 

"Sailing": 1.4.1 
"Sally's Come Back": III.2.55 
"Save Your Sorrow": III.2.57 
"Say it While Dancing": III.2.46 
"Scotch Reels": 1.5.3,1.5.7 
"Scottish Airs": 0.2.1.42 
"See-Saw": 1.4.2 
"Shanghai": III.2.55 
"She ' s Ma Daisy": III.2.12 
"Shine": III.2.50 
"Shores of Minnetonka": III.2.46 
"Show Me the Way To Go Home": 111.2.55 
"Signora": III.2.29 
"Silver Heels": 1.3.7, 0.2.1.14, II.2.2.5, III.1.9, 

111.2.1,1V. 1.1.6, IV. 1.3.3 
"Since Chumley Came Back": III.2.19 
"Sirenes Waltz": 1.3.6, III. 1.8 
"Sister Susie": III.2.12 
"Skirt Dance": 1.3.3 
"Sleepy Head": III.2.61 
"Sleepy-time Gal": III.2.61 
"Smile Will Go a Long, Long Way": 01.2.50 
"Smoky Mokes": 0.2.1.26 
"Soldiers of The King": III.1.32,1II.2.11 
"Somebody Loves Me" : III.2.54 
"Somebody's Lonely": III.2.61 
"Sons of the Brave": 1II.2.63 
"Sorella": See Mattchiche 
"Sourires Waltz": III. 1.8 
"Speak": III.2.61 
"Spread Out, Lads" : III.2.32 
"Sprig ofShilalah": 1.3.2, III. 1.11 
"Stars and Stripes Forever": 111.1.16, 111.2.22 

"Take a Little One-Step": III.2.56 
"Tarn O'Shanter": III.2.32 
"Tea for Two": III.2.56 
"Tennessee": 01.2.19 
"That Makes Me Love Her All The More": III.2.60 
"That Night In Araby": III.2.60 
"They all Love Jack": 1.4.1 
"Thin Red Line": III.2.62 
"Thistledown": II.2.1.3, III.1.10 
"Till the Boys Come Home": 01.2.18 
"Till We Meet Again Waltz": III.2.30 

I.. l l u v W a l l / ' I I I I 4 

I o n v S p . i p m i I N * I m l " I I I 1 H 

" l o o M . I M N A l O l l l w l K o m i * " I I I .' '•><> 

"Torchlight March 111,1,5, in 2 23 
"Torcmloi Willi/": I I I 2.51 

i otern i • >• • > rom*' 111 i.56 
L O U I Pane*' in i 19, M I ! 40, IV I ! 2 

" i o y i > i i i i i i Major11
 I I I . 2 . 5 7 

i rail «>I ih«-1 onosoms Pine*' III.l 24,10.2.6 
I l o v a l o i e , I I M i M U K - " III.2 ( v l 

i h u l l . . . I I I I 19 

' i wii\i- oH look MI Night": 1 1 1 . 2 . 5 0 

1 wo 1 m i . - ( M I ' , in Blue": 1.4.2 

1 ih lc Sambo" III 141 
"Undei Freedom*! Flag" 1 1 22,1.3.31,0.2.1.29,01.1.21, 

m.2.39 
" I ' . W I N (Ik- DOUBLE- l a g l e " : 1.1.16, I I .2 . 1 . 3 8 , I I I . 1.2, 

fJI.2.63 
1 N I N den 1 Inden": 01.1.7 
1 fp to Date Tops'": 0.2.1.17 

"Vive I A m o u r Waltz": II1.2.33 

"Wail B Bit Susie": 111.2.54 
"Waiting for the Robert E Lee" : III.1.25, III.2.7 
"War March of the Priests": II.2.2.4, III.2.43 
"Washington Post": III. 1.16, III.2.22, III.2.63 
"Waves of the Danube": 1.3.18, II.2.1.15, III. 1.1, IV. 1.1.2 
"Wedding Glide": III. 1.26 
"Wedding of Sandy McNab": III.2.12 
"Wellington": III.2.63 
"Welsh Melodies": 1.3.15, IV.1.1.3 
"What Can I Say After I Say I'm Sorry": 01.2.61 
"What Do You Do Sunday Mary? " : III.2.54 
"What Good Is Good Morning? " : III.2.61 
"When I Leave the World Behind": III.2.19 
"When Love Peeps In": III.2.28 
"When You and I Were Seventeen": III.2.57 
"When You're a Long Way From Home": III.2.20 
"Where the Blue-eyed Marys Grow": III.2.28 
"Where There's a Girl There's a Boy" : III.2.29 
"Whistling Rufus": 1.1.1, 0.2.1.6 
"Who Takes Care of the Caretaker's Daughter": III.2.57 
"Why Didn't You Tell Me? " : 01.2.28 
"Why Don't My Dreams Come True? " : 01.2.57 
"Wild Wild Women": 10 . 2 . 2 9 
"Wimmin": 01 . 2 . 41 
"With Sword and Lance March": 0 1 . 1 . 2 
"Won't Go" : 01 . 2 . 58 
"Woodland Flowers": 1 . 1 . 1 9 , 1 . 5 . 5 , 0 . 1 . 1 , 0 . 2 . 1 . 1 , 

1 0 . 1 . 1 4 , 1 0 . 2 . 3 
"Woodland Whispers": 1.1.20 
"Words of Love" : 1 .3.21, IV. 1.1.9, IV.1.3.4 

"Yearning": 10 . 2 . 5 7 
"Yes , We Have No Bananas": 01 . 2 . 4 6 
"You're in Style": 10 . 2 . 2 8 
"You've Got That Irish Way Wid Ye 10 . 2 . 5 2 
"You Made Me Love You" : 1 0 . 1 . 2 4 , 1 0 . 2 . 6 

http://Hi2.ll
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NOTES 

1. I have purposely ignored all listings on the internet, as they are usually impossible to verify for country of issue. A large 

collection of record catalogues, including some used for this article, is available on-line in the British Library Sound Archive 

at http://sounds.bl.uk 

2. For more details of Prince's life, see Randall C. Merris: "Dutch Daly. Comedy and Concertinas on the Variety Stage," 

PICA 4 (2007): 17 (online at www.COncertina.org)> Stuart Eydmann: "The Life And Times O f The Concertina: The 

Adoption and Usage of a Novel Musical Instrument with Particular Reference to Scotland," Ph.D. dissertation, Open 

University (1995), Chapter 7 (online at w w w concertina.com )• 

http://sounds.bl.uk
http://www.COncertina.org
http://concertina.com
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H I S T O R I C A L D O C U M E N T 

The Concertina and the 
Society for Music Theory (USA) 

I N T R O D U C T O R Y N O T E BY A L L A N ATLAS 

It isn't every day that the concertina hobnobs with "learned societies" (as "learned societies" 
like to be called). To be sure, I performed with the New York Victorian Consort at a lunchtime 
concert at the 2005 Annual Meeting of the American Musicological Society; but that fine group 
leans toward a kind of "elitism-//Vc°" these days. The Society for Music Theory (SMT), on the 
other hand, is rather more staid and cerebral, even, perhaps, czxzbr al-issimo). So when I heard 
that a doctoral student in music theory at Yale University had read a paper about the concertina 
at the at the 2009 SMT meeting in Montreal, I was momentarily shocked. But so it was. The 
student, now a full-fledged Assistant Professor o f Music Theory at The Ohio State University, 
was Anna Gawboy, whose article "The English Concertina as an Instrument of Science" appeared 
in PICA, vol. 8 (2011), and the paper 'was "The Wheatstone Concertina and Symmetrical 
Arrangements of Tonal Space," which was subsequently published in the Journal o f Music Theory, 
53/2 (Fall 2009) and which we are hoping to reprint in our lOth-anniversary issue in 2013. 

As a record of that occasion (as noted, it is not an everyday event), we offer reproductions 
of the cover page of the SMT program booklet, the table o f contents, and, most notably, the 
abstract o f Anna's paper. 

NOTES 
1. About that article, see the exchange between Goran Rahm and Anna Gawboy in this issue. 
2. In the meantime, readers can find the article online at: 

http://jmt.dukejournals.org/content/53/2/163.full.pdf+html. 

http://jmt.dukejournals.org/content/53/2/163.full.pdf+html
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PHYSICAL1TIES il 
Julian Hook, Indiana University, Chair 

Toward a Theory of Keyboard Topography 
Neil Minturn, University of Missouri, 
and M. Rusty Jones, Butler University 

We offer a new means for interpreting pitches, guided by the interaction 
of keyboard topography and set theory. In binary space, notes are 
classified as a sequence of white or black keys. In color space, intervallic 
distances are measured via paths that traverse adjacent black keys or 
white keys. At the more abstract level of binary space, white/black 
(W/B) strings are read as binary numbers. A given cardinality of W/B 
strings generates a dihedral group with associated operations that model 
transformations in binary space. At the more concrete level of color 
space, intervals are measured with respect to key color. For example, 
Db4-to~Eb4 is interval 1 since it moves from one black key to the next 
adjacent black key. Similarly, B3-to-C4 and C4~to~D4 are both instances 
of interval 1 since in each case, we move from one white key to the next 
adjacent white key. In short, keyboard topography elevates our 
awareness of the symbiotic relationship between performance and 
analysis. Tactile relationships not appreciated in more traditional analysis 
lead us to new insights into musical structure. The theory is illustrated in 
several analytical examples, including the piano music of Bartok. 

The Wheatstone Concertina and Symmetrical Arrangements 
of Tonal Space 

Anna Gawboy, Yale University 

Around 1829, the British physicist Charles Wheatstone invented the 
concertina, a bellows-driven free-reed instrument. Wheatstone designed 
the fully-chromatic button layout of the standard concertina around a 
latticed core of diatonic fifth and third cycles, and positioned accidentals 
on outer rows beside their natural counterparts. In a patent of 1844, 
Wheatstone proposed several other lattice-design layouts based on equal 
cyclic octave division to facilitate transposition and playing in remote 
keys. 

My paper explores these symmetrical button layouts as music-
theoretical constructs and describes how they interact with bodily 
reflectional symmetry from a performer's standpoint. Yet, these layouts 
are also a clue to the concertina's hidden intellectual history, concealed 
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by its widespread reputation as a folk instrument I s h o w h o w 

Wheatstone's designs were inspired by (lie w o r k o f eighteenth century 
acoustician Leonid Elder, and h o w the instrument later became a vehicle 
for scientific acoustic research in the hands o f Alexander Ellis and 
Robert Bosanquet. 1 argue that tins modest instrument represents a 
practical manifestation of the acoustic and music-theoretical concerns 
that also prompted the later, more familiar uses of networked 
representations of tonal space of the German dualist theorists. 

F O R M A L PROCESSES IN SCHNITTKE A N D S A A R I A H O 
Yayoi U. Everett, Emory University, Chair 

Out With the Old and In With the New—or—Out With the New and 
In With the Old: Voice-Leading Strategies in the First Movement of 

Alfred Schnittke's Concerto for Choir 
Bryn Hughes, University of Western Ontario 

Some of the most provocative moments in Alfred Schmttke's music are 
achieved through the jarring juxtaposition of vastly different musical 
ideas. Schnittke often creates striking effects with a piecemeal 
compositional language that borrows disparate material from various 
points in history. On an initial listening, his Concerto for Choir (1984-
85) might seem inconsistent with this aesthetic. Each of the four 
movements sets a poem from the Book of Lamentations by tenth-century 
Armenian poet Gregory of Narek. Throughout the first movement, 
Schnittke employs diatonicism and common-practice harmonic structures 
to evoke an "o ld" tradition. However, several musical details place the 
movement in a distinctly "new" sound-world. It is through this sense of 
opposition that Schnittke achieves the musical heterogeneity with which 
he is typically associated. This paper focuses specifically on the methods 
that Schnittke employs to create the opposition of "o ld" and "new" 
within the harmonic language of the first movement of this work. I create 
an abstract compositional space that reveals the potential of these 
techniques within a more confined musical system. Using this as a 
model, I highlight several moments in which complex manipulations of 
this system support the notion of opposition present throughout the 
movement. 
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The Lost Chord-The Sound of Leather. Dave Townsend, concertina; 
Phil Humphries, serpent. The Serpent Press SER Oil (2011). 

Peer through the front of the plastic case o f this C D , and you'll see a photo o f Phil 
Humphries and Dave Townsend smiling cheerfully as they look us straight in the eye. Flip the 
case over and consider the photo on the back of the C D : the musicians are still smiling, but 
now we see them in profile, and we can only guess at whom or at what they're gazing. Why do 
they avert their eyes? Why don't they look at us directly? Is this change of posture symbolic, 
and does it say something about the C D in the case? For me, at least, it does. If, upon listening 
to the first track, an arrangement of John Philip Sousa's Liberty Bell, I was smiling uninhibitedly, 
my expression had changed (the equivalent o f our musicians' turning aside) by the time I reached 
the end o f the last track (there are fourteen in all), a performance of Edward MacDowell's To a 
Wild Rose. Simply put, I found that fifty-three minutes and forty-seven seconds of concertina 
and serpent was just too much to bear. • 

Although readers o f PICA will hardly need an introduction to either Dave Townsend—and 
let me make it clear immediately: I think he's one o f the very best English-system players 
around—or his 1910 Wheatstone Aeola, perhaps a few words are necessary about both the serpent 
and Phil Humphries (in that order). 

Briefly, the serpent is a conical tube made of wood (walnut was a favorite) that has been 
carved into what might be described as overlapping letters " S " (unwound, the instrument is 
eight feet long). 1 Early on (see below) serpent makers carved and hollowed out two complete 
halves and then glued them together; later, and especially in nineteenth-century England, 
manufacturers constructed the instrument by joining together shorter sections. In both instances, 
the wood was covered with leather. The smaller end o f the instrument (as they go from the 
bottom to the top of the instrument, the " S " curves become increasingly compressed and the 
bore becomes narrower), is then outfitted with a brass crook and a trombone-like mouthpiece 
made of ivory or horn. Originally made only with side holes, it eventually picked up keys, which 
increased its playability. 

Developed about 1590 by one Edme Guillaume, a canon at the Cathedral o f Auxerre, the 
instrument, which was, in effect, the bass o f the made-of-wood cornett family, found its first 
home in the church, where it was used to support the performance of Gregorian chant. During 
the seventeenth and eighteenth centuries it spread to England and Germany, respectively; and 
though it continued to be used in sacred music—in England, it was part of the Victorian "west 
gallery" tradition—it also made its way, during the nineteenth century, into military bands. 

Two final comments: (1) though the serpent had seen its better days by the nineteenth century, 
it still drew the attention o f a number of major composers, as such luminaries as Wagner, Rossini, 
Verdi, Berlioz, and Mendelssohn, whose oratorio St. Paul was performed at Liverpool in 1836, 
all wrote for it; nor should English readers in particular forget that the instrument appears in 
the original version of Handel's Music for the Royal Fireworks of 1749; and (2) there is no more 
delightful way to gain a picture of the instrument's use in the "west gallery" tradition than to 
rummage through the works of Thomas Hardy, whose grandfather and father had participated 
in it. Thus in Under the Greenwood Tree. 

"They should have stuck to strings as we did, and keep out clar'nets and done away 

REVIEWS 
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with serpents. If you'd thrive in musical religion, stick to strings, says I." 

"Strings be safe soul-lifters, as fur as that do go, " said Mr. Spinks. 

"Yet there's worse things than serpents," said Mr. Penny. "Old things pass away, 

'tis true; but a serpent was a good old note, a deep rich note was the serpent." 2 

As for Phil Humphries: though I know nothing about the community of serpent players and 
not much more about the instrument than I have noted above (I can add that its lowest note 
is "great" C and that its range extends upward from there for about two and one-half octaves), 
I think it safe to say that Humphries is one o f the instrument's leading players, a member o f 
both the Mellstock Band (along with Townsend) and the London Serpent Trio, as well as the 
highly-regarded Gabrieli Consort and Players. 

How, then, does a C D by two such talented musicians miss the mark? It does so by becoming 
monotonous after just a few tracks. There is just not enough variety. When the concertina is 
in the forefront with the melody, the serpent is reduced either to the kind of tuba-like um-pah 
to which it would be relegated in a military band or to arpeggiating the underlying harmonies. 
In both instances, it becomes tiresome. At times it's worse than that, as when: (1) it takes the 
bass line o f the slow section of Vittorio Monti's famous Czardas, where it is downright distracting, 
or (2) it fights against the all-vocal homogeneity o f Gustav Hoist's setting of the folksong Swansea 
Town, the upper three voices of which are played on the concertina; the difference in timbre 
between the two instruments tears Hoist's homogenous setting to shreds. Granted, there is some 
relief when the serpent comes to the forefront and takes one or another melody in its upper—and 
quite lovely—baritone-voice-like register. This works nicely in Ivanovici's well-known Waves of 
the Danube (Donau-WelJen), not quite as well in the "Berceuse" from Benjamin Godard's 
little-known opera Jocelyn, and fails miserably in the arrangement of the opening o f the second 
movement o f Tchaikovsky's Symphony No . 5 in E minor, Op . 64, in which, while the serpent 
is a perfectly suitable substitute for the French horn, the concertina fails entirely as a make-do 
string section. 

A second problem has to do with some o f the reportorial choices. N o one should have to 
listen to six minutes of Albert W. Ketelbey's In a Persian Market. And I have to wonder about 
ending the program with Edward MacDowell's To a Wild Rose. It reawakened painful memories 
o f Mrs. Valliant's eighth-grade music appreciation class; I can only say that I hope never to hear 
the piece again. 

That I have sounded rather mean-spirited I know full well. In the end, two really terrific 
musicians have, I think, simply miscalculated. What would have been novel and even "cute" 
had it occupied no more than a track or two on a wide-ranging C D ran itself into the ground 
when trying to fill up an entire program. There are times when less is more! 

N O T E S 

1 What follows draws upon the online version of The New Grove Dictionary of Music and Musicians, 2 n d ed., 
ed. Stanley Sadie and John Tyrell: www.oxfordmusiconline.com. See also the informative website devoted to 
serpents and related matters at www.serpentwebsite.com. 
2 Under the Greenwood Tree, (1874), Part 1, Ch. 4. On Hardy's use of the serpent in his works, see jhe fine 
article by Douglas Yeo, "A Good Old Note: The Serpent in Thomas Hardy's World and Works," The Hardy-
Review %/\ (Spring 2011): 32-48, where the passage just quoted appears on p. 40. 

http://www.oxfordmusiconline.com
http://www.serpentwebsite.com
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House Dance: Dance Music Played on the Anglo-German Concertina 
by Musicians of the House Dance Era a CD-ROM by Dan Worrall, 
Musical Traditions Recordings, MTCD251 (2012). 

R E V I E W E D BY G A G E AVERILL 

One o f the most global o f popular music-dance movements before the advent of the 
twentieth century was the vogue for house dances and their characteristic waltzes, schottisches, 
polkas, mazurkas, and quadrilles played on instruments such as fiddles and, most importantly 
for this project, Anglo-German concertinas. Although the polkas, waltzes, and other genres were 
prevalent throughout Europe and in the European colonial holdings, the house parties and 
Anglo-German concertinas that were played in them were most often found in the areas o f 
English and German/Dutch linguistic influence (Ireland, England, the U.S., Canada, Germany, 
South Africa, Australia, and nearby regions). 

In his earlier encyclopedic history of the Anglo-German concertina, Dan Worrall discussed 
the fascinating and coincident rise of the concertina, the early European social dance repertory, 
and contexts such as the house dance. In the 2012 multimedia CD-ROM, House Dance: Dance 
Music Played On the Anglo-German Concertina by Musicians of the House Dance Era (Musical 
Traditions MTCD251) , Worrall distills this portion of the concertina history in a succinct online 
booklet replete with many well-chosen photographs and figures as well as over 200 MP3 sound 
files. 

The appearance o f concertina fingering patterns in Chapter 2 signals that this CD-ROM 
production has a concertina-playing audience in mind, a fact that allows the author to dispense 
with a lot o f extraneous background and descriptions and get right to the heart o f the house 
dance phenomenon and the "octave style" o f Anglo-German concertina playing, 1 which the 
author attributes to the need to play simple, rhythmic, and loud accompaniment (unamplified) 
in the raucous context o f social dances. Compared to most contemporary styles o f playing the 
concertina, the octave style heard and discussed in this CR-ROM is shockingly un-ornamented 
and deliberate in its pace. 

The house dance phenomenon evolved into a myriad o f local forms such as Irish 
crossroads dances, Australian bush dances and woodshed dances, and American barn dances. 
The descriptions of these events in Chapter 3 and the history of the social dance genres in 
Chapters 4-5 make for illuminating reading, and should be o f more general interest to readers 
beyond those already familiar with the concertina. The second half o f the CD-ROM focuses on 
chapter-by-chapter looks at national traditions, and the portraits o f individual performers and 
their styles in these chapters, with their many recorded examples, is a singular achievement o f 
this project. 

By and large, the recordings are of elderly performers recalling the style in which they 
played in the era before World War I, and these recordings are immensely charming and 
illustrative of the musicians and their times. I'm pleased that Dr. Worrall decided to also include 
sound files o f interviews with interlocutors talking either about house parties or the octave style 
of playing; these help to make the historical epoch feel fresh and personal. Worrall has also 
included a number o f transcriptions of the songs in octave style. The two chapters prior to the 
final one portray the work o f some contemporary performers who use the octave approach 
followed by a tutorial on playing in this style. The final chapter (this might better have been 
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termed an appendix) provides additional resources for further study, and it is followed by a 
discography. 

Although some o f the written content reproduces the outlines of Worrall's earlier study, 
the presentation here is refreshingly focused and aligned with the audio clips. It makes for a 
wonderful experience to read through the generally brief chapters and to listen to the audio files, 
an experience I would recommend to every concertina player interested in the historical 
dimension o f the instrument, its repertory, and its contexts. With this CD-ROM, Dan Worrall 
has made a striking contribution to the world of the Anglo-German concertina and its enthusiasts. 
The C D - R O M is available through the website: www.mustrad.org.uk. 

N O T E 

1. The Anglo-German Concertina: A Social History, 2 vols. (Fulshear, TX: Concertina Press, 2009). 

http://www.mustrad.org.uk
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Communicat ions/Rahm/1 
The following communication is from Goran Rahm: 

This communication reflects upon the very interesting article by Anna Gawboy, "The 
English Concertina as an Instrument of Science," which appeared in PICA, 8 (2011). 
Ms. Gawboy assumes that the keyboard design of the 48-key Wheatstone concertina described 
in Wheatstone's patent of 1844 was governed by various theories of acoustics. Evidence for this, 
she states, may be found in contemporary literature on the subject. Yet most of the references 
that she cites date from after 1844, as does, for example, this quotation from Alexander John 
Ellis, which appears in his article " O n the Conditions, Extent, and Realization of a Perfect 
Musical Scale on Instruments with Fixed Tones" (Proceedings of the Royal Society of London, 
13 [1864-1864], 103): " [ . . .] the concertina, invented by Prof. Wheatstone, F.R.S., has 14 manuals 
to the octave, which were originally tuned as an extension o f Euler's 12-tone scheme." To be 
sure, Leonhard Euler had twelve pitches to the octave according to simple, mathematical "pure" 
relations that go back to Pythagoras. Adding two more is merely one of many examples o f 
approximations to gain better musical acceptance of consonance, which in turn resulted in tonal 
systems o f 17, 19, 22, 31, 35, 43, 53, and more pitches to the octave, which results* in 
insurmountable obstacles when trying to construct instruments with corresponding numbers o f 
buttons. In this respect, the concertina with fourteen pitches per octave was fairly modest in 
scope. 

When investigating the background o f the concertina keyboard, to draw upon evidence 
that appeared after the invention may risk heading in the wrong direction. Since afterthoughts 
and modifications that grow out o f an invention usually result in new applications, it might be 
better to look for the origin of the concertina's keyboard in Wheatstone's 1829 patent for his 
Symphonium. Here Wheatstone explicitly states that the choice of two parallel rows and the 
alternation of sides for the diatonic scale was determined by his wish to make the keyboard as 
compact as possible. When semitones are introduced later, four different methods are described, 
of which three are mechanical. Only one of these methods consists exclusively of the addition 
o f outer rows for the semitones (thus somewhat similar to the concertina keyboard of 1844). 

Communicat ions /Rahm/ 2 
Moreover, that method is shown only in E flat, and the logic of the layout can be practiced 

only in the keys o f B, E, E flat, A flat, and D flat, not in C, which makes it useless in connection 
with un-equal temperaments commonly based on the key o f C as the reference point. 
Consequently, there are no indications that the design o f the Symphonium keyboard was guided 
by either acoustic theory or the requirements of un-equal temperaments. 

What, then, does this say about the 1844 concertina keyboards? The earliest known 
concertinas (Wheatstone No . 32, for example) had just a few semitones—significantly, they did 
not have the D sharp/E flat or G sharp/A flat couplings—and thus resembled some of the 
Symphonium keyboards, which also had just a couple of semitones as well. Then there seems to 
have been a gradual addition of semitones along the outer rows until the 48-key layout was finally 
completed. Charles Wheatstone puts forward that "each flat or sharp note is placed by the side 
of its natural note." Again, there is not a word about tuning or temperament. Unlike the logic 
o f the Symphonium keyboard, that of the concertina may be practiced in all twelve keys. 
Although the declared scheme, using the two middle rows for the diatonic scale and the side 
rows for corresponding flats and sharps, may be used in all twelve keys if equal temperament is 
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in place, by accident it is only in the key of C that the separate pitches for D sharp/E flat and 
G sharp/A flat (or analogous notes in other keys) can be practiced with either just or meantone 
temperament. This was hardly an intentional design; it merely happened that it turned out handy 
in connection with unequal temperaments. Wheatstone also describes four other keyboard 
patterns, these motivated by the performance o f two-part music, fingering o f chords, and taking 
more than one note with a single finger. Once again, there is nothing about tuning, 
temperaments, or theories o f acoustics. Yet if such considerations had actually determined the 
keyboard layouts of either the Symphonium or the concertina, surely Wheatstone would have 
said something about them. 

In all, I believe that the keyboard layouts were initially guided only by technical/practical 
considerations of performance, and that any historical/scientific applications or justifications 
ought to be seen as later off-springs from the earlier inventions—a common experience. 

Anna Gawboy responds: 
Mr. Rahm errs in his basic assumption that Wheatstone's diverse fields o f scholarly inquiry 

and invention did not overlap. In fact, the defining feature of Wheatstone's work was the degree 
to which his scientific, speculative, popular, and practical interests informed one another. William 
Adams, Wheatstone's colleague in the Royal Society, wrote, "There is one characteristic, at least, 
which runs through all of [Wheatstone's] 'investigations: he always sought to embody the results 
o f his study of the laws o f nature in a practical form, so that they might be beneficial to 
mankind." The historical record indeed indicates that Wheatstone's scientific pursuits 
contributed to his development of the concertina and that his contemporaries in the Royal 
Academy used it as a demonstration instrument in their debates over tuning, temperament, and 
the physical basis o f music. (Rather than reiterate my evidence here, I refer interested readers to 
another article, "The Wheatstone Concertina and Symmetrical Arrangements of Tonal Space," 
Journal of Music Theory, 53/2 [2009]). Mr. Rahm is correct when he states that the Wheatstone 
concertina patents do not contain specific information on tuning or temperament, but incorrect 
in the conclusions he draws. I have argued that Wheatstone's silence in the patents regarding 
the concertina's temperament and his introduction of a mechanism by which a performer could 
alter the instrument's pitch indicate Wheatstone's desire to make the concertina as adaptable to 
as many different tuning situations as possible. This was by no means a neutral act on 
Wheatstone's part; rather, the concertina's adaptability to different systems placed it at the center 
o f the heated nineteenth century debates over tuning and temperament. Such debates took place 
among musical scholars and acousticians, in lecture-demonstrations and in print, as well as 
among performers, both onstage and in the drawing room. The fact that the concertina was so 
often referred to in these debates speaks to both the practical and scientific sides o f its heritage. 
To deny this history is to deny an important aspect o f the concertina's nineteenth-century 
reception. 

Editor's note: we plan to reprint Ms. Gawboy's Journal of Music Theory article in the next issue 
(vol. 10) of PICA. 
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Gage Averill (gage.averill@ubc.ca) is Dean of the Faculty o f Arts at the University of British 
Columbia and serves on the Board o f the Society for Ethnomusicology as its Past President. 
An ethnomusicologist specializing in Caribbean and North American music, he received two 
Grammy Awards nominations in 2010 for the box set Alan Lomax in Haiti, 1936-37, and has 
won prizes for his books on barbershop singing and Haitian popular music. He has played 
the Anglo concertina for the past thirty-seven years. 

Allan Atlas {aatlas@gc.cuny.edu) has recently been presenting lecture-recitals titled "The 
Serious Concertina" at venues within striking distance o f The City University o f New York 
Graduate Center, where he teaches music history; his scholarly research is focused mainly on 
the music o f Ralph Vaughan Williams. 

Helmut C . Jacobs (helmut.jacobs@uni-due-de) was born in Bonn in 1957; he took his first 
accordion lessons at the age of ten, and has since won prizes at competitions both national 
and international, with numerous solo and chamber works have been written for him along 
the way. He is also involved with the largely forgotten repertories for English concertina and 
harmonium, and has recorded several C D s and turned out a number of publications about 
them. Jacobs is currently Professor of Romance Philology at the University o f Duisburg-
Essen. 

Randall C. Merris (rmerris@merris.org) has contributed a number of biographies to PICA: 
Marie Lachenal (with Faye Debenham, vol. 2), "Dutch" Daly (vol. 4), Tommy Elliott (with 
Viona Lane and Chris Algar, vol. 5), Carlo Minasi (vol. 6), the "ensemble" o f the Lachenal 
Sisters, Richard Blagrove, Ellen Attwater, Linda Scates, and "Dickens" (vol. 7), and Frederick 
W. Bridgman (vol. 8). 

Frances Wilkins (rrances@rranceswillcins.com) is an ethnomusicologist and researcher in 
Scottish and North American musical traditions including fiddle music, sacred singing, Gaelic 
music, English concertina, and "soundscapes" studies; she is a visiting lecturer at Aberdeen 
University in Ethnomusicology and Scottish music, and regularly gives workshops and 
lectures on various aspects Scottish music. As a concertina player she performs with a number 
o f different groups in the British Isles and abroad. 

Wes Williams (wes@lvcott.rsnetco.ulc) was fascinated by a 46-key Maccann Duet concertina 
and its history while studying Electrical and Electronic Engineering at Kingston University, 
Surrey, in the early 1970s; after moving to Somersetshire in 1974, he slowly accumulated 
information on concertina makers, and in 2001 wrote a brief and inaccurate summary for 
Concertina.net, which led to contact with fellow researchers; while searching for information 
from the International Concertina Association (founded in 1952), he volunteered for the job 
o f Archivist, and is now attempting to relocate, preserve, and make available the information 
gathered by the Association during its 60-year-long history. 
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The International 
Concertina 

Association (ICA) 
Established over 50 years 
to promote and preserve: 

the playing of the concertina 
the music of the concertina 
the history of the concertina 

For a nominal fee join hundreds of our members to 
enjoy access to one of the largest libraries of 

concertina music in the world, an ever growing 
archive of concertina documents, and free copies of 

our publications :Concertina World & its Music 
Supplement and of course PICA (Papers of the ICA)! 

Don't squeeze alone -
squeeze together! 

For membership details contact 
The Membership Secretary 

Oak End, 23A Bedford Road, Northill, 
Biggleswade, Bedfordshire, SG18 9AH 

Email : membership@concertina.org 
Internet: http://www.concertina.org 
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