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ANNA GAWBOY

In 1865, a concertina enthusiast turned pamphleteer named William Cawdell
described the considerable attractions of the instrument:
Wherever introduced [the concertina] has been cordially appreciated on
account of its sweet tone, facility for correctly rendering passages of
sustained notes as well as harmony, and power of expression, however
varied. It is portable, and adapted to every style of composition,
blending with other instruments or making a delightful addition to
Vocal Music (Cawdell 1865, 6).
As a complement to these many virtues, the concertina “exhibits a peculiar
fitness for elucidating the general principles of harmony[ . . . ]”(5).
Not only are thirds, fifths, chords, and octaves found in the readiest
manner but the dominant is really over the key note, and the subdominant under it: illustrating some of the rules of Musical Science as
perfectly as if the position of the keys had been taken from the diagrams
in some theoretical works on the formation of chords (8).
This versatile and rational instrument, pictured in Figure 1, was the brainchild of the British physicist Sir Charles Wheatstone (1802-75), knighted for his
accomplishments in acoustics, optics, electricity, magnetics, and cryptography.
Wheatstone is perhaps best known for his contributions to the development of the
telegraph, typewriter, and the Wheatstone Bridge, an instrument used to measure
electrical resistance (Bowers 2002). Born to a family of instrument makers, Wheatstone’s earliest inventions were musical. In 1829, he registered a patent describing
what became known as the English concertina and put it into commercial production in the following decade. By mid-century, the concertina had secured a place
not only in the drawing rooms of well-to-do amateurs but also on the concert stage,
where virtuoso concertinists such as George Case, Giulio Regondi, and Richard
Blagrove tested the limits of the newly-invented instrument (Atlas 1996, 1-11;
Wayne 1991).
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Fig. 1. Drawing of the treble English concertina from Wheatstone’s 1844 patent:
(a) Left-hand side

(b) Right-hand side
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Fig.2.
(a) Button layout of the English concertina

( b ) Concertina range

( c ) Interval arrangement for natural pitches
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Figure 2 shows the 48-key layout of the treble English concertina (henceforth
just “English,” unless otherwise noted) , which possesses a range of three and a half
octaves, from g to c’’’’. Wheatstone deliberately pitched his treble concertina so that
it would have approximately same range as the violin. The company also manufactured tenor and baritone concertinas whose ranges rached down to c and G,
respectively (Wheatstone & Company, 1848), and which, in consort and with the
addition of the bass concertina, could play music written for string quartet. In fact,
such an ensemble debuted in London at the Hanover Square Rooms in 1844,
consisting of Blagrove, Case, Regondi, and Alfred B. Sedgwick (Atlas 1996, 52).
The English concertina’s pitches are partitioned between two fingerboards, located
on either end of the instrument, with buttons arranged in four rows for each hand.
The two inner rows on each face consist of a cyclic arrangement of natural pitches,
progressing vertically by diatonic fifth and diagonally by diatonic third. These
inner rows are usually played with the index and middle fingers, numbered “one”
and “two,” following the convention of string players. The instrument’s seven
accidentals—A flat, Eflat, Bflat, Fsharp, Csharp Gsharp, and Dsharp—are conveniently located on the outside rows next to their natural counterparts.
Of course, Wheatstone could have achieved full chromaticism for the concertina with only five accidentals, but his design features separate buttons for the
pitches Eflat/Dsharp and Aflat/Gsharp. These “extra” buttons were not merely
intended to provide the player with a wider array of fingering options, a function
they serve for concertinists today. An 1848 advertisement for the concertina
described these accidentals as “for the purpose of making the chords in different
keys more perfect and harmonious than they can be on the Organ or Pianoforte”
(Wheatstone & Company, 1848). In its early decades of production, Wheatstone &
Company tuned their concertinas to a species of unequal temperament which
yielded two different pitches for these enharmonic pairs. The precise nature of the
concertina’s early temperament will be discussed in greater detail below, after a look
at the practical aspects of the concertina’s button-board arrangements.
Wheatstone’s button layout had three immediately obvious advantages: first,
the fifth-and-third network of pitches on each face helped the player easily locate
most triads and seventh chords as either a triangular or diamond-shaped button
pattern; second, the position of accidentals enabled a change of mode from any
natural triad to its parallel by moving the finger to an outside row; finally, as
Cawdell (1865, 8) pointed out, the vertical fifth cycle enabled players to locate
pitches of the subdominant triad below the tonic and the dominant triad above it
for most keys.
Early publicity for the instrument stressed the ease with which the concertina
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could be learned. At literally the push of a button, a concertinist could perform
much of the music written for violin or flute, eliminating the time players of these
other instruments would spend developing bowing technique, intonation, and
embouchure. Additionally, the aspiring concertinist’s family would enjoy the fact
that “the notes are easily produced and sustained, so that the practice of beginners
need not be excessively disagreeable to others, in striking contrast to the Flute,
Clarionet, Violin, or even Cornet if played in the house” (Cawdell 1865, 13).
Beginning readers of music would find their left-hand pitches notated on the lines
of the treble staff, while their right hand pitches fell in the spaces. “This is easily
remembered as the letter ‘l’ begins the word left and also lines,” Cawdell (9)
reassured the more forgetful tyros. This partition meant that the odd-numbered
diatonic intervals needed for chord formation were played within the same hand,
while all even numbered intervals, including steps, were played hand-to-hand, as in
the C major scale shown in Example 1a.
As convenient as the concertina’s layout was for playing root-position chords and
single-line melodies, it also generated potentially disorienting symmetrical reversals
Ex.1. English concertina fingering patterns:
(a) C-major scale

( b) G-major arpeggio ( 56-key treble)
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of fingering patterns for the performer. No pitch class appears twice in the same
vertical row, resulting in a distinctive hand/finger coordinate for pitches of the
same class appearing in different octaves. Example 1b shows a model of the key
patterns associated with a continuous upward G major arpeggio. As the pattern
progresses through various octaves, the triad switches from hand to hand and the
orientation of its triangular button pattern on each face flips. On a 56-key
concertina, which included the final high D, a four-octave arpeggio would completely exhaust all possible permutations.2
These symmetrical reversals of the space somewhat complicate transposition
by any intervals other than fifth and ninth. Transposition by third and seventh flips
all button patterns within the same hand, so that a fingering pattern such as 1-2-1
would be converted to 2-1-2. Transposition by any even-numbered interval—including octave—requires an awkward right-to-left or left-to-right reversal of all moves,
which has the potential to bewilder even experienced players.
Furthermore, the instrument’s layout presents some challenges for concertinists ready to go beyond single-line melodies and root-position triads. As Example
2a illustrates, a melody is easy to double in thirds, as the odd-numbered interval lies
comfortably within each hand. However, the even-numbered interval of a sixth is
divided between the two fingerboards. A passage of stepwise descending parallel
sixths, as in Example 2b, would be performed as a composite of moves up by fifth
and down by seventh within each hand. Leaps by fifth, occurring in the same
vertical row, would be by default played with the same finger, resulting in a slight
separation between pitches. A legato effect could be achieved by playing the fifth
with two different fingers, but this would require a finger to cross from an adjacent
row. If too many crosses are made, the player risks running out of fingers to
continue the pattern. Parallel octaves and tenths present similar difficulties. The
whole matter is complicated further with textures in three or more parts using
stepwise voice leading. Example 2c shows a cadential progression partitioned
between the hands. Not only does this progression require jumps for each hand up
and down the fingerboard as it moves from chord to chord, but it also entails large
splits, particularly noticeable in the subdominant and dominant sonorities. Example 2 indicates that while it is quite an elementary procedure to find triads and
seventh chords in root-position blocks, performing such chords according to
stepwise voice-leading norms on the treble concertina is a bit more convoluted.
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Ex. 2. Aspects of voice leading:
( a ) Parallel thirds

( b ) Parallel sixths, non-legato fingering

( c ) Cardential progression
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Despite these issues (or as a response to them), virtuoso concertinist-composers
such as Regondi and Case often wrote full-textured music for their instrument, rife
with contrapuntal lines, melodies doubled in octaves or tenths, and massive chords.
Example 3 provides a tiny sample of selected passages from three pieces written or
, op. 8, for unaccomarranged expressly for the treble English concertina:
panied treble concertina (1859) by George Case, and two pieces written by Giulio
Regondi, the Serenade for concertina and pianoforte (ca. 1859) and a transcription
of “Ecco ridente il cielo” from Rossini’s
(1876).3 In the true
virtuosic tradition, these works and others like them were written in defiance of the
technical and cognitive challenges presented by the concertina’s button layout.4
However, such textures must have seemed daunting to the average genteel home
music maker. If Wheatstone & Company wanted the concertina to become the
preeminent instrument of musical entertainment in British homes, it would have
to compete not just with single-line instruments such as violin and flute, but also
with the piano.5 What was needed, then, was an instrument capable of playing
melody and accompaniment textures with greater ease.
Ex. 3. Excerpts from the concertina repertoire
( a ) George Case,
thick chordal writing.

Op. 8, for unaccompanied treble (1859), mm. 1-8 :

for concertina and pianoforte (ca. 1859), mm. 20-21:
(b) Giulio Regondi,
melody doubled in tenths; mm. 36-37; melody doubled in octaves; mm. 42-43:
melody against independent accompaniment.
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( c ) Giulio Regondi, “Ecco ridente il cielo” from Rossini’s
(1876), mm.1-4: melody against arpeggiated accompaniment.

So, in 1844, Wheatstone registered a patent for a new “Double” concertina.
One Double layout, given in Figure 3, split pitches between the hands according to
range rather than their notation on lines and spaces. Wheatstone (1844, 4) wrote,
“a concertina with this arrangement of the finger stops is peculiarly adapted to the
performance of duets, or two part music, the first part being played by one hand
and the second part by the other.” As on a piano, the Double concertinist’s left
hand played bass pitches and the right hand played the treble. The two fingerboards
overlap by a ninth to facilitate the playing of contrapuntal melodies in the
soprano-alto range. Splitting the keyboard in this manner allowed the budding
concertinist to make a quicker graduation to full-textured music, such as the
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arrangement of a Rossini aria given in Example 4, found at the back of a tutorial
for the instrument. The tutorial, published by Wheatstone & Company, also
pointed out that existing music for piano could be played on the Double
without adaptation: “the music for the Double Concertina is written, like
Pianoforte music, on two staves, treble and bass; so that music for one of these
instruments may be played on the other, provided it be within the compass”
(Warren, n.d. [ca. 1850], 2).
Ex.4.

Because each hand was now responsible for all the chromatic pitches within
its own gamut, Wheatstone was faced with the challenge of designing a
button layout which would retain the English concertina’s easy-to-find
block triads, yet could also accommodate stepwise playing within the same
hand. The Figure 3a layout, which was just one of his solutions, reduced the
number of accidentals from seven to five: Eflat, Bflat, Fsharp, Csharp, and
Gsharp. Wheatstone arranged the twelve pitches of the resulting chromatic
scale into an array consisting of intersecting axes of interval cycles indicated
by Figure 3b, with semitones on the SW-NE diagonal and major thirds on
the vertical. Not only was it now fairly easy to play stepwise motion on the
Double concertina, but most major and minor chords appear near each
other as reflective triangular button patterns, as shown by Figure 3b. Only
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triads rooted on pitches of the leftmost vertical row, C, E, and Gsharp, would not
conform to this pattern.
Fig. 3:
( a ) Double concertina layout after Wheatstone’s 1844 patent, Figure 7.

(b ) Interval arrangement.

( c ) Triad formation

Page 12, PICA 10
The interval-cycle construction of the button layout leveled the technical demands
of all scales, which in turn greatly facilitated transposition. The tutorial boasted:
The scales have a regularity not possessed by any other musical instrument; for they are not only capable of being played an octave higher or
lower with the same fingerings, as octaves to each other on the pianoforte
are played, but the same great advantage is also extended to the major
thirds above or below. It is, in fact, a self-transposing instrument to a
considerable extent; four different fingerings being only required to play
in all the keys (Warren n.d., [ca. 1850], 2).
Figure 4 shows the fingerings suggested by the tutorial (4). To perform a
chromatic scale, the player places fingers 1-4 over each chromatic segment and
simply shifts up or down to continue the pattern. To play a whole step, the player
skips a finger, indicated by the dot. The scale tutorial then provided the four
different fingerings needed to play seventeen major scales, including the enharmonically-equivalent major keys of Gsharp/Aflat, Csharp/Dflat, Fsharp/Gflat, B/Cflat,
and Dsharp/Eflat.
Fig. 4. Fingering patterns from Warren
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Interestingly, the Double concertina’s conceptual indebtedness to the piano is
indicated by the fact that scale fingerings run parallel to each other, so that finger
four in the left hand plays with finger one in the right, left hand finger three plays
with right hand finger two, and so on. Had Wheatstone flipped his button layout
on the right side of the Double, he could have achieved a consistent matching of
finger number and pitch class. A pitch pattern such as C-D-E could then have
always been played with fingers 4-2-4, regardless of hand or octave. This would have
fit more naturally with the reflective position of the performers hands on opposite
sides of the instrument.6
Wheatstone’s 1844 patent includes other possible button layouts for the
Double concertina, such as that given in Figure 5a. As in the previous Double
model, left hand plays bass and right hand plays treble. Pitches are arranged with
semitones progressing horizontally and perfect fifths progressing vertically. Other
interval cycles are shown in Figure 5b. This design also features triadic pitches
clustered in triangular button patterns, with most minor and major chords positioned as reflections of each other.7 While the Figure 3 arrangement was selftransposing by major third and octave, the Figure 5 layout is self-transposing up or
down by fifth.
Fig.5.

( b ) Interval arrangement.

( c) Triad formation.
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We have now seen three of Wheatstone’s button board designs, which exhibit
two basic underlying principles. First, pitches are arrayed in lattice patterns rather
than in linear scales. From a purely practical standpoint, the lattice is the most
efficient way to position a large number of buttons on a small instrument. As
Wheatstone (1829, 8) claimed in his first patent, “this mode of arranging the studs
enables me to bring the keys much nearer together than has hitherto been done in
any other instrument of a similar nature, and thereby to construct such instruments
of greater portability.” Second, Wheatstone constructed his lattices as intersecting
axes of thirds and fifths, which ensured that pitches of most triads were positioned
close together and fell easily under the fingers. In fact, Wheatstone hoped this
would enable concertina players to take a blocked triad with a single finger.
Wheatstone (1844, 4) wrote, “in this arrangement [the Double layout pictured in
Figure 3] most of the major and minor common chords may be taken with a single
finger, as in the ordinary fingering of the concertina.” This technique would
improve the performer’s ability to achieve legato block-chord accompaniments,
even if it discouraged the use of proper voice leading (which generally runs counter
to parallelism).
Wheatstone’s button designs, then, can be appreciated from a purely practical
standpoint. However, the slight awkwardness presented by each layout suggests that
performativity was not the sole consideration driving the concertina’s various
iterations. Indeed, a discussion of Wheatstone’s button arrangements only in terms
of their practical attributes would omit an important part of the English concertina’s story.
Present-day Neo-Riemannian theorists/analysts (that is, advocates of the ideas
of the theorist Hugo Riemann [1849-1919]) encountering Wheatstone’s arrays of
interlaced fifths and thirds may find them uncannily familiar. Indeed, the Double
,
layout in Figure 5 is basically a rotated, flipped version of the
or Table of Relations from Arthur von Oettingen’s
(1866), shown in Figure 6.8
The resemblance between Wheatstone’s button layouts developed in the
period 1829-1844 and the tonal arrays which arose in German theoretical discourse
nearly two decades later is not accidental. Indeed, the concertina’s fifth-and-third
cycles and Oettingen’s “Table of Relations” have a common heritage in the work of
the eighteenth-century acoustician Leonhard Euler, who employed such a lattice to
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Fig. 6. Tonal space in just intonation from Arthur von Oettingen,
(1866).

Wheatstone’s references to Euler in his published scientific writings
indicate that he was consulting the earlier acoustician’s work roughly around
the time he was inventing and modifying the concertina (Wheatstone [1833]
1879, 62, 78, 80; Wheatstone [1851] 1879, 303-4). Additionally, Wheatstone’s
friend and colleague in the Royal Society, Alexander Ellis, revealed that
in fact been inspired by Euler, at least in regard to the
Wheatstone
concertina’s original tuning. An 1864 paper by Ellis began with a critical
consideration of Euler’s theories on tuning and scale formation, followed by
this remark:
The concertina, invented by Prof. Wheatstone, F.R.S., has 14
manuals to the octave, which were originally tuned [ . . . ]as an
extension of Euler’s 12-tone scheme (Ellis 1864a, 103).9
Ellis was referring to Euler’s diatonic-chromatic genus, comprised of the
twelve pitches in the just intonation ratios given in Figure 7a (Ellis 1864a 93;
Euler 1739, 136). Euler derived the pitches of the genus from a very simple
tuning method (1739, 147), illustrated in Figure 7b. Beginning with F, Euler’s
first step was to tune a perfect fifth in 3:2 ratio and a just third in 5:4 ratio,
yielding C and A respectively. Next, he tuned pure fifths and thirds from C
and A, yielding G, E, and Csharp, and so on down the chart. Euler later
represented these relationships in the lattice diagram in Figure 7c, where
horizontal lines represent pure fifths and vertical lines represent pure major
thirds (1774, 350). As Ellis pointed out, Euler’s system only contains sharps,
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graphically display pitch relationships in just intonation (1774, 350).
Wheatstone’s references to Euler in his published scientific writings indicate
that he was consulting the earlier acoustician’s work roughly around the time he
was inventing and modifying the concertina (Wheatstone [1833] 1879, 62, 78, 80;
Wheatstone [1851] 1879, 303-4). Additionally, Wheatstone’s friend and colleague in
in fact been
the Royal Society, Alexander Ellis, revealed that Wheatstone
inspired by Euler, at least in regard to the concertina’s original tuning. An 1864
paper by Ellis began with a critical consideration of Euler’s theories on tuning and
scale formation, followed by this remark:
The concertina, invented by Prof. Wheatstone, F.R.S., has 14 manuals to
the octave, which were originally tuned [ . . . ]as an extension of Euler’s
12-tone scheme (Ellis 1864a, 103).9
Ellis was referring to Euler’s diatonic-chromatic genus, comprised of the
twelve pitches in the just intonation ratios given in Figure 7a (Ellis 1864a 93; Euler
1739, 136). Euler derived the pitches of the genus from a very simple tuning
method (1739, 147), illustrated in Figure 7b. Beginning with F, Euler’s first step was
to tune a perfect fifth in 3:2 ratio and a just third in 5:4 ratio, yielding C and A
respectively. Next, he tuned pure fifths and thirds from C and A, yielding G, E, and
Csharp, and so on down the chart. Euler later represented these relationships in the
lattice diagram in Figure 7c, where horizontal lines represent pure fifths and vertical
lines represent pure major thirds (1774, 350). As Ellis pointed out, Euler’s system
only contains sharps, as the B{flat} on the lower right hand side of the network

Fig.7. ( a )
Comparison of
Euler’s diatonic
chromatic
genus and the
concertina’s
just intonation.
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( b ) Tuning method from Tentamen

( c ) Euler’s diatonicchromatic genus represented as
a lattice, from “De harmoniac

veris principiis “(1773)

should be labeled Asharp, tuned as a pure fifth from Dsharp and a major third
from Fsharp.10
Figure 8 shows how Wheatstone adapted Euler’s tuning system for the English
concertina by omitting this Asharp and adding the pitches Aflat, Eflat, and Bflat.
Table 1 provides the ratios and cent values of Euler’s diatonic-chromatic genus and
Wheatstone’s just concertina as given by Ellis. To create the English layout given in
Figure 2, Wheatstone took the resulting collection and rearranged the pitches
around the justly-tuned scale of C major, retaining Euler’s idea of the fifth-andthird-cycle lattice in order to help the performer locate triads. As we have already
seen, Wheatstone chose g as the lowest pitch of the treble concertina so that its
range would correspond roughly to that of the violin, and he reoriented the lattice
so that an upwards progression in pitch space would correspond to an upwards
direction on his button layout diagrams.11 Wheatstone’s decision to place accidentals next to the natural pitches of the same name was very likely inspired by the
black-and-white key layout of the piano, a color-coding adopted by Wheatstone &
Company for accidentals and naturals on the concertina.12
The tuning lattice in Figure 8 quite vividly shows which triads on the earliest
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Fig. 8. The English concertina’s original pitches
arranged in a lattice to show just intonation

concertina were pure, and which were not. Any major or minor triad represented as
a triangle on the graph will fall into a 6:5:4 or 15:12:10 tuning ratio. A triad
assembled from pitches located at the limits of the array would have sounded harsh.
For example, the interval D-A is a syntonic comma shy of a pure 3:2 fifth. Ellis
(1864a, 103) remarked that the just concertina “possessed the perfect major and
minor scales of C and E,” but the roughness of the B flat- and D-major chords “led
to the abandonment of this scheme, and to the introduction of a tempered scale.”
We know that during the mid-nineteenth century the English concertina used at
least two types of tempered scale. In its early decades of commercial production,
Wheatstone & Company tuned their instruments in quarter-comma meantone
temperament, which expanded the concertina’s useable major keys to Eflat, Bflat,
F, C, G, D, A, and E, and useable minor keys to C, G, D, A, and E (Helmholtz
[1877] 1912, 321n). Most scholars agree that quarter-comma meantone persisted
throughout the heyday of the concertina’s popularity in the 1850s, and was only
gradually replaced by equal temperament during the 1860s,13 although the timeline
of this shift is poorly documented (Atlas 1996, 44-45, 64-66). In 1865, the concertina pamphleteer Cawdell (7) reported that potential concertina buyers could order
an instrument in either unequal or equal temperament according to taste.14
Wheatstone & Company’s rather late adoption of equal temperament should
not simply be interpreted as another manifestation of England’s rather conservative
keyboard tuning practices.15 The concertina’s unequal intonation schemes were also
markers of its intellectual heritage. This was clearly recognized by Hector Berlioz,

PICA 10, Page 19
who encountered Wheatstone’s invention when he served as a judge of musical
instruments at the Great Exhibition of 1851. Berlioz’s experience there inspired
him to include a lengthy tirade on the concertina in the second edition of his
orchestration treatise. Remarking on the fact that the instrument’s flats were higher
than its sharps, in contradiction to inflectional intuition, Berlioz ([1855] 1858, 235)
wrote, “thus [the concertina] conforms to the doctrine of the acousticians, a
doctrine entirely contrary to the practice of musicians. This is a strange anomaly.”
Berlioz then used the concertina as a springboard to launch a condemnation of the
entire speculative musical theoretical tradition:
This ancient endeavor of the acousticians to introduce at all risks the
result of their calculations into the practice of an art
is no longer maintainable now-a-days.
So true is it, that Music rejects it with energy; and can only exist by
rejecting it [ . . . ]
Whence it results that the sounds so-called irreconcilable by the acousticians are perfectly reconciled by musical practice; and that those relations declared false by calculation, are accepted as true by the ear, which
takes no account of inappreciable differences, nor of the reasonings of
mathematicians…
These ridiculous arguings, these ramblings of men of letters, these
absurd conclusions of the learned, possessed—all of them—with the
mania of speaking and writing upon an art of which they are ignorant,
can have no other result than that of making musicians laugh (Berlioz
[1855] 1858, 236-37).
Writing in 1855, Berlioz had no idea how energetic acoustically-based music
theory would become in the second half of the century. Hermann von Helmholtz’s
appeared in 1863, rejuvenating the speculative tradition
by grounding mathematical music theory in empirical, scientific practice, one
founded
on the study of the impression produced by sounds upon the
human ear. For Berlioz, in all his rancor, had a point. As Helmholtz put it,
Without taking into account that Euler’s system gives no explanation of
the reason why a consonance when slightly out of tune sounds almost as
well as one justly tuned, and much better than one greatly out of tune,
although the numerical ratio for the former is generally more complicated, it is very evident that the principal difficulty in Euler’s theory is that
it says nothing at all of the mode in which the mind contrives to perceive
the numerical ratios of two combined tones (Helmholtz [1877] 1912, 231).
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Helmholtz’s mission was “to fill up the gap” left by Euler (ibid.). In doing so,
Helmholtz provided a compelling physical and physiological explanation of
consonance based on beats and combination tones. Like Euler, Helmholtz’s theory
favored intervals tuned in the simple ratios of just intonation. However, where
Euler had suggested that “the human mind perceives commensurable ratios of pitch
,” Helmholtz located the difference between consonance and
numbers
dissonance in “the continuous or intermittent sensation of the auditory nerves”
(Helmholtz [1877] 1912, 230-31). Helmholtz claimed that his conclusions regarding
consonance could be empirically verified by anyone willing to listen, provided they
had access to an instrument capable of producing pitches tuned to the precise
frequencies demanded by various tuning systems. “It must not be imagined that the
difference between tempered and just intonation is a mere mathematical subtlety
without any practical value,” Helmholtz ([1877] 1916, 320) wrote. “That this
difference is really very striking even to unmusical ears, is shown immediately by
actual experiments with properly tuned instruments.”
And, here’s where the concertina again enters the history of Musical Science.
While there were quite a few instruments designed expressly for the purpose of
experimental research on tuning, including Thomas Perronet Thompson’s enharmonic organs (built 1834, 1850, and 1856), Helmholtz’s harmonium (c. 1862), and
Oettingen’s Orthotonophonium (1914), they were expensive to build, sometimes
awkward to play, and ill-suited for transport in and out of lecture halls. Wheatstone’s colleague Ellis recognized that several concertinas tuned to different temperaments provided a viable alternative to the harmonium. Ellis (1877, 16) wrote:
For our experiments, then, we want an instrument with sustained tones,
having very numerous partials, which can be tuned easily, which will keep
the tune well, and on which many notes can be played at a time [ . . . ] It
so happened that as a boy I learned to play on Wheatstone’s English
concertina, which is more portable and cheaper than the harmonium,
and having 14 keys to the Octave, gives greater facilities for experimental
tuning.
Although we might imagine that Ellis was quite an able concertina-player, of
course he is more famous today as Helmholtz’s English translator. In 1864, Ellis
presented three lectures before the Royal Society engaging Helmholtz’ acoustic
theories, during which he demonstrated the smoothness and roughness of variously
tuned intervals on the concertina.16 Wheatstone’s instrument became, in a sense,
the vehicle of transmission of Helmholtz’s research into England. Ellis’s translaincludes at least fourteen references
tor’s commentary to
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to his concertina experiments, confirming or elaborating upon conclusions reached
by Helmholtz.17
We can get a little of the flavor of Ellis’s public concertina demonstrations
from a printed version of a lecture he gave before the College of Preceptors in 1877.
His aim was to provide his audience, a group of educators, with an elementary
account of “the epitome of the facts recently brought to light, especially by Prof.
Helmholtz” (Ellis 1877, 4). Ellis explained the physical nature of sound with
simple demonstrations using tuning forks, glass jars filled with water, stretched
strings, and musical instruments. Ellis employed the concertina to inform his
audience about fundamentals, harmonics, partials, and beats, as well as to verify the
existence of combination tones:
I play high notes, having a relative pitch of about a semitone or less
(16/15 to 25/24), on my concertina. By placing the ear against the
bellows you will hear the sharp rattle of the beat, and the low booming
differential, something like a threshing machine two or three fields off
(Ellis 1877, 15).
These demonstrations laid the groundwork for the heart of Ellis’s lecture: the
relationship between the physical properties of sound and the formation of western
harmony. Ellis illustrated the relationship by selecting pitches from the harmonic
series of Bflat and listing them in the lowest horizontal row of the diagram
reproduced in Figure 9a. Ellis created a just array by stacking a vertical perfect fifth
cycle on each pitch derived from the harmonic series. Then, to demonstrate the
resulting collection’s sonorousness, Ellis played “God Save the Queen” arranged for
concertina in just intonation. Below the musical notation in Figure 9b, Ellis
provided figures relating each chord to his Figure 9a diagram. Finally, Ellis
rearranged the pitches of Figure 9a as a lattice of vertical perfect fifths and
horizontal major thirds, given in Figure 9c, in order to illustrate the formation of
various other triads from the harmonic series.18 Ellis played “God Save the Queen”
on concertinas in Pythagorean tuning, meantone temperament, and equal temperament to convince his audience of the superiority of just intonation. “Just Intonation ensures real harmony,” concluded Ellis (1877, 34).
As Figure 9c suggests, Ellis’s just concertina had two different Ds, one tuned
as a perfect fifth up from G, and the other, labeled “D1,” tuned a perfect fifth down
from A1. This enabled each triad of “God Save the Queen” to sound pure. Ellis’s
just concertina was made by Lachenal & Company (an offshoot and eventually a
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Fig.9. Alexander Ellis’s derivation of just chords and scales from the harmonic
series (1877):
( a ) Ellis’s “Diagram of Harmonics of B-flat.”

( b ) “God Save the Queen,” demonstrated on concertina in just intonation; the
notation underneath each chord refers to the diafram in Figure 9a.
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( c ) Pitches of Figure 9a arranged in a lattice in order to
demonstrate chord formation.

rival of Wheatstone & Company) according to his particular specifications (Ellis
1877, 17). Ellis could have requested that Lachenal rearrange the button layout of
in
his just demonstration concertina in order to make it correspond to the
Example 9c, somehow adapted to accommodate octave duplication for selected
pitches. However, Ellis evidently preferred to rely on the muscle memory he had
developed during his many years playing concertina with the layout given in Figure
2. Ellis’s description of his just instrument, included as an appendix to his
translation of Helmholtz’s treatise, indicated that he modified the English arrangement by eliminating the accidentals Aflat and Eflat in order to place the pitches A
and D next to A1 and D1 (Helmholtz [1877] 1916, 470). Figure 10 shows the result
of these modifications.
So far, we have only seen a loose correlation between the concertina’s button
layouts and graphic representations of its tuning. However, the concertina’s potential to schematically represent the acoustic derivation of its pitches on its fingerboards did not escape the notice of Ellis and his peers. In 1874, Robert Bosanquet
gave papers before the Royal Society and the Royal Musical Association in which
he described the generalized keyboard layout which now bears his name, as well as
several symmetrical arrangements showing the derivation of pitches according to
various tuning methods. Bosanquet’s work explicitly linked symmetrical arrangements of tonal space and instrument layouts. His generalized keyboard design,
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Fig.10. Layout of Alexander Ellis’s just demonstration concertina

shown in Figure 11, allowed a performer to navigate the enharmonic harmonium’s
hundreds of keys using identical fingerings for any transposition,19 a feat anticipated, but left incomplete, by Wheatstone’s “self-transposing” Double concertinas.20
Figure 12 shows Bosanquet’s “Complete Symmetrical Arrangement,” in which
equally-tempered half steps progress horizontally and pure fifths progress vertically.
Bosanquet calculated that it was possible on this array to obtain an interval that
deviated from a pure major third by only 1/1000 of an equally-tempered semitone,
allowing nearly just triads to coexist with equal interval cycles built of tempered
half-steps. Bosanquet then rather casually remarked,
It would be possible, if desired, to construct a keyboard for such a
system, the dots [ . . . ]being replaced by concertina-keys. It would then
be possible to play fifths and thirds perfect to the above degree of
approximation (Bosanquet 1874a, 146).
Bosanquet hoped that his efforts to design instruments capable of producing
ever more elaborate divisions of the octave would not only advance “musical
science,” but would also encourage the development of alternative compositional
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Fig. 11. Layout of Robert Bosanquet’s Enharmonic Harmonium

systems based on the newly-available pitch resources. “Different [intonational]
systems have their different advantages,” he wrote, “and we may contemplate the
possibility of music being written for, or adapted to, one system or another, just as
hitherto music has been written for performance in one key or another of the equal
temperament” (Bosanquet 1874a, 5). Euler, too, had held out hope that his
calculations would “lead to new genera and to new and unusual musical compositions” (Smith 1960, 170).21 Bosanquet’s enharmonic harmonium and his proposal
for a generalized concertina may be seen as manifestations of the mutual interdependence Euler described between tuning systems, instruments, and musical compositions:
Since the tones used in producing music are offered to the ear by means of
the human voice or instruments, then, before anything else, the voice and the
instruments must be adapted for the production of all tones required for rendering a musical work. Since the exponent of a musical work contains all the necessary tones, it should indicate the number and nature of the tones producible by
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Fig.12. Robert Bosanquet’s “Complete Symmetrical Arrangement”; perfect
fifths progress vertically and equally-tempered semitones progress horizontally.
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musical instruments. Thus, construction of the musical instruments depends on
the exponent of the musical work which is to be presented to the hearing by
means of those instruments. Thus as we wish to perform musical works of various exponents, we may have to have musical instruments which are adapted to
those exponents (Smith 1960, 164).
As we have seen, the English concertina began its history as a realization of
this idea. Euler had described his diatonic-chromatic genus as “most perfectly in
accord with the true principles of harmony” (Smith 1960, 31), and Wheatstone
designed the concertina to express these principles. The concertina’s early tuning
and button layouts were premised on a belief that just intonation was the true
expression of harmony, and harmony was the true basis of music. However, by
the time Ellis was using the concertina in public lectures intended to popularize
this argument, Wheatstone & Company had already succumbed to the practical
allure of equal temperament for their commercial instruments, and the layout of
the English concertina had made the performance of harmony according to
standard textures and voice-leading norms almost a virtuosic feat.
Yet, the English concertina’s story provides further insight into the manner
in which physics, instrument building, and music theory overlapped in nineteenth-century popular culture, as the recent work of Jackson (2006) and Steege
(2007) has explored. Shortly after Wheatstone’s death, one of his colleagues
delivered a eulogy before the Royal Musical Association. “There is one characteristic, at least, which runs through all of [Wheatstone’s] investigations: he always
sought to embody the results of his study of the laws of nature in a practical form,
so that they might be beneficial to mankind” (Adams 1876, 85). Wheatstone
summarized his own philosophy as follows:
The application of the principles of science to ornamental and amusing
purposes contributes, in a great degree, to render them extensively
popular; for the exhibition of striking experiments induces the observer
to investigate their causes with additional interest, and enables him
more permanently to remember their effects. (Wheatstone [1827] 1877,
21)
In some ways, the English concertina parallels another popular Wheatstone
invention: the stereoscope, a hand-held device which combined two parallel
images into the appearance of a three-dimensional composite (Wheatstone [1838]
1879). Peering through the stereoscope quickly became a favorite pastime in
Victorian parlors and something of a craze after the invention of photography.
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At the same time, however, Wheatstone’s conclusions regarding binocular vision
based on his stereoscopic experiments overturned prevailing optical theory
(Turner 1993), especially after his research was championed and elaborated by
Helmholtz (1867). Although the stereoscope’s popular success and scientific
implications were both more far-reaching, the English concertina exhibited a
similar interrelated duality of purpose. For Victorian home music makers,
Wheatstone’s invention provided an opportunity to cultivate “an elevating
recreation that will enlarge the mind, purify the affections, and strengthen the
intellect” (Cawdell 1865, 11), while offering British musical scientists the possibility of making ideal musical relationships real in their efforts to narrow the
ancient gap between speculative harmonics and musical practice.
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The 56-key concertina possessed a range of four octaves, from to
. Regondi
played such a concertina in a recital in Dresden in 1846, and Richard Blagrove’s
(1867) included ossia passages which took full advantage
of the 56-key instrument’s extended range (Atlas 2009, xii-xiii; Atlas 1996, 56-59).
References
References
1.
2. The 56-key concertina possessed a range of four octaves, from g to g’’’’. Regondi played
such a concertina in a recital in Dresden in 1846, and Richard Blagrove’s Souvenirs de
Donizetti (1867) included ossia passages which took full advantage of the 56-key instrument’s extended range (Atlas 2009, xii-xiii; Atlas 1996, 56-59).
3. The high percentage of opera transcriptions for concertina speaks to the widespread
popularity of the bel canto style among amateur music makers during this time period.
For a discussion of the concertina’s repertory, see Atlas 2009, vii-xxii, and1996, 48-82.
4. Atlas (1996, 35-39; 2006, 59-60) points out that concertina virtuosos in the nineteenth
century used all four fingers of each hand, rather than keeping their fourth finger in the
finger rest. Some of the most virtuosic nineteenth-century passages are unplayable using
the three-finger technique commonly used today.
5. The concertinist William Birch’s (1851, 2) statement that “the Concertina [ . . . ] will
ere long become as necessary to the Concert and Drawing Room, as the Piano Forte” reflects this aspiration. Atlas (1996, 2) brings Birch’s bold prediction down to earth by comparing the number of instruments produced by the piano manufacturer Broadwood &
Sons and Wheatstone & Company.
6. Wheatstone seemed to leave open the possibility of flipping the button boards. His
patent states: “And note: it will make no difference in the principle or essential peculiarity
of any of the above arrangements if the touches or finger stops, described above as being
on the right hand side of the instrument, are placed on the left-hand side, and vice versa;
nor if the arrangement of the stops be inverted, either in such a manner that the bottom
row on both sides be transferred to the top, or the left-hand row on each side be transferred to the right” (Wheatstone 1844, 5). Parallel layouts continue to be the norm even in
more modern designs. The Hayden duet concertina, for example, equalizes fingerings for
all scales, yet retains different fingering patterns for right and left hands as necessitated by
the parallel layout (Hayden 1986).
7. Triads rooted on pitches located on the outside vertical rows do not conform to this
pattern. Like the Double layout in Figure 3, the button patterns for each hand parallel
each other.
8. This similarity was noted briefly in Hall (2006).
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9. Ellis’s paper was communicated to the Royal Society by none other than Charles Wheatstone himself on January 7, 1864. It is therefore fair to assume that Ellis’s account of the concertina’s original tuning scheme is accurate, as Wheatstone probably would have had the
opportunity to correct any possible misrepresentation.
10. Euler substituted the notated Bflat for Asharp because he felt it better reflected the usage
of musicians (Smith 1960, 31). Ellis (1864a, 99) was particularly critical of Euler’s view that
pitches that differed by a diesis or comma could substitute for one another.
11. However, when the performer holds the concertina on her lap, the instrument is rotated
so that thumb straps are on top. In real space, high pitches are actually closer to the player’s
knees while the low pitches are closer to the player’s torso.
12. Additionally, the pitch class C was often indicated by a red button, a convention borrowed from the harp.
13. Jorgensen (1991, 1-7) has argued that a true equal temperament, as we know it today, was
not practiced until the twentieth century. Nineteenth-century tuners tuned by ear, resulting in
inconsistencies that apparently endowed different keys with subtle shadings of intonational
color.
14. By 1844, Wheatstone had evidently devoted much thought to the practical limitations of
the concertina’s unequal tuning. His patent (1844, 7-8) mentions two different mechanisms by
which the tuning of the concertina could be altered by the performer. This would have allowed the concertinist to play a just scale in any key, or tune to an equally-tempered piano if
so desired. On the Double concertinas described in the same patent, however, the reduction of
accidentals from seven to five made enharmonic substitution a necessity for chord and scale
formation. An advertisement for the instrument published by Wheatstone & Company (n.d.
[ca. 1850]) states, “The Double Concertinas are tuned to the equal temperament, as Pianofortes
are now tuned; this not only dispenses with the extra notes (viz. the difference between G
sharp and A flat, and D sharp and E flat), which are absolutely required to make the principal
chords sound agreeably on the usual [English] Concertina, but also makes the tune in all the
keys on the Double Instrument more equally perfect.” Stuart Eydmann dated the advertisement to approximately 1850 by comparing the prices listed with those in the Wheatstone sales
ledgers. This suggests that Double concertinas were tuned in equal temperament from their
earliest manufacture, while the English treble, tenor, and baritone concertinas retained their
meantone temperament for at least a decade afterwards.
15. Ellis gives a short history on the conversion to equal temperament in England (Helmholtz
[1863] 1912, 548-49). According to Ellis, the piano manufacturer Broadwood & Sons began to
tune their instruments equally in 1846, and organ tuners followed suit eight years later. This
chronology suggests that the concertina lagged behind keyboard instruments in adopting equal
temperament by at least a decade
16. Ellis 1864a 104; 1864b 394; 1864c 420-21. During Helmholtz’s 1864 visit to England, he
visited Ellis at his home, where he heard Ellis play his “research concertinas” in various temperaments (Steege 251).
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17. Ellis in Helmholtz ([1877] 1912, 153n, 281n, 284n, 320n, 321n, 326n, 337n, 340n, 434n,
435n, 491n, 470ff, 520n, 526n).
18. Ellis’s work with Helmholtz obviously made him quite familiar with German-language
scholarship containing similar tonal lattices. Ellis’s translator’s commentary contains multiple
citations of Carl Ernst Naumann, Hauptmann, Oettingen, and Riemann. Gollin (2006) identified Naumann’s Über die verschieden Bestimmungen der Tonverhältnisse (1858) as the first
German theoretical work containing an explicit “Table of Relations.”
19. Arthur von Oettingen viewed Bosanquet’s enharmonic harmonium when he attended the
Loan Exhibition of Scientific Apparatus at the South Kensington Museum in 1876. He lightly
adapted Bosanquet’s keyboard design for his own Orthotonophonium of 1916 (Goldbach
2007).
20. In 1896, the Swiss mathematician Kaspar Wicki invented a layout for a concertina that
allowed isomorphic fingerings for all scales (Gaskins, 2003). The arrangement was independently re-invented by the physicist Brian Hayden in 1967 (Hayden 1986) and has recently been
adapted by computer programmer James Plamondon to the Thummer, an electronic instrument capable of producing a wide variety of timbres and tunings (Milne et al., 2008).
21. Interestingly, these acousticians’ hopes would be directly fulfilled by the California-born
composer Harry Partch (Gilmore 1998, 48-49 and 176-77). Partch (1901-1976) was greatly inspired by his reading of Helmholtz, particularly Ellis’s appendix describing Bosanquet’s enharmonic harmonium, the just concertina, and other new instruments capable of performing
various tuning systems. Partch’s marimba based on the 11-limit tonality diamond is a particularly vivid realization of the idea of isomorphism between instrument layouts and pitch relationships. My thanks to Julian Hook for suggesting this connection.
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CHRIS FLINT AND RANDALL C. MERRIS

The event was the début performance of the Blagrove-Case-RegondiSedgwick concertina quartet at the Hanover Square Rooms (later known as the
Queen’s Concert Rooms, Hanover Square)2 on 12 June 1844. Unbeknownst to the
concert goers, three of the quartet members would later be acclaimed as the most
prominent concertinists of the Victorian era. The “odd man out” was Alfred B.
Sedgwick, who, in 1851, immigrated to America, where he became a highly successful
composer of operettas for the New York stage.3 The three who remained in
London—Richard Blagrove,4 George Case, and Giulio Regondi5—had much in
common. All three played classical music on the English concertina and performed
on one or more other instruments: Blagrove played viola, Case, violin and piano,
and Regondi, guitar. Each became a prolific composer-arranger of music for the
concertina, wrote English concertina tutors, and gave lessons to students on the
concertina and other instruments.
Yet in some respects, George Case’s career stands apart from the careers of the
others: Case was also a manufacturer of English concertinas, produced far more in
terms of tutors and arrangements, and, with his world tours, traveled much farther
afield than the others.
What follows provides what will now stand as the most extensive treatment of
Case and his career. We begin with early years, and then move on to his concertina
manufacturing; his career as a performer both in Britain and abroad; his activities
as an author of tutors, composer/arranger, and publisher; and his later years. Finally,
the appendix provides as complete a list as possible of his arrangements for English
concertina. Figure 1 offers a portrait of George Case.
George Tinkler Case—born on 27 July 1823 in Shoreditch,
Middlesex, London—was the son of Charles Case (1798-1876), a tobacconist, and
Elizabeth Jane Case (1798-1861). His middle name was in honor of James Tinkler, a
family friend who had witnessed the marriage of Charles and Elizabeth Jane Moore
in 1820. George had three brothers: Charles James, William John, and Joseph Thomas
Case, along with four sisters: Elizabeth Frances, Fanny, Emma, and Helen Case (see
Table 1).
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Fig. 1. George Case (courtesy of Allister Hardiman).

PICA 10, Page 37
Charles Case (1798-1876) and Elizabeth Jane Case (1798-1861)
Charles James Case (1821-1893), a tobacconist
George Case (1823-1892)
William John Case (1828-1845)
Joseph Thomas Case (1831-1894), music teacher and
concertinist
Elizabeth Frances Case (1833-1904—married to James Hagley,
commercial traveler, in 1870)
Fanny Case (1838-1927—married to Claude Wilde Watts, bank
clerk, in 1863)
Emma Case (b. 1840), the latest record located for Emma Case
is in the 1861 census, where she is listed as “Lodger” at 50 Little
George Street, Marylebone, Middlesex, and as having the
occupation of “Dressmaker”
Helen Case (1842-1873—single)
George Case’s wives:
Selina Catherine Case (b. 1825—maiden name Janson—married
in 1846 and divorced in 1860
Elizabeth Grace Case (1835-1881—maiden name Cruft—married
in 1860
George Case’s children:
George Benedict Case (1857-1869)
Grace Dolly Dot Case (1872-1955), married to Henry George
Washington Beal (1859-1919) in 1902 and then to Eugene
Tobias Dominique Cassiers (1870-1943) in 1923
George Case’s education as a performer and purveyor of music was facilitated by
his apprenticeship under George Purdy (1792-1868), which commenced on 16 August
1837.6 The indenture document stated:7
This Indenture Witnesseth, that George Tinkler Case son of Charles Case of 34
Bishopsgate Street within in the Parish of St. Helens in the City of LondonCitizen and
Tobacconist - doth put himself Apprentice to
CLOTHWORKER of LONDON to learn his Art of a
and with him
(after the Manner of an Apprentice) to serve from the Day of the Date hereof, unto
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the full End and Term of SEVEN years from thence next following to be fully
complete and ended.
The nature of his training program and work was not specified. However, the
seven years of his apprenticeship probably covered a wide range of music-related
subjects that contributed to his concertina playing and that later enabled him to
make his living from music. His master, George Purdy, was more than just a music
seller, being listed as “Professor of Music” in the 1845 edition of the
and as “Musician” in both the 1851 and 1861 British censuses.9 George
Case served a full-term apprenticeship and was “made free” on 6 November 1844,10
five months after the début of the Blagrove-Case-Regondi-Sedgwick concertina
quartet. He soon became the master in the apprenticeship of his youngest brother,
Joseph T. Case,11 for whom the Clothworkers’ Companies archives show that the
apprenticeship began on 5 March 1845, and that he was ”made free” on 6 October
1852.12 Joseph already had been listed as “Music Teacher” in the 1851 British census
and was later known as an “eminent bass concertina player.” Though he occasionally
performed as a soloist, he most often participated in concertina duets (with George
Case or Joseph Scates), trios, and larger groups assembled by brother George, Joseph
Scates, and others. It was no doubt George Case’s instruction of his brother that
contributed to his own development as a music teacher and author of instruction
books.
Still another musician in the family was George’s eldest sister, Elizabeth Frances
Case, her skills as a musician undoubtedly enhanced by her association with her
older brothers. Prior to her marriage in 1870, she performed primarily as a solo
pianist—notably at age 15 in a concert in The Queen's Room, Hanover Square, on
28 March 184913—and was later a concertinist in concertina ensembles organized by
brother George.
Finally, George Case married for the first time shortly after his apprenticeship
ended. On 22 September 1846, he was wed to Selina Catherine Janson, age 21, in
Camden, Middlesex.
Despite the multi-faceted nature of his career, George Case from early
onward viewed teaching of concertina and violin as his main profession. His
occupation is listed as “Professor of Music” in both the 1851 and 1861 British
censuses. Though he had many students over the years, only one acknowledgement
by a student has been found. A notice in the 26 September 1878 issue of an Australian
newspaper,
Melbourne stated:
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Mr. R.W. Kohler, Professor of Music begs politely to inform the ladies and
gentlemen of this city that during his stay he will be prepared to give instruction
on [ . . . ] CORNET-A-PISTON
Mr. Kohler is a pupil of Herr Koenig, and formerly a member of Jullien's Band
when in its zenith [ . . . ] ENGLISH CONCERTINA, Favourite pupil of George
Case [ . . . ]
Case apparently taught Kohler in the 1840s when Case was in the Jullien Band.15
As did other concertina teachers of his day, Case purchased or rented Wheatstone
& Co.’s concertinas for use by himself and his pupils: 1841 (1 concertina), 1842 (2),
1843 (2), 1844 (4), 1845 (5 including a rental), 1846 (1), 1847 (7), 1848 (2), 1851 (2
including a rental), 1852 (1), and 1854 (32 including a rental).16 Given only three
purchases/rentals from Wheatstone in the period 1849-1853 (two concertinas in 1851
and one in 1852), he probably supplied his students with concertinas of his own
manufacture during that period. He went back to Wheatstone for a significant
number of concertinas throughout 1854.
: Case’s purchase of the concertina firm of Joseph Scates was
announced in the 11 March 1849 issue of
:17
Mr. George Case, the eminent concertina performer, has been induced to
undertake the manufacture of these fashionable instruments. From his
known capabilities as an artiste on the instrument, we have no doubt of his
success as a maker, combined with having purchased the business of Scates,
the well-known maker of concertinas, in Bond-street.
George Case was one of three makers who displayed their concertinas at the Great
Exhibition of 1851:18
526. Wheatstone & Co. 20 Conduit St. Regent St. Pat. and Manu.—
Concertinas, treble, baritone, concert tenor, concert bass, double, &c.
Symphonion. Portable harmoniums, &c.
544. Chidley, R. 135 High Holborn St. Des. And Manu.—Concertinas, in
ivory with gold stops.
545. Case. G. 32 Bond St. Manu.—Concertina three octaves and a half
compass. Case’s sole proprietorship of the business was relatively short lived. In
December 1854, Case sold the business to Boosey & Sons, though he probably
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retained a nominal interest in the business. The new arrangement was announced
in the 31 December 1854 issue of
:
CASE’S CONCERTINAS—Messrs. BOOSEY and SONS have the honour
to announce that they have completed arrangements with MR. GEORGE
CASE for the exclusive sale of his celebrated CONCERTINAS. The personal
attention of this eminent Professor will be given to the manufacture of these
Instruments, every one of which will bear his name. A large stock of
second-hand CONCERTINAS, for sale or hire, may be had at BOOSEY and
SONS, 28, Holles-street.19
In the mid-1850s, Boosey & Sons briefly also traded as Boosey & Ching, before
becoming Boosey & Co. in 1857. In 1930, Boosey & Co. merged with rival Hawkes
& Son and became Boosey & Hawkes, the company name today.20
The concertinas examined for this article include forty-three George Case
instruments—built by George Case or later by the Boosey firm—in the Concertina
.
Museum Collection (CMC), a digital archive online at
The CMC set of George Case concertinas are all English-system instruments—fortyone with 48 keys, one with 62 keys, and one with 32 keys (referenced in the CMC
as C-176 through C-218). The CMC website contains detailed information about
each instrument, categorized by labels and serial numbers, end frets, fingering system,
straps and holding devices, fret baffles, action boards, reeds and reed pans, bellows,
and case.
The earliest known George Case concertina is No. 32 (CMC Ref. C-176), the latest,
No. 5004.21 It appears that all Case concertinas are English-system, wood-fretted
instruments. There is no evidence that George Case ever made an Anglo or duet
concertina. Several of Case’s concertinas in the CMC contain two serial numbers
or, in a few instances, three serial numbers. An example is a Case concertina (CMC
Ref. C-186) with No. 576 on the reed pan, No. 578 on the bellows frame, and No.
722 on the action board (see Fig. 2). We have seen other makers’ concertinas with
more than one serial number on a single instrument, However, these latter instances
of multiple serial numbers are explained by components from more than one
non-functional concertina of the same design having been “cobbled together” to
obtain a single serviceable instrument. On the other hand, the instances of more
than one serial number in Case concertinas are too prevalent for all of them to be
explained by combining used components. It seems that Case and Boosey took a
casual attitude toward serial numbering. The total output of Case concertinas
probably was somewhat less than 5,000 instruments, fewer than if the full sequence
of serial numbers corresponded to individual instruments.
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Fig. 2. George Case concertina components showing Nos. 576, 578, and 722
(courtesy of the Concertina Museum Collection).
Case concertinas are of reasonable quality and often have fine fretwork and
mother-of-pearl or brass inlays (see Fig. 3). The “action” mechanisms are “riveted”
and use a distinctive design for the lever-pivot post: a cross section with a keyhole
(or bell) shape, which is similar to George Jones's lever actions but of somewhat more
refined appearance. This style of pivot post often has been used as an identifier for
George Jones concertinas. Jones
seems to have used the design
consistently, but Case’s use of it
may
have
pre-dated
its
introduction in George Jones
concertinas. Nearly all concertinas
from the period in which Case was
producing instruments have brass
reeds. An exception is Case
concertina No. 93 (CMC Ref.
C-180), which has nickel reeds
(possibly replacements for an
original set of brass reeds). Nickel
and steel reeds became more
prevalent in the Boosey & Co.
production period (1857-1864),
though brass reeds were still the
standard.
Fig. 3. George Case concertina No. 991 with decorative inlaid ends
(courtesy of the Concertina Museum Collection).
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Case concertina No. 35 (CMC Ref. C-177) is an exceptional instrument in several
respects. Not only is it a 62-key baritone (see Fig. 4), but it has a cylindrical pivot
action (see Fig. 5) that differs from the keyhole design described above. Moreover,
the concertina has what might be one-of-a-kind labeling. Early George Case
concertinas such as No. 32 (CMC Ref, C-176) had right-side labels showing the
business address at 32 New Bond Street (see Fig. 6). On the label of No. 35, George
Case’s home address—51 Great Coram Street, Russell Square22—replaced the New
Bond Street address, and “(late Joseph Scates)” is omitted (see Fig. 6). These features,
coupled with Case’s seemingly close association with the baritone concertina (see
below), lead to the conjecture that this instrument may have been one of his own
instruments.

Fig. 4. George Case baritone concertina No. 35 (courtesy of
the Concertina Museum Collection).
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Fig 5. Cylindrical action in the George Case concertina No. 35
(courtesy of the Concertina Museum Collection).

Fig 6. Standard label (left) and Case concertina No. 35 label
(courtesy of the Concertina Museum Collection).
Some design features of the earliest George Case concertinas were carryovers from
the Scates period that were later modified by Case. Evolution of the levers connecting
the keys and the pads resulted in three types. The Type-1 lever such as in Case
concertina No. 32 is of substantial dimensions: stamped out of sheet brass, and
riveted to the keyhole style of brass post, using a large-diameter rivet with a deep
head section. The reed frames are brass with square ends, and the brass cross pieces
holding the reed tongues in place have “nibbled-out,” or slotted, ends, rather than
having drilled holes for the retaining screws. This style of cross-piece had also been
used in Scates concertinas.23 Type-2 levers—introduced at least by the time of
manufacture of Case concertina No. 68 (CMC Ref. 179)—have cross-sections that
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are considerably slimmer than Type-1 levers, thereby using less brass and reducing
both instrument weight and cost of production. Rivets with large cylindrical heads
continued to be used. However, the reed frames have rounded ends, and the
cross-piece for retaining the reed tongues are drilled, not “nibbled.” By the time No.
93 (CMC Ref. C-180) was built, the cross-section of the levers had not changed, but
the reed frames had reverted to being square ended. The reeds in No. 93 are made
of nickel rather than brass and are retained by drilled cross-pieces. The cross-section
of the rivet head had been modified into a slight pyramidal shape, embodying less
brass. This slimmer lever design seems to have continued for some time. Type-3 levers
such as those in No. 1514 (also containing No. 1518) (CMC Ref, C-193) from the
Boosey production period are made of wire with just the pivot point flattened, rather
than being stamped from sheet brass. Despite the evolution in lever design, the
keyhole-shaped post for the fulcrum of the lever remained the same.
Several George Case concertinas have “double pans,” a design whereby reed
chambers are constructed on both sides of each reed pan in an attempt to equalize
the tone on the “push” and “draw” of the bellows (see Fig. 7). Most instruments with
double pans date from the Boosey production period (1854-1864),24 but an exception
is Case concertina No. 991 (also containing Nos. 1069 and 1070—CMC Ref. C-191),
which has a label showing
the 32 New Bond Street
address and therefore seems
to have been made during
the earlier Case production
period (1849-1854).

Fig. 7. George Case concertina No. 1766 with double reed pans,
ourtesy of Nic Burdett).
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George Case began his career as a violinist of note. By 1840, he was
the solo first violinist at the Theatre Royal, Drury Lane.25 His début on the concertina
at a major venue came that same year, at The Theatre Royal on 31 December 1840.26
In June 1841, he performed in Ireland for the first time, appearing as solo violinist
with Jullien’s Band in two series of concerts at Dublin’s finest venues: Theatre Royal27
and the Rotundo Rooms.28 In September 1841, Jullien’s Band was again at the
Theatre Royal, Dublin, but this time with Case as solo concertinist.29 In December
1843, Case was performing with Jullien’s company, the English Opera Orchestra at
the Theatre Royal, Drury Lane.30 His association with Jullien concerts continued at
least until November 1847, when he performed on violin at Theatre Royal, Covent
Gardens.31
During the late 1840s and early 1850s, Case performed on both concertina and
violin, appeared with the Blagrove-Case-Regondi-Sedgwick concertina quartet, and
participated in several “concertina soirees” that featured ensembles of a dozen or
more concertinists. Though his engagements were mainly in London, he also played
in the provinces and in Dublin.
In February 1847, George Case was soloist on concertina and violin at the London
Tavern,32 garnering a favorable review for both concertina and violin playing. The
stated: “Mr. George Case is a very neat and careful
14 February 1847 issue of
violinist of the brilliant school, and his performance on the concertina has rendered
him exceedingly popular.” A year later, he was back at the London Tavern, performing
on violin and concertina, but on this occasion with six other concertinists. A concert
for 18 March 1848 said: “Concertinas: Messrs. R. Blagrove,
notice in
Sedgwick, Blockley, J. Ward, Chidley, and George and Joseph Case.” In the meantime,
Case had amassed another group of concertinists, and on 3 May 1848 organized a
concertina extravaganza at Willis’s Rooms33 that featured an ensemble of twelve
concertinists, with all three players of the second treble part being women. This was
only the first of the concertina ensembles that included women.34
In March 1849, Alfred Sedgwick and Joseph Scates organized a grand event that
featured Giulio Regondi on both guitar and concertina, as well as Joseph Scates,
George and Joseph Case, five women, four other men, and a boy—16 concertinists
in all (see Fig. 8).
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QUEEN’S CONCERT ROOMS
Hanover Square, London
MESSRS. A. SEDGWICK and J. SCATES
beg respectfully to announce to their Pupils and the
Public, that they will give a
GRAND CONCERTINA SOIREE,
At the Above Rooms
, the 28th instant
On which occasion all the most eminent Performers on that
instrument will appear.
......
Instrumentalists:
Guitar. . . . .SIGNOR GIULIO REGONDI
......
Concertinas:
SIGNOR GIULIO REGONDI
(Who will perform a solo)
MESDAMES [ ] A. STONE, G. CASE, and J. SCATES
MISSES HALL, E. GEARY, R. COLLINS, and CASE
MR. GEO. CASE, MR. RICHARD BLAGROVE
MESSRS. J. CASE, LAKE, BLOCKLEY, CHIDLEY,
BIRCH, MASTER WARD
MR. J. SCATES and MR. A. SEDGWICK
......
Fig. 8. Advertisement for a concertina gala at the Queen’s Rooms, Hanover Square,
, 23 March 1849).
London (

Case’s move into concertina manufacturing in 1849 did not sidetrack his
performance schedule. In January 1850, George and Joseph Case were in Dublin for
a series of concerts organized by Joseph Scates at the Rotundo Rooms, George billed
as ”Concertinist at Her Majesty’s Theatre and Jullien’s Promenade Concerts,” and
Joseph Case as the “most eminent Bass Concertinist.”35 Mr. and Mrs. Scates filled
out the quartet. The concert featured solos by George Case and concertina duets,
trios, and quartets.36
George Case’s engagements in London in the early 1850s included annual
performances in Sussex Hall37 (March 1852, March 1853, and March 1854)38 and
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Exeter Hall39 (April 1853 with Miss Case on piano, April 1854, April 1855, March
1856, April 1857, and March 1858).40 The George Case Annual Concert in Exeter
Hall on 29 March 1854 was particularly notable. Henry Blagrove, Charles Blagrove,
and George Case conducted, Richard Blagrove and the brothers Case were featured
on concertina, a sextet was made up of six pianists on three pianos, and the concertina
wrote:
ensemble consisted of ten players. The reviewer in the 2 April issue of
We have had many monster concerts before now, but none of such
superfluous magnitude as that of George Case, whose engagements were
conducted [ . . . ] without regard to expense [ . . . ]. We counted upwards
of fifty vocal and instrumental promises [ . . . ]
Case’s London engagements on concertina also included the Marylebone Literary
and Scientific Institution (March 1852), the Royal Olympic Theatre with his brother
Joseph (April 1852), the Queen’s Concert Rooms (March 1853, January 1854, May
1854, February 1855), the Institution in Hackney (May 1853), Freemasons’ Hall
(1856), Mydelton Hall (1856), Drury Lane Theatre (1856), St. Martin’s Hall (1856
and 1858), and Wallis’s Rooms (1857).41
His appearance in Reading was a family affair, as reported on 21 August 1852 in
:
Concerts—two concerts, morning and evening, were given in the New Hall,
on Wednesday (18th August). The programme included both vocal and
instrumental music, but the attraction was a piece written for six concertinas—
bass, baritone, alto, and trebles. The performers were—Mrs. [Selina] Case, Miss
[Elizabeth] Case, Mr. G. Case, Signor Bartoloni, R. Blagrove, and Miss
Ransford. Both concerts were very well attended, and appeared to be much
enjoyed; it was certainly a novelty to hear six concertinas blending
harmoniously together.
Other “family outings” were engagements in the Victoria Rooms in Clifton in
August 1852 and January1853. The August 1852 program featured Miss Case on
piano and concertina, as well as performances by Miss and Mrs. Case, Mrs. C.
Rickman, Mr. F. Bertioli, and George and Joseph Case.42 The January 1853 program
also featured a piano solo by Elizabeth Case and concertina playing by the family
quartet: George, his wife Selina, sister Elizabeth, and brother Joseph.43
Other provincial venues at which Case appeared included the Royal Pavilion
Rooms, Brighton (1853); Music Hall, Guildford (1855); Lecture Hall, Derby (1855,
1856, and 1857); Music Hall, Newcastle (1855); Concert Hall, Liverpool (1855);
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Theatre Royal, Preston (1856); St. George’s Hall, Liverpool (1856 and 1857); Music
Hall, Leeds (1856); and Music Hall, Hull (1856).44
George Case’s life took a decidedly different path when he met Elizabeth Grace
Cruft, a singer and actress who was billed as Grace St. Leger. They performed on the
same program at the Theatre Royal, Wolverhampton, on 27 August 1857, with a
review in
for 6 September stating: “ [ . . . ] Miss Grace St. Ledger commenced
a short-season in this town [ . . .] a drama in two acts,
,
a fantasia on the concertina by Mr. George Case, and the fairy extravaganza,
[ . . . ]” Though they then went their separate ways, George and
Elizabeth appeared together again on programs at the Theatre Royal, Rochester,
where,
noted on 22 August 1858, “Mr. George Case, the concertina player,
has delighted the audiences every evening with his exquisite and finished manner of
playing the accordion [ ], for which he has become so justly popular.”
George Case’s personal life was somewhat tumultuous from 1856 through 1860.
His son, George Benedict Case, was born in the “2nd Quarter” of 1857.45 In 1860,
he was divorced by Selina Janson and, later that year, married Elizabeth Grace Cruft,
who had changed her stage name from Grace St. Leger to Grace Egerton shortly after
the Rochester appearances in August 1858. George Case and Grace Egerton were
billed together in “A Christmas Party” (by Edmund H. Yates and Nicholas H.
, 10 April 1859. It
Harrington) at The Lyceum, Sunderland, as advertised in
is fair to say that George’s second marriage was both to Grace Egerton and to her
career. In their future travels and performances together, Grace Egerton was the one
who was most often in the spotlight.
Although George Case received many compliments for his violin and concertina
playing, his activities as an actor alongside Grace Egerton were less enthusiastically
received in some quarters. Edmund Hodgson Yates—who wrote such sketches for
Grace Egerton and George Case as “The Man in Possession” and, with N.H.
Harrington, both “A Christmas Party” and “Latest Intelligence from Abroad and at
Home”— observed in his
:46
[ . . . ]in buying a pair of horses from a dealer, the experienced purchaser is
generally aware that he will become the owner of a good animal and a bad one,
and the writer of entertainments for a married couple is very often in an
analogous position. In the present instance, we soon found that Mr Case could
only be trusted as feeder to his wife; but that lady’s energy and talent enabled
her to undertake anything we chose to give her [ . . . ]. Grace Egerton, a pretty
and uncommonly sprightly and clever little actress, who ought to have done
better things.
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During the 1850s, George Case appeared on programs with several well-known
singers and instrumentalists, but none so often as with the very popular Sims Reeves,
the noted English tenor.47 In fact, Grace Egerton’s impersonation of Sims Reeves
would become one of the most popular impressions in her performances.48
In 1860-1861, George and Grace toured the provinces, effectively gaining
popularity, before “taking“ The Bijou Theatre, Bayswater, from 18 February 1861 for
a month. George and Grace's reception in London was a little “cool, “as evidenced
by the review in
, 4 March 1861:
Mr and Mrs Case (Miss Grace Egerton) have the disadvantage of producing their
entertainment in London at a time when the ground they wish to occupy is already
in the possession of others, who have succeeded in getting a more or less firm footing.
Mrs Case, principal performer in the “entertainment,” is young, handsome, clever,
and by no means a novice to the stage. She has clearly an eye for peculiarities of
character, and considerable imitative faculty; what she wants is study, with a larger
experience of life [ . . . ]. it is evident that Mrs Case has yet to learn a good deal. We
are disposed to think that she will greatly improve as an actress, if she is not spoiled
by successes in the Provinces, where we are given to understand, she has met with
enthusiastic applauses. We sincerely hope that the day will come when Mrs Case and
her talented husband will enjoy the more valuable applause of the more experienced
and more critical London public [ . . . ]. Mr Case has so long been known as an
accomplished violinist and concertina player, that it is hardly necessary to say his
execution on those two instruments is excellent in the solos which form part of the
entertainment. His imitation of the Scotch bagpipe on the concertina is extremely
clever and well deserves the applause with which it is nightly received.
Obviously not too disheartened by their London reception, George and Grace
appeared at The Rotundo in Dublin in May 1861 to the kind of reception to which
they had grown accustomed in the provinces. The review in the 7 June 1861 issue of
stated:
the
The highly attractive monologue performances going under the name 'Latest
Intelligence' have been given by Miss Grace Egerton during the last week with
the most decided success. Her acting ability and mimistic powers are most
remarkable [ . . . ].
There followed another tour of the provinces until February 1862, when they
returned to London. appearing at The Egyptian Hall and garnering a favorable
review in The Era on 23 February 1862:
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After a Provincial tour of nearly a twelve month's duration, Miss Grace
Egerton (Mrs. George Case) made her re-appearance on Monday, before a
metropolitan audience, at the Egyptian Hall [ . . . ] but the fair “entertainer” has
much improved in her embodiments of character, and her songs and dances
are extremely well executed. Mr George Case, the ladies [sic!] husband,
effectively aids her with the display of that musical talent which he has rendered
so well known in association with his name [ . . . ] will find in the return of Miss
Grace Egerton to town, and the reproduction of her pleasant little sketches at
the Egyptian Hall, every facility for passing an agreeable evening in very good
society.
Then came more touring of the provinces until the end of April 1863, after which
they appeared in a number of concerts in Boulogne.49 More provincial appearances
followed, until their third season in London, this time at The Polygraphic Hall for
a month. They seemed to have received a reasonable reception, although the
for 16 February 1864 contained a bit of critical commentary:
[ . . . ] a somewhat superabundant vivacity, particularly displayed in the
performance of the Irish girl, is Miss Egerton's chief fault; her dancing, singing,
and volubility made ample amends.
A note in
on 20 March 1864 places George and Grace at St. James’sHall
from 22 March through 2 April. Their
is shown in Fig. 9.
On 23 October 1864,
reported that Grace Egerton and George Case had
arrived in Australia, where they would appear at the New Polytechnic Hall,
Melbourne.50 Their first appearance had been on 9 September 1864.51 The
Polytechnic Hall had been considerably enlarged, improved, and decorated especially
for Grace and George's visit. The success of their Australian visit was attributed partly
to Mr. E. T. Smith, the enterprising impresario of London theatres (Astley's
Amphitheatre, Cremorne Gardens, Her Majesty’s Theatre, and The Alhambra). An
update on the Cases’ tour was provided in the 18 December 1864 issue of
:
[ . . . ] speculation with Mr. and Mrs. Case has been as successful as most
of that gentleman's [E. T. Smith’s] adventures [ . . . ] and Mr. George Case's
splendid performance on the concertina has taken our good citizens by
surprise, nothing approaching it having been previously heard in this city
[Melbourne].

Fig. 9.

of Grace Egerton and George Case
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(courtesy of Allister Hardiman).
Their appearances at the New Polytechnic Hall (see Fig. 10) may have been the first
time that the ”English” concertina had been heard on a Melbourne stage.

Fig. 10. Grace Egerton and George Case at The New Polytechnic Hall,
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the Pictures Collection, State Library of Victoria).
Grace and George toured Australia until late October 1865, visiting Melbourne,
Sydney, Adelaide, and suburbs of these cities. Their itinerary was described in issues
of the
7 October 1865, and
(Melbourne), 26
February 1866:
Upon leaving Melbourne in December 1864, they had the pleasure of appearing
in all the available towns throughout Victoria, being received on every occasion by
enthusiastic and crowded audiences [ . . .]. In March of last year they appeared for
some weeks at the large Assembly Rooms, Adelaide, being honoured on two occasions
by the presence of His Excellency the Governor of South Australia and Lady Daly.
The room capable of containing 700 persons, was nightly crowded and on the
occasion of Mrs. Case's benefit a great number of persons were unable to gain
admission [ . . . ]. The densely crowded audience which visited the 'School of Arts'
last evening, when Mr. and Mrs. George Case gave their farewell entertainment, was
a fitting testimony of the high estimation formed of the pleasing and clever
performance of those talented artists. On tendering their adieu the clever couple
received hearty acclamations of applause.
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Toward the end of October 1865, George and Grace set out for New Zealand,
where they played until early March 1866; as in Australia, they were very popular.
On 27 October 1865, the
noted:
Mr and Mrs. George Case, who have lately been making a tour of the colonies,
gave their entertainment, entitled “A Drawing Room to Let” before a large
audience, in The Prince of Wales Theatre, last night. Mrs Case (formerly Miss
Grace Egerton), who possesses extraordinary facility for assuming characters of
opposing castes, performed her part with much vivacity and grace and was
constantly recalled by her appreciative audience [ . . . ]. ”A Drawing Room to
Let” bids fair to attract a large audience, who cannot fail to appreciate the tact
and talent employed to make the entertainment generally attractive.
From February 1866 to late 1868, the Cases toured Australia and Tasmania. On
7 November 1868, they left Sydney bound for Port de Galle, Ceylon (Sri Lanka).
, 11 on July 1869,
From Ceylon they went to India, where, as reported in
they had a highly successful season:
AMUSEMENTS AT BOMBAY
TO THE EDITOR OF THE ERA
Mr John H. Willy, the pianist, engaged Miss Grace Egerton (Mrs. George
Case), and Mr. George Case for a series of entertainments, which were an immense
success. Mrs. Case is an exceedingly clever person, and delighted everyone here,
especially the ladies, as may be judged from the fact that such an assemblage of
ladies was never seen night after night at the Theatre to witness the same
performances. His Excellency, the Governor gave his special patronage and
presence one night as did also Lord Napier of Magdala, the Commander-in-Chief.
Mr. George Case, of course is well known as one of our best concertina players;
he certainly astonished the people here, as it was the first time that the concertina
has been heard properly played in this place [ . . . ].it was a pity, as the papers
said, that they could not stop longer than for ten performances, but they had to
proceed to China, from thence to Panama, and thence to New York and London,
as all say Mr Willy was the means of bringing the greatest treat that has been in
Bombay for years. Yours truly,
LEGITIMATE
Grace Egerton and George Case appeared in San Francisco in September 1869, in
Valparaiso, Indiana, in November 1869, and in Chicago in January 1870, where
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they were well received.53
Their return to England was marked by tragedy: their son George Benedict Case
died of typhoid fever.

Soon after arrival in England from Australia via California, of typhoid fever,
the only, beloved child of George and Grace Case (Grace Egerton).54
Yet they were advertising their availability for engagements. Such was their
popularity abroad that, although they were back in England, their “public” in
Australia and New Zealand still wanted information about them. The briefing in
the
in December 1870 even mentioned that the Cases had acquired
some cottages in New Malden:
Mr. and Mrs. George Case (Miss Grace Egerton) have purchased some cottages at
New Malden, Surrey and are living in one of them as jolly as ever. Their residence
puts one in mind of the British Museum on a small scale, they having purchased so
many beautiful curiosities in China, India, and Japan on their homeward route. They
are now giving their well-known entertainment about 2 or 3 nights a week in various
parts. They hope to visit Australia again for a short time in the course of a year or
so.
By July 1870, Grace and George were abroad again, this time in New Brunswick,
Canada, New York City, and California. On their return to England, they toured the
provinces and, on 27 April 1871, returned to The Bijou Theatre, the first major venue
in which they had appeared (in 1861). The notice in the 5 March issue of
stated:
MR. and MRS. (GRACE EGERTON) GEORGE CASE
After an absence of six years, have returned to their native land, and gave an
entertainment at the Bijou Theatre, Bayswater, on Monday night, with the
greatest possible success, to a crowded and enthusiastic audience. The
accomplished pair have seen not a little of the world since their departure
from these shores, having visited Australia, New Zealand, India, China, Japan,
Canada, California, and the United States, and having met everywhere with
the most flattering reception. Their present entertainment entitled Latest
Intelligence from Abroad and at Home, written expressly for them by Mr.
Edmund Yates, is admirably adapted to display their talents to the best
advantage [ . . . ] and we may safely say that never did popular artistes receive

PICA 10, Page 55
a heartier greeting after a long absence than did Mr. and Mrs. Case on this
occasion [ . . . ].
During the second quarter of 1872, Grace Egerton gave birth to their second child,
Grace Dolly Dot Case. This was quickly followed by an announcement in
on 2 June 1872 that their final tour was to commence shortly, a retirement
announcement that proved to be extremely premature. By August 1872, Grace
Egerton and George Case were touring the provinces and London suburbs again,
finishing the tour toward the end of the year.
On 8 December 1872, the following advertisement appeared in

:

ELEGANT WHITE and GOLD PROSCENIUM FOR SALE, with Curtains
opening in Centre, fitted on iron Framework without nails, with handsome
Drawing-room Set and Back Cloth, as used in Grace Egerton's Entertainment,
who is shortly leaving England. Also Travelling Van, good Horse, and
Pianoforte.
Apply to Mr. Geo. Case, Garden Cottage, New Malden, Surrey.
“ leads us to wonder about
Reference to the “
their travelling arrangements whilst on tour. Presumably, the majority of their travel
between venues would have been by train, the railway network having increased
dramatically from the 1840's onward.56 They may have used a train to transport their
“travelling luggage van” to a location central to a number of venues and then used
the travelling luggage van for the shorter trips between closely spaced venues.
Alternatively, they may have employed a driver to take the horse-drawn van ahead
in advance of their appearing at a particular venue for a number of weeks. Passenger
rail probably also was important for travels within Australia, though their intercity
travel may have relied heavily on sailing vessels. Whether the travelling luggage van
went with them on foreign tours is uncertain, but it might have been very useful as
a shipping container for their props and personal effects.
In January 1873, Grace and George were once again touring the provinces,
culminating in the Music Hall, Chester, in March 1873, where “
57

must have had their own, very different idea about what
constituted “final retirement,” since they appeared in St John, New Brunswick, on
28 March and 1-2 April 1873, followed by engagements in Charlottetown, Prince
Edward Island, and Halifax, Nova Scotia.58
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Fall 1873 saw them back in England for a brief tour, and, on 14 September.
stated: “
on the
Continent
to Naples from whence they were to depart on 27 October 1873
for Bombay. Information on their itinerary of the following three years is somewhat
sketchy, but they appear to have visited Australia and New Zealand during that
period.
They were certainly back in England by the middle of 1876, when an advertisement
said:
in the 30 July 1876 issue of
Miss Grace Egerton (Mrs. George Case) and Mr. George Case are at home this
Winter only. Eastbourne, Hastings and Tunbridge Wells in August. Midland
Counties and the North September and October. After and during the Winter
in Town.
In August they appeared at the Assembly Rooms, Eastbourne, and changed their
address to Haven Lodge, New Malden, Surrey. During the period 1876-1878, they
had three engagements at the Concert Hall in Liverpool: November 1876, December
's “Foreign Letter-Box” of
1877, and January 1878.59 An advertisement in
21 October 1877 said that mail was being held for Miss Grace Egerton, indicating
that they took a short trip abroad in 1877.
On 8 September 1878,
announced that the Cases were returning from a
successful season in South Africa,60 After another engagement at the Concert Hall
in Liverpool in April 1879, they took to the road again, returning to the Maritime
Provinces of Canada to perform in St. John and Halifax.61 Their two final
performances in Halifax included their young daughter “Dolly Dot” singing
and the concert on 9 September 1879 was Grace Egerton's
benefit night, attended by numerous political and military dignitaries and leading
families of Halifax.
Grace Egerton died in Montreal on 6 July 1881. The late obituary in the
on 19 November 1881 indicated that Grace and George Case had been
planning to retire, this time in Australia:62
Many readers will regret to see among the announcements of death, that of
Mrs. George Case (Miss Grace Egerton). This accomplished lady and her husband
were well known and well liked by Brisbane playgoers who remember the pleasant
entertainments they used to give. Mr. and Mrs. Case had just completed a trip
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across the American Continent and were on their way to Queensland at the time
of the lady's death. They had been so pleased with Brisbane that they were
determined to settle down here, having secured a pleasant site for their future
home at Breakfast Creek.
George Case had the distinction of being one of the earliest
to write instruction manuals for the English concertina63 and was the most prolific
of such authors. He also is credited with the only tutor specifically designed for
learning the baritone English concertina. Table 2 lists his tutors and exercise books
for English concertina (as well as those for violin).

Boosey’s Shilling Tutor for the Concertina. Boosey, 1855 (G. Case, ed.)
English Concertina Tutor. George Case, 1883.
Exercises for Wheatstone’s Patent Concertina. Wheatstone, c. 1845 and c. 1855
(also sold as Exercises for Daily Practice, No. 1 (in C) and No. 2 (in G)).
George Case’s English Concertina Tutor. Boosey, 1883.
Instructions for Performing on the Concertina. Wheatstone, 1849; and Boosey, c.
1854 (and subsequent editions through enlarged 4th ed., c. 1875); note that a
Swedish version of this tutor, Kortfattad Konsertinaskola [Short Concertina
Course], was published in Stockholm: Stridsropets Tryckeri, 1929, intended
primarily for Salvation Army players.
Supplement to the Concertina Instructor No. 1. Boosey, 1855.
The Baritone Concertina: A New Method Containing Introductory and
Explanatory Remarks, Followed by a Selection from the Best Masters. Boosey, 1857.
Universal Instructions from the First Rudiments to the Most Elaborate Style of
Performance for the Concertina. Boosey, c. 1855.

Boosey’s One Hundred Exercises, Studies, and Extracts from the Works of The
Great Masters of the Violin. Boosey, 1859.
Boosey’s Shilling Violin Tutor: An Entirely New System. Boosey, c. 1855 (G. Case,
ed.).
Violin Tutor. Boosey, 1883 (in “Boosey’s Musical Instructor

Series”).

Page 58, PICA 10
There can be no doubt that
intended for advanced
concertinists, stands as Case’s most notable instruction manual, and it is probably
the fully harmonized arrangements of well-known hymns that is its most interesting
feature. Indeed, Case recommended the baritone concertina for use in church, as
a means of accompanying choral and congregational singing:
The Baritone Concertina is much used for the performance of Sacred Music,
to which it is admirably adapted [ . . . ] to teach choirs [ . . . ] and to lead Voices
in small country Churches [ . . . ]. For Chants and Psalms, it is an excellent
substitute for the Organ or Harmonium (p. 2).
He also recommended the baritone concertina as a suitable instrument for the
accompaniment of music in other genres:
To accompany ballads, or Vocal Operatic Music, the Baritone Concertina
may be used most effectively as a substitute for the Piano Forte. Eventually, no
doubt, many songs will be published with an accompaniment for the
instrument; meanwhile, the reader may without much transposition, play the
Piano Forte accompaniments (p. 4).
Needless to say, his optimism regarding future publications of music for the
baritone concertina was misplaced. And with its arrangements of ten hymns, twelve
is probably
selections from famous operas, and six airs,
the largest, single collection of arrangements ever published specifically for the
baritone concertina.
The Appendix lists ore than 150
arrangements and compositions by George Case. The selections range from fantasies
on famous opera arias to folk tunes, ballads, national airs, etc. The list includes
fifty-three entries for the arrangements in Case’s
,
(London: Boosey & Sons, 1855-1864), while another seventy entries
account for the arrangements in two other publications:
and
. Finally, there were many
more arrangements (not listed individually in the Appendix) in
,
,
and other collections.
The census of 1891 lists George Case as a retired musician residing
in the boarding house of his sister, Fanny Watts, in Leyton, Essex. His accidental
death some nine months later, on 27 January 1892, was caused by burns and other
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complications from his having fallen into a fireplace in his sister’s house.
In sum, George Case had participated in all major facets of the first half-century
of the English concertina. He was born during the decade in which free-reed
instruments of the hand-held variety took hold. When he died in January 1892,
only one other original member of the 1844 concertina quartet was still alive, Richard
Blagrove, who would also soon pass away (in 1895). In addition, most of the other
well-known concertinists with classical music repertories were also gone from the
recital halls and theatres. Looking back, we may say that George Case—concertina
maker, teacher, performer, and arranger of concertina music—had most certainly
made his mark during the Victorian heyday of the English concertina.

This appendix lists individual pieces, transcriptions, and arrangements (that is, pieces
that were published independently), as well as collections of compositions and
arrangements by George Case. Unless otherwise noted, each piece is for concertina
with piano accompaniment. An asterisk (*) indicates that a piece or collection is
available in the ICA Music Library.
:

(London: Wheatstone & Co., 1848);
______________ [space provided for inserting the
name of a music dealer]. (A copy is in the Library of Congress Catalogue; the place,
publisher, and date are not shown.);
(London: Ewer & Co., 1860), pp. 232-37 T
(London: Augener, n.d.);
(London: Wheatstone & Co., 1919 and 1932);
“The Bluebook” Wheatstone catalogues, 1950s; the British Library Catalogue (online
at
); and the Music Library of the International Concertina
Association.

Op. 9 [the composer referred to
in the title is Friedrich Heinrich Himmel, 1765-1824]
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[Flotow]*
Austrian Air, with Introduction and Variations, Op. 10
[Donizetti]*
[Donizetti]*
[Rossini]
[Meyerbeer]
*
[Bellini]
*
“Fra poco a me recovero” [from

Donizetti]*
[J.S. Bach—unaccompanied concertina]
[Bellini]
[Donizetti]

[Weber]
*
[Bellini]
“My Boyhood’s Love” [from the opera Leoline, Flotow]
[Spohr]

Op. 3
[Case--for two treble concertinas and
piano]
[Donizetti]
[Donizetti]
[Donizetti]*

1.
1855.*
2.
Wheatstone & Co., c. 1848.

. London: Wheatstone & Co., c. 1848 and
. London:
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3.
. London: Wheatstone & Co., c. 1848. [Separate sets
for one concertina, concertina and piano, two treble concertinas, treble and bass
concertina, and two treble and bass concertina]*
4.
London: Wheatstone & Co., c. 1848. [Eight items from
popular operas of the day.]
5.
. London: Wheatstone & Co., c. 1848 (for one or two
concertinas).
[Donizetti]. London: Case, c. 1855.
6.
7.
. London: n.p., c. 1859.
8.
. London: n.a, c. 1859.
9.
, No. 1-4. London: Case c. 1855.
. London: Edwin Ashdown, c.
10.
1900.
. London: Case, 1857.
11.
12.
. London: Wheatstone & Co., c. 1848 (for unaccompanied
concertina).
. London: George Case,
13.
1855.
14. The Concertina Miscellany, A Periodical of Standard and Modern Music,
. Boosey & Sons, 1855-1864.
Arranged for the
Consists of 53 selections, mainly items drawn from popular items of the day.
III. Violin collections
1.
2.
3.

. London: Boosey & Co., 1858.
London: Boosey & Sons, 1859.
. London: Boosey & Sons, 1859.

1. Thanks to Jeremy Hague and Wes Williams for comments on an earlier draft.
2. Established by Sir John Gallini and Carl Friedrich Abel in 1774, the Hanover
Square Rooms was London’s leading concert venue at the time of the quartet’s début.
Over the years, the Hanover Square Rooms hosted performances by a long list of
famous musicians— Johann Christian Bach, Joseph Haydn, Johann Hummel, Felix
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Mendelssohn, Niccolò Paganini, Hector Berlioz, Clara Schumann, and others.
3. On Alfred Blair Sedgwick (1821-1878), see Randall C. Merris, “Dutch Daly:
, 4 (2007), 18-19.
Comedy and Concertinas on the Variety Stage,”
4. On Richard Manning Blagrove (1826-1895), see Allan W. Atlas,
especially Chapters 4-6; and Randall C. Merris, “Notes on the
Lachenal Sisters, Richard Blagrove, Ellen Attwater, Linda Scates, and ‘Dickens’,”
7 (2010), 20-28.
5. On Regondi (1822-1872), see Douglas Rogers, “Giulio Regondi: Guitarist,
, Part I: 91 (Fall
Concertinist, or Melophonist? A Reconnaissance,”
1992), 1-9; Part II: 92 (Winter 1993), 14-21; Part III: 97 (Spring 1994), 11-17; Tom
Lawrence, “Giulio Regondi and the Concertina in Ireland,”
411 (July 1998): 21-25; Stewart
1800-1924 (New York: Garland, 1989), 100-13, 126-33;
Button,
Philip J. Bone,
(London: Schott & Co., 1954), 291-96;
New Grove/2 21, 122; Allan W. Atlas, “Collins, Count Fosco, and the Concertina,”
new ser., 2 (1999): 56-60.; and Allan W. Atlas, “Giulio
4 (2002), 70-84.
Regondi: Two Newly Discovered Letters,”
6. In the 1841 British census, George Case was not included in his parents’ household.
He may have been living in the Purdy home, which is known to have provided
accommodations for Purdy’s apprentices.
7. Clothworkers’ Company Archives, CL/C/4/2/7, Register of Apprentices, 18211846, fol. 93v.
8. Commercial Directory in the
(1845), 420.
9. There were various routes through which one could become a member of a Livery
Company and be admitted to the “Freedom,” as it is known. Chief among these
were
by which a person gained the Freedom after serving an apprenticeship;
, by which children of Freemen qualified for membership through their
parents; and
, whereby the Freedom was obtained through the paying
of a fine (often quite substantial). For more information, see
. George Purdy had been apprenticed to his uncle,
Frederick Purdy, as a “Broker'” under the aegis of the Clothworkers Company (guild).
Sometime after obtaining his Freedom as a Broker, George Purdy was designated as
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“music seller,” as listed in George Case’s apprenticeship document.
10. Clothworkers’ Company Archives, CL/C/3/2/3.,Register of Freedoms, 1806-1929,
fol. 91r.
11. Clothworkers’ Company Archives, CL/C/4/2/7, Register of Apprentices,
1821-1846, fol 111r.
12. Clothworkers’ Company Archives, CL/C/3/2/3, Register of Freedoms, 1806-1929,
fol. 101v.
, 11 March 1849. Most of the newspaper materials cited in this article
13.
were obtained from The British Newspaper Archive, available online at

14. Thanks to Allister Hardiman for information about Professor Kohler.
15. French-born Louis-Antoine Jullien (1812-1860, originally Julien). Having left
Paris to evade creditors, Jullien came to England and organized orchestras and bands,
established promenade concerts, and arranged, composed, and performed lighter
genres of music.
16. Using the Wheatstone & Co. Sales Ledgers from the late-1840s, Allan Atlas has
identified four ladies who almost surely were concertina pupils of George Case, The
ledgers show the following concertina purchases: 10 February 1845, “Mr. Case for
Miss Goodman”; 24 January 1846, “Mr. Case for Miss Copley”; 15 December 1846,
“Case for Miss Cooke”; and 20 January 1847, “Case for Mrs. Cruickshank.” See Allan
W. Atlas, “Ladies in the Wheatstone Ledgers: The Gendered Concertina in Victorian
39 (2006), 1-234
England, 1835-1870,”
(in particular, see 41, 96, 97, 99, and 116); available in its entirety at
www.concertina.com/atlas/ladies/index.htm. Wheatstone & Co. business records in
the Library of the Horniman Museum are available online at www.horniman.info
and www.concertina.com/ledgers/indexes.
17. Case’s father-in-law, John Christian Janson, may have provided financing for the
purchase of Scates’s business.
18. Robert Ellis,
1851. Corrected and Improved Edition (London: Spicer Brothers,
1851), 68.
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19. The arrangement also was announced in

2 January 1855.

20.The Boosey business dates from the 1760s, when John Boosey founded a music
lending library in London. The Boosey firm became a major publisher of music
(including concertina tutors and tunebooks) and manufacturer of musical
instruments. In 1868, Boosey & Co acquired Distin & Co., a prominent maker and
retailer of musical instruments. In the mid-1900s, Boosey & Hawkes acquired the
concertina manufactury of Wheatstone & Co. (later sold to Stephen Dickinson). See
(London: Boosey & Hawkes,
Helen Wallace,
2007); Kelly J. White and Arnold Myers, “Woodwind Instruments of Boosey &
Company,”
, 57 (2004), 208-14; and “The Distin Family as
, 2 (2011), 13.
Instrument Makers and Dealers, 1845-1874,”
The official website of Boosey and Hawkes is www.boosey.com.
21. The 48-key Case concertina No. 5004 is described in the discussion forum at

22. London addresses for George Case include Queen’s Head Walk (1823); 7 York
Street, Wellington Street Strand (1844); 51 Great Coram Street, Russell Square
(1846-1848); 32 New Bond Street (1849-54); 14 Westbourne Park, Paddington (1851);
South Bank and Great Portland Street (1856); 20 Alfred Place, Finsbury (1861); and
Spring Villa, Fairlap Road, Leyton (1891). His Surrey addresses were Garden Cottage,
New Malden (1870) and Haven Lodge, New Malden (1878).
23.Introduction of this cross-piece style has been attributed to John Nickolds
(1787-1862). On Nickolds, see Stephen Chambers, “Louis Lachenal: ‘Engineer and
2 (1999), 14-15; available
Concertina Manufacturer’" (Part 1),
online at
24.

, 31 December 1854.

25.
, 6 August, 1840. The Theatre Royal, Drury Lane in
which Case performed was built in 1812 (the fourth and last Theatre Royal in
London). For a time, it could claim to be London’s leading theatre.
26.
27.

, 31 December, 1840.
4-5 June 1841. Opened in
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1821 as the Albany New Theatre and later renamed the Theatre Royal (the second
of four Theatre Royals in Dublin), it was once billed as the largest theatre in Europe.
, 8-12 June 1841. The
28.
Rotundo was part of Rotunda Hospital, built in the 1760s. It was designed for
concerts and other events to contribute to funding the maternity hospital. The
rationale for “Rotundo” rather than “Rotunda” is unknown.
, 24 September 1841.

29.
30.
31.

, 11 and 21 December 1843.
13 November 1847.

32. The London Tavern, 123 Bishopsgate Street Within, City of London, had neither
a bar nor coffee room, but was a meeting hall for corporate, political, and charitable
institutions, auctions, balls, and winter/spring concerts. The establishment was best
known for its gastronomical delights (especially turtle) and fine wines. Its impressive
facade often led strangers to mistake it for the Bank of England. It closed in 1876.
See
(New York: Bretano’s, 1901), 77-81.
33.Willis’s Rooms on King Street, St. James was an old and prestigious venue for
chamber music. Established in 1765 as Almack’s Assembly Rooms, it was re-named
Willis’s Rooms by Mrs. Willis who later inherited the establishment following the
1871 death of her uncle, founder William Almack (born William Macall).
34. Allan Atlas,
2009 ), xvi.

(Middleton, WI: A-R Editions,

35. Joseph Case previously appeared with Mr. and Mrs. Scates (and Mr. Lake) in a
quartet in the Royal Assembly Rooms, Liverpool (
, 12 October
1849).
36.

, 27 December 1850 and 6 January 1851.

37. Sussex Hall (1845-1859) on Leadenhall Street—formally, the Jews’ and General
Literary and Scientific Institution—had been the Tylers’ and Bricklayers’ Hall (also
known as Livery Hall).
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38.

29 February 1852, 27 February 1853, and 5 March 1854; and
2 April 1854.

39. Exeter Hall, which opened in 1831, was a meeting hall that also served as a concert
venue.
40.
, 7 April 1853;
20 March 1856;
10 April 1855;
, 26 April 1858.

29 March 1854;
, 5 April 1857; and

,

41.
March 1853;

9 March 1852;
, 4 April 1852;
,8
27 November 1853; ;
21 April 1854;
1 February 1855;
15 May 1853;
, 30 December 1855;
, 20 May 1856;
20 July 1856;
11 November 1856;
, 7 June 1857, and
7 February 1858.

42.

, 14 August 1852

43.
, 8 January 1853.
, 9 October 1853;
, 14 January 1855;
, 26 September
44.
1855, 3 September 1856, and September 1857;
, 28 September
1855;
19 October 1855;
, 16 April 1856;
, 27 September 1856 and 14 January 1857;
21
October 1856; and
, 3 October 1856.
45. His mother was Elizabeth Grace Cruft.
46. Edmund Hodgson Yates,
, Vol. 2 (London:
Richard Bentley & Son, 1884), 263. Hodgson was familiar with the Scates family and
the concertina. In 1885, the widowed Linda Scates Cook married Hodgson’s son,
Charles Dickens Theodore Yates. On Linda Scates and the Yates family, see Randall
C. Merris, “Notes on the Lachenal Sisters,”
, 7 (2010), 20-28.
47. John Sims Reeves (1821-1900), considered by some to be the foremost operatic
and ballad tenor of the mid-Victorian era.
48.However, judging from an 1866 review, one wonders whether her performance
was a characterization or a caricature of Reeves: “His [Sims Reeves] peculiarities of
manner are cleverly hit off….the presentation of the whimsical-tempered glorious-

voiced singer is sure to cause a great deal of laughter [ . . . ].” (
January 1866; reprinted in
, 26 February 1866).
49.

, 17 May 1863.

50.

, 23rd October 1864.

51.

, 9 September 1864.

52.

, 10 November 1868.

53. “January Mail,”
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, 31

, 17 March 1870.

, 12 May 1870. From this death notice and various passenger lists (for
54.
example, “Mr. and Mrs. Case + Master Case ‘City of Adelaide' 9th Aug 1866”), it is
clear that Master Case traveled with them.
55.

, 12 July 1870; and

, 12 May 1870.

56. By the mid-1850s, the rail network in Britain stretched some 6,000 miles; see
Christian Wolmar,
:
(London: Atlantic, 2009), passim.
57.
58.
59.

, 8 March 1873.
, 27 April 1873; and
, 7 August 1873.
, 30 October 1876; The Era, 21 October 1877; and
, 30 December 1877.

60. Their South Africa tour garnered praise all the way from New Zealand, where
of 16 September 1878 reported that “Mr. and Mrs. Case (Grace
Edgerton) are having a successful season at Grahamstown, Natal.”
61.

, 21 April 1879;
, 1 August 1879;
, 2 September 1879; and
, 5 September 1879. The source
of the latter two citations is the University of New Brunswick Electronic Performance
Calendars at
62. This obituary in an Australian newspaper is the only notice of Grace’s death that
we have found.

Page 68, PICA 10

63. His
(c. 1845) was the first or second
set of concertina instructions published by Wheatstone, possibly predated only by
Joseph Warren,
(London: Wheatstone &
Co., c. 1844). English, Anglo, and duet concertina tutors, published from the 1840s
onward, are described in Randall C. Merris, “Instruction Manuals for the English,
Anglo, and Duet Concertina: An Annotated Bibliography,”
4 (2002), 85-118; available with updates for more recent publications, at
.
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PICTURE GALLERY

INTRODUCTORY NOTE BY ALLAN ATLAS

The London music season of Summer (May-June) 1853 saw the usual number of
big-name musicians in the city, both domestic and foreign. There was much in the
way of concerts to draw them there: the new Philharmonic Society, founded only
a year earlier; the Sacred Harmonic Society, established in 1832; John Ella’s Musical
Union, founded in 1845 in order to promote chamber music; and, of course, the
Royal Italian Opera, ensconced at Covent Garden and gearing up to present Berlioz’s
opera
Apparently it was John Ella who had the bright idea of commemorating the
presence of so many luminaries by commissioning the Belgian-born portraitist
Charles Baugniet (1814-1886) to produce a lithograph portrait of the group.
Baugniet, we might note, was active in London from 1843, and included among his
many high-society subjects were Prince Albert and Charles Dickens.
Figure 1 shows what Baugniet wrought. And among the sixteen musicians present,
at least six could claim some connection, however tangential, with the English
concertina, even if none of them played the instrument himself. They are discussed
below (the identifications follow those in Hugh Macdonald,
[Woodbridge: The Boydell Press, 2012], p. 24, where the
lithograph is also reproduced [p. 25]; there is one problem with Macdonald’s
identifications: though the lithograph includes sixteen gentlemen, Macdonald
accounts for only fifteen; playing Baugniet’s portraits off against other known
portraits of his subjects, I can only conclude that No. 10 is the person who remains
unidentified; the biographical “blurbs” are my own, except for those about Charles
Goffrie and Henry Jarret(t), for which I drew upon the pathbreaking study by
Christina Bashford,
(Woodbridge, Surrey: The Boydell Press, 2007).
(1811-1872): one of the leading violinists and chamber
music musicians of the period, he studied with both Spohr and Molique (see below)
and was a frequent participant in the concerts of John Ella’s Musical Union (see
below); as for his connection with the concertina: he is the older brother of
concertinist (and violist) Richard Blagrove.
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(1815-1895): perhaps the best-known English clarinetist of his
time, taught at the Royal Academy of Music from 1845 to 1895; the connection with
the concertina is the most tenuous of the six, consisting of nothing more than being
mentioned by George Bernard Shaw in the same breath as the English concertina
and Richard Blagrove: “The English concertina closely resembles the Clarinet in
tone—and, indeed, at a pinch, a worse substitute for Mr Lazarus than Mr Blagrove
might easily be found” (in “Signor Gayerré’s Self-Complacency,”
25
ed. Dan L. Laurence [New York: Dodd, Mead,
April 1977; reprinted in
1981], I, 118-19).
(1824-1868): a leading flutist of the time, he married
Catherina Josepha Pelzer, a virtuoso guitarist and concertinist on 24 September 1854.
(1802-1829): German violinist, active for many years at
Stuttgart; for concertinists he is most important as a composer for the instrument:
Concerto No. 1 in G (1853), commissioned by and dedicated to Giulio Regondi,
who gave the first performance on 5 April 1856 Concerto No. 2 in D (1860/61),
never published, MS now lost, performed by Regondi on 1 July 1862;
Op. 50 (1865), consists of six untitled pieces; Sonata in B flat, Op. 57, commissioned
and premiered by Richard Blagrove in 1857, published c. 1860;
Op. 61 (1859), consists of “Bolero,” “Consolation,” Rural Scene,” “Sorrow,”
“Prayer,” and “Serenade.”
(1893-1869): one of the major figures in the development of
nineteenth-century musical Romanticism, he included a description of the English
concertina (with which he likely became familiar when he served as one of the judges
for musical instruments at the Great Exhibition of 1851) in the second edition of
while he had nice
his
things to say about the tone of the instrument (“mordant et doux”), its ability to
“carry” (“porte assez loin”), and the way in which it blended with both piano and
harp (“marie aisément avec le timbnre de la Harpe et avec celui du Piano), he ripped
into both Wheatstone and the instrument’s mean-tone tuning (with fourteen notes
to the octave), belittling Wheatstone as an “acoustician” (as opposed to a musician).
(1802-1888): a violinist and impresario, from 1826 to 1846 he
directed a concert series at the home of Lord Saltoun that was devoted to the
promotion of chamber music; from 1845 to 1880 he oversaw the Musical Union,
subscription concerts for which he provided analytical program notes; in 1852 he
inaugurated his Musical Winter Evenings; all of these were exclusive in nature and
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required subscriptions; as for his connection with the concertina: (1) he bought a
Wheatstone concertina on 7 September 1838, (2) he entered into his diary on that
day: “Received of Wheatstone a new Concertina Price 16 Gs:--to sell,” and (3) he
purchased a second concertina on 1 January 1851, again with the probable intent
of selling it (see my article, “Ladies in the Wheatstone Ledgers: the Gendered
Concertina in Victorian England, 1835-1870,”
39 [2006], 11; online at www.concertina.com).
As for the other gentlemen in Baugniet’s lithograph:
(1818-1897): Italian violinist-composer, his most famous
work by far is
, Op. 25 (1851), still a popular encore piece for
virtuoso violinists; he taught composition at the Milan conservatory, where two of
his students were Giacomo Puccini and Pietro Mascagni.
( ? - ? ): violinist and frequent participant at Ella’s Musical
Union; likely the Charles Goffrie who wrote the 36-page
(1876).
(1829-1908): born in Hamburg, he settled in London in
1848, and became official court pianist to Queen Victoria.
(1820-1881): a leading figure in the Franco-Belgium school
of violinists, he wrote seven concertos for the instrument; he also played at Ella’s
Musical Union.
(? - ?): a well-known horn player, he often participated in Ella’s
Musical Union.
1811-1885): succeeded Mendelssohn as director of Leipzig’s
Gewandhaus orchestra; he was at Beethoven’s bedside when the latter died and took
a lock of Beethoven’s hair as a souvenir (in 1994, the lock of hair was purchased at
a Sotheby’s auction by members of the American Beethoven Society in 1994 for
£3,600; they donated the lock to the society which is housed at the Ira F. Brilliant
Center for Beethoven Studies in San José, CA; other samples of Beethoven’s hair
can be found at the Library of Congress, Washington, D.C.; University of Hartford,
Hartford CT; the British Library; the Gesellschaft für Musikfreunde, Vienna; and
the Beethoven-Haus, Bonn.
(1801-1856): a Belgian-born bassoonist, he
played in the King’s Theatre Orchestra.
(1791-1856): German composer who wrote
twenty-nine operas, none of which remains in the repertory.
(1784-1859): violinist and a major composer of the period; he
represented a transition of sorts between the Classical and Romantic styles; Gilbert
and Sullivan refer to him in Act II of
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HISTORICAL DOCUMENT

INTRODUCTORY NOTE BY ALLAN ATLAS

On 31 July 1832, the then thirteen-year-old Princess Victoria (b. 24 May 1819)
began to keep a diary, something that she continued to do after becoming queen
on 20 June 1837 and that she would still be doing until just a week before she died
on 22 January 1901 (the last entry is dated 13 January 1901). Altogether there are
141 volumes and 43,765 pages, these spread across four different versions of the
journals, some original, some in the form of transcripts.
The two journal entries that concern us here are dated Friday, 5 May 1837, and
Wednesday, 7 June 1837, and emanate from Kensington Palace. They survive in a
typescript volume (the inclusive dates are 2 September 1836-1 November 1837)
prepared specifically for Reginald Baliol Brett, 2nd Viscount Esher (1852-1930), who
was entrusted with editing Victoria’s papers and who wrote two important works
(1907) and
about her:
(1912).
The entries show that Victoria’s days were filled with music, with these two days
including performances by the teenage Giulio Regondi. I give the entries as they
appear on the website
(
),
which is in the process of making digitized versions of the journals available to the
public. Since the entries are long and the references to Regondi short, I have, in
order that readers may find them quickly, highlighted the latter in bold italics and
a larger typeface.
Friday, 5th May.—Got up before 8. Wrote the brouillon [draft] to a French letter to
dearest Aunt Louise. After 9 we breakfasted. Wrote my letter to dearest Aunt Louise.
Played and sung. At 11 came M. Guazzaroni till 12. Played and sung. Walked.
At 2 we went with dear Lehzen and Lady Conroy to Mrs. Anderson’s concert in
Hanover Square rooms, which was a good one (though none of the Singers sang
except Ivanoff), but it was too long. We came away directly after Mrs. Anderson
had played the 2nd time, which was the beginning of the 2nd act [after intermission].
She played 1st a Concertante by Beethoven in E flat, and then a very pretty Fantasia
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by Hummel. The prettiest things were, a Song from Robert le Diable, “Robert, toi
que j’aime,” sung by Mrs. Bishop. My pet duet “Mira la Bianca luna”, beautifully
sung by Ivanoff and not so well by Mme. Caradori; Assandri sings it better in my
opinion. Then a Fantasia on the violin by Mayseder, beautifully played by Mori.

A Miss Richardson played very well on the harp. The
Duchess of Northumberland, Lady Mary Stopford, Lady Cust, Colonel Caradoc,
and Sir George Anson met us there. We 3 got out at Bugberry Hill Gate (in the
Gardens) and walked home from thence with Lehzen. We met, not far from the gate
and in the gardens, the Duke C. of Brunswick’s gentleman; he is, I think, very good
looking, for we passed him close, though I was told by a lady who had seen him at
Almack’s, that he was not so, but I don’t think she saw him very close; and perhaps
he looks handsomer by daylight and with his hat on. He was very elegantly dressed,
and has a fine figure; he has dar arched eye-brows, fine eyes, dark mustaches, and a
fine long nose; he wears his hair longish and rather near the sides of the face; he
seems about 28 years old, I should say. The Duke stopped to speak to him from the
Park, and was on horseback; but he turned his head away, and UI could not, I’m
sorry to say, make out his face. Two ladies who have seen him at balls, tell me that
when close by, his expression is dreadful, so very fierce and desperate, but that his
behavior is quiet and like the other people’s. We came home at a little after 5.
Received a very nice kind little letter from the Queen of Portugal, and some very
pretty etchings done by dear Ferdinand. Wrote my journal. Drew. At 7 we dined.
Wednesday, 7th June.—Got up after 8. After 9 we breakfasted. The children played
in the room. At a ¼ p. 10 Mary, Lehzen, Ernest, Edward and I drove out and walked
home at a little after 11. At ½ p. 11 came M. Grandineau till ½ p. 12. At ½ pl. 12
came the Dean till 2. Read with him in the N.T., in Hume, and in Virgil. Saw Dr.
Clark. At 2 came Lady Hastings (the young one) and her 3 children, ver nice ones,
Lord Rawdon 5 years old, Lady Edith 3 years and a ½, and Lady Bertha 2 years old.
Lady Flora also brought little Lord Forbes, a dear little boy 5 years old. Wrote in
my journal. At 3 came M. Barez till 4. At a ¼ p. 4 Mary, Lehzen, and I went out and
came home at 10 minutes to 6. It was quite winter. At ½ p. 7, we dined. Ernest
and Gustavo Hohenlohe, Count Albert Esterhazy, the Marquis and Marchioness of
Hastings, the Earl and Countess Beauchamp, the Earl and Countess Manvers, the
Earl and Countess of Grosvenor, Lord and Lady Lucy Clive, the Earl of Liverpool,
Lord Burghersh, Lord William Russell (brother to the Duke of Bedford), Mons. de
Hummelauer, Lady Catherine Jenkinson and General Hill dined here. I sat between
Ernest and Gustav. I like Gustav very much; he is very mild and quiet. As he speaks
French very badly and English not at all, I kept up the whole conversation in German,
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which was wonderful for me, as I have never talked it hardly to anybody, much less
kept up a long conversation, except with M. Barez; it went really much better than
I expected, though I have no doubt I said many stupid and odd things. After dinner
I talked also German to young Count Albert Esterhazy, who is a remarkably nice,
unaffected, gentle and gentlemanly young man; he is cousin (but how I know not)
to Prince Esterhazy, and is like young Nicholas Esterhazy, only very much en beau,
for Albert has a very pretty countenance; handsome I cannot say, as he looks so very
young, rather delicate and has small features; he is by far darker as to hair, then
Nichols Esterhazy. Count Albert is a great connoisseur of music. He speaks such
Vienierisch Deutch [sic], it is quite amusing, just like dear Ferdinand and Augustus.
Several people came after dinner. Mme. Dulcken played on the piano; the two
brothers Ganz on the violin and violoncello very beautifully, a little boy called
Moeser, only 8 years old, beautifully on the violin, and
It was a concert, but oh !
th
not like those of the 26 May and Monday last! – Stayed up till 12. Charles, though
better, could not appear.
REVIEW-ESSAYS
Jack Talty and Cormac Begley, Anglo concertinas.
Raelach Records CD002 (2011).
Frances Wilkins, English concertina; Claire White,
violin and vocals. Brigg ICD 101 (2013).
” Wes Williams,
compiler. www.concertina.org.uk/audio.
REVIEWED BY ROGER DIGBY
First an apology for reviewing in 2013 a CD,
(a mythical Irish race
that can be rendered as “men with bellows” (or “bellies”) which has been around
since 2011. It slipped past me. I would, however, be making a much more groveling
apology if I allowed another minute to pass without telling you about a CD which
I believe to be one of the very best recordings of Irish Traditional Music to have been
made so far this century!
That’s quite a claim so I must justify it fully.
For a start, the playing here is faultless and full of life and the selection of tunes
is excellent; I heard Cormac play the opening tunes (two cracking barndances) in
Miltown Malbay a few years ago and knew instantly that I wanted to learn them!
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The rest of the CD continues with more and more of the same calibre. Not all
traditional tunes are crackers by any means and a mediocre tune can become a good
tune in the right hands and it may be that the extremely good playing here is a
factor, but I think these are very, very fine tunes to start with.
And there’s more. The overwhelming strength of the music is the wonderful sense
of pace. “Pace” is a word I find I use more frequently these days; for me it is
something different from “speed,” “tempo,” even “rhythm,” although it obviously
involves those things. I think of “pace” as the way a tune progresses, the way it
moves forward. It is the correct speed for a tune which allows the tune to develop
and show off its phrases and quirks. Two tunes of the same category—jigs, polkas,
etc.— may require very different paces; this is why some tunes go perfectly well
together in sets and others can’t be joined together even with a crowbar and
and
or the slide
superglue. Here the hornpipe set of
set of
and
can serve as perfect examples. They also
demonstrate some very crisp fingering.
And there’s more. A musical duo is the hardest option. The soloist is free to go
off at will, the band musician can drift about a bit, but the duo has no hiding place
and if not absolutely tightly together sounds careless or worse! This togetherness is
not achieved by “arrangements” which make a straightjacket with no place in
Traditional Music. It is created by sensitive listening and careful development as a
tune is worked over and over. The two players hear what the other is doing and
gradually come together closer and closer as they respond to each other’s ideas and
interpretations. This eventually creates an understanding which is nearly telepathic
and gives as much pleasure to the two players as to the captivated listeners. This
unity flows throughout this remarkable CD.
And there’s more. These are Anglo concertinas. Two Anglo concertinas hardly
ever sound good together. It can be great fun to play along with other Anglos, but
that’s a different thing! Just think how very few Anglo-playing duos there are. I’m
unable to think of any except for the recordings of Bernard O’Sullivan and Tommy
McMahon. There has to be a reason for this and I suggest it is because of the many
different ways in which Anglo playing can be approached. The various options,
mostly on the left hand, include chords, broken chords, partial chords, bass notes,
octaves, counter melodies, etc., and usually an ever-changing combination of all
that; and whilst Irish playing tends to be much lighter in these areas than English
playing, there is still the danger of creating a confusing mish-mash of conflicting
techniques. Jack and Cormac have overcome this and the two instruments settle
together in complete accord. It may help here that they have a range of different
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concertinas in different keys and registers so there are often distinctly different tones
helping to distinguish the two instruments, but it’s still an outstanding achievement.
And there’s yet more. No regular reader here will be surprised to hear me
mentioning the importance of style when playing Traditional Music! There are two
statements that are often heard about Traditional/Folk Music.
This is the people’s music and we’re all equally entitled to play it.
(This usually has the unspoken second sentence: The fact that I play it badly in no
way negates my entitlement.)
Folk music is continuously changing, so I can change it any way I
like.
Both these statements begin with important truths but instantly become
justifications for an inept or inappropriate or, worse still, self-indulgent performance.
Traditional music does evolve wherever it is played and whoever is playing it, but
it’s a very slow process and it doesn’t move outside its original style. Within that
style there is plenty of room for individuality and creativity. The truly great players
have been distinctive, recognisable, innovative, inspired, but always within the
tradition. Style sets the parameters; it doesn’t cramp individuality.
This is the real triumph of this music. These two young men have already found
an individual approach within the music which is rich and distinctive. Their skill
is building on, and adding to, the wealth of the tradition of which they are a part.
Nobody who loves Irish music should spend another day without this CD. Get it.
It’s magnificent.
In Ireland, where the tradition is still strong, it remains possible to learn
traditional music through the time-honoured method of social osmosis. Across the
Irish Sea this is now virtually impossible. If you only acknowledge traditional
singers/musicians if they have learnt from an older family member or from a
musician a couple of doors down the street, then you won’t need the fingers of your
second hand to count those who qualify. Yet surely, what happened in those Halcyon
days was that someone heard traditional music from a family member or a local
musician and decided that he/she liked it enough to want to become part of it.
There is no earthly reason why that cannot still be the case with the “traditional”
source being replaced by CD recordings or internet websites. Many people who are
today playing “Traditional Music” are not “traditional musicians” in the strictest
sense, but they are playing the music or singing the songs as if they were.
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It also helps if you do a bit of sensible study. England is finally starting to
encourage a serious, academic approach to its traditions, something that was
previously rare in a folk revival populated largely by well-meaning, but non-academic
enthusiasts (Scotland has a head start of about a generation, largely thanks to Hamish
Henderson); and whilst Grumpy Old Men like me might bewail the declining rigour
in academic methodology, a start has been made. Today’s enthusiast is—or can
be—better informed than ever before, and there are still many people alive with fond
and important memories of the last generation of musicians and singers.
is an example of these approaches. Frances Williams has been down
the academic route at The University of Aberdeen’s Elphinstone Institute (catch up
England!) and made a study of Shetland music. Claire White enjoyed the tutelage
of the great Tom Anderson. The CD is a mix of songs and tunes, ancient and modern.
The musicianship is of a consistently high standard and the result is very easy
listening. The tune sets show how hard they have listened to Shetland music and
how successfully they have absorbed it; there are some performances here that can
stand comfortably alongside archive recordings of the former great Shetland fiddlers.
There is also a wide range of material which is all well played and presented with
assurance.
The songs, mostly Claire’s own compositions, are in what could be described as
“The Folk Club Tradition”; they are easy to listen to and have gentle
accompaniments. Claire’s singing, however, is completely without the vocal
mannerisms that are so common in the Folk Club setting; these songs are sung
honestly and without artifice and therein lies the quality of this CD. Like real
traditional musicians, Frances and Claire put themselves into the background and
put the music in front. As I listened a second time I became aware of how
comfortable they are with the music and how much pleasure it obviously gives them.
Not many recordings convey this warmth and intimacy; this is a recording with
great elegance and poise.
I have often bewailed the fact that the early years of commercial recording
neglected English Traditional Music, presumably realising there was no market for
it. So here in England we have no equivalent of the 78s that Harry Smith could
draw on for his great American anthology, or the recordings of earlier Irish music
that are emerging, almost unnoticed, via Topic Records, from Reg Hall’s vast
collection. Kimber was the first traditional player to be invited into a studio, but
the industry had earlier recorded many of the concertina players who were making
a living in the world of commercial music.
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Wes Williams needs no introduction; indeed his name is on the inside cover of
this publication. He has made available, through his website, a number of recordings
of early players. Alexander Prince has a section to himself, but there are also
recordings of less well-known performers. Listening to these players I am
overwhelmed by their virtuosity and how it exceeds their modern counterparts, but
I made this point when discussing
elsewhere so I shall not
return to it.
Instead I ask the question, “Why?” Presumably the answer lies in the cut-throat
nature of the environment. There was only one medium for performance, the live
theatre, and when a concertina player, or any performer, was trying to make a living
it wasn’t simply a case of avoiding the rotten tomatoes; the reality was that if you
did a bad performance your place on the bill went to the man with the performing
dogs and you went hungry. That’s a pretty good incentive to practise hard!
I’ve often wondered how common it was to chuck rotten vegetables at the
performers! Did the costermonger with a bit left over at the end of the day wheel
his cart to the door of the Music Hall? If you took these projectiles in with you,
presumably you didn’t want to take them out, so would you be looking at an excuse
to launch them? Did the tension mount as the evening progressed with no turn
unstoned (Diana Rigg’s line, not mine!). Did the top of the bill hope for bad
performers earlier on who would exhaust the ammunition?
For me the most interesting example on this website are the 78s of Dutch Daly.
I have had these items, and a few others of his, for some time and had assumed he
played the duet system. (Let me stress that I do not subscribe to the opinion that
“It’s very good so it can’t be an Anglo,” though this was the position of our beloved
ICA until quite recent years!) Wes states that these recordings are played on an Anglo,
vol. 4 (2007)
and listening carefully I find no reason to challenge this.
contained an article by Randy Merris which affirms that Daly played all systems of
concertina, though Wes tells me that though he endorsed the Crane system, there’s
no evidence that he ever played it. Regardless of all that, this must be the earliest
recording of an Anglo. One side,
(interestingly, not
the same recording I have, so he recorded it at least twice!) includes the familiar
attempts at bird song, bagpipes, and church bells, doubtless popular on stage, but
also reinforcing the prejudice that the Anglo is the Joker in the concertina pack.
Alexander Prince was the most famous player of his day and a true virtuoso on
the Maccann system. His popularity, and that of his instrument, is shown by the
large number of records he made, well over one hundred. Many years ago I was
offered a nearly complete collection of his 78s by someone who had assiduously
acquired them in postal auctions and then lost interest. I wasn’t interested either!
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Many of them were unplayed—the collector’s dream! I don’t understand that; why
buy a book that you don’t intend to read or a bottle of wine that’s worth too much
to drink? The interesting thing was that the one missing 78 in this collection and
the few in poor condition were the ones with “Ragtime”/”rag”/”cakewalk”/etc. in
the title. These went for higher prices to specialist collectors of that music, while
recordings of “concertina playing: found a much less competitive market.
The commercial success of these 78s is reflected in the fact that they can still be
found today in junk shops and boot fairs. All of mine came from places like that
and the best sellers were clearly the medleys: popular songs, hymns, Christmas
tunes. Presumably these gave the best defence against the possibility of a fusillade
of flying “veg”. Such a medley might occur today towards the end of a pub session
to encourage a bit of community singing, but it’s inconceivable that anybody would
record such a medley now. Was this an early form of Karaoke?
Had these been recordings of traditional players I would be waxing lyrical about
“style,” but style is not an issue here. These recordings give us a window into a
vanished world even if we don’t go there very often, a musical equivalent of a
three-day County cricket match; we know it’s important in the wider picture, but
we seldom go to watch! What really matters is that it’s there when we want it, and
Wes’s pages, like Jon McNamara’s music supplements or Paul Schwarz’s website, are
huge assets to the concertina community selflessly provided by true philanthropists.
Sitting here, about to hit Apple + S for the last time, I’m realising that this has
been something of a celebration. A celebration of the virtuosity, the knowledge, the
commitment, the enthusiasm, the energy of those people, represented on this
occasion by the five names at the top of this essay, who enrich our crazy, inspiring
concertina world. Let’s face it, none of them are doing this for commercial reasons!
This is done for love and because they want to do it. We would be in a poorer place
without them.

Press

by Gary Coover. Fayetville, AR: Rollston
2013. 108 pp. ISBN-13:978-0615747354 and 10:0615747353. $30.

REVIEWED BY DOUG CREIGHTON
A number of recent collections of music as well as tutors for the Anglo concertina
feature both melody and harmonic accompaniments. Gary Coover’s
is the most thorough of these tutors, and provides
detailed instruction on how to play traditional English tunes in this style, with a
smattering of other genres included for good measure. Note that Coover assumes
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a 30-key, C/G instrument, which is common for beginners and available from a
number of manufacturers both past and present.
The tutor begins by reviewing the basic elements of music theory, and includes
explanations of chord progressions and diagrams showing where they are found on
the left side of the concertina. Once the individual chords have been mastered,
there are exercises to help the player make smooth transitions between them.
Although Coover is clear about the limitations of the Anglo system, he is quick
to embrace them. The frustration of having melody and accompanying chord going
in opposite directions in terms of the bellows is familiar to most Anglo players.
Thus Coover encourages players to experiment with alternate fingerings and
“work-arounds” that would enable them to play tunes that expand their repertoire
and increase their sense of accomplishment. He goes beyond the image of “two
harmonicas tied together” and approaches the keyboard as a whole. From the first
scales and chords, playing across the rows is a given. Some of us who started with
20-key models and are timid about using the “top row” will find that it isn’t as scary
as we thought.
One of the difficulties with notating music for the Anglo concertina is coming
up with a system that provides all the information necessary for the beginner in a
clear and concise fashion. Coover uses a system with standard musical notation for
the melody (in the correct octave), button numbers for melody and accompaniment,
chord symbols, and indications for the direction of the bellows. Fingering, on the
other hand, has been omitted, with the thought that players—whether because of
physical considerations or different ways of holding the instrument—are better off
sorting that out on their own. And though Coover’s rather “busy” system can be
challenging to read at first, it is no more difficult than the notational systems found
in other tune collections for the instrument. In fact, it has the advantage of giving
the beginner the opportunity to learn the melody first and then add an
accompaniment later without having to change the fingering of the melody in order
to accommodate the chords in the left hand.
Coover sets out to teach the harmonic style of Anglo playing using tunes in
different keys and with different time signatures. And there is a wealth of material
here, from simple Morris dance tunes to more challenging waltzes, English Country
Dance tunes, and hornpipes. The section that comprises the tutor itself is followed
by (1) a “Performer Showcase,” which includes a biography of each of the
concertinists upon whose repertoire Coover has drawn, (2) a list of recommended
listening, and (3) transcriptions that highlight different approaches to arranging for
the instrument. As to the tunes themselves, Coover draws upon William Kimber,
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John Kirkpatrick, Jody Kruskal, Bertram Levy, Rev. Kenneth Loveless, Brian Peters,
Andy Turner, and John Watcham. Finally, a “Pop, Blues, and Classical” section
reaches beyond the traditional repertoire and includes
and Elgar’s
to mention
just a few.
In all, this is an excellent tutor and a recommended addition to the library of
any Anglo concertina player.

(
) recently retired from his duties at The Graduate
Center of The City University of New York.
) is owner/manager of The Button Box in
Sunderland, Massachusetts. He performs on the diatonic accordion and Anglo
concertina for numerous dance groups, and has both performed and instructed at
music and dance events across the United States and Canada.
(
) is well known as a player of Traditional
English Music and serves as the Reviews Editor of PICA.
(

) first became interested in Joseph Scates
back in the 1980s, when, after a little research in a local library, he purchased one
of Scates’s instruments for £48; Chris is also the author of “RE:ACTIONS (or
Thinking Inside the Box,” an article on concertina actions that appeared on the
website
lately he has collaborated fruitfully with both
Wes Williams and Randall C. Merris.
(
) is an assistant professor of music theory at The
Ohio State University, and plays English concertina in several folk ensembles based
in the upper peninsula of Michigan.
(
) stands as PICA’s most prolific author, having
contributed to all but two issues (vols. 1 and 3 – no doubt he was in “violin mode”
those years).
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