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Music from the 17th to 21st centuries, celebrating the concertina band
revival
In April 2009, twenty-four
musicians gathered at
Hawkwood College in the
Cotswolds to record a wideranging selection of music
arranged for treble, baritone
and bass concertinas. This is
the first commercial recording
by a full concertina band for
some seven decades.
Encompassing Victorian and
Edwardian favourites, through
early consort music, classics,
dance tunes and marches and
a modern composition, these recordings allow you to explore and enjoy the
historic sound of the concertina band in all its variety and versatility
The CD is lavishly produced with histories and photos of the concertina, of
the old concertina bands, and of Hawkwood Concertina Band. It is a unique
document of a musical living tradition.
All tracks conducted by Steve Ellis and Dave Townsend; recorded and
produced by Robert Harbron.
CDs cost £12 (£14 overseas), including postage and packing. You can place
your order by sending us a cheque, or using PayPal.
go to :http://stylishmandrill.com/hcb/buy-the-albummarches-and-tunes.html
To order a copy of 'Marches and Tunes' please download the order form from
the website and send it to:

Please make cheques (sterling only) payable to: 'Concertina Bandbox'.
For all enquiries please contact us at bandstand@coxboxes.co.uk
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REBECCA HOLLINGSWORTH

Rich Morse, founder and owner of The Button Box, died on Monday, 2 March
2009, in Sunderland, Massachusetts, following the recurrence and rapid
progression of melanoma, which he first developed in 1995. The end was quiet
and peaceful, for which we are all grateful.
Rich was born in Hawaii as Gordon Richard Morse III. He came to the
mainland to study at the Rhode Island School of Design and made New England
his home thereafter. During his years as a practicing architect, his designs
were a marvel, consistently displaying an exceptional sense of spatial relations
and creative problem-solving. He was a longtime advocate for energy
efficiency, incorporating conservation-minded principles into his plans for clients
and practicing them in his private life. Rich riding his aging bike the mile
between his house and The Button Box was a familiar sight; regardless of the
weather, he was rarely willing to make such an inefficient trip using fossil fuel.
Rich started The Button Box in 1980, while living in a cabin in rural
Wardsboro, Vermont. It was a sideline in the beginning, but his passion for
free-reed instruments overtook his interest in architecture, and he eventually
became a full-time ‘employee’ of The Button Box. His capability as an
innovative designer and his unlimited capacity for optimism were largely
responsible for the development of R. Morse & Co. concertinas, and his abiding
interest in everything that had to do with concertinas made him something of
a celebrity in the admittedly small niche of free-reed aficionados. In that role
he was unstintingly generous with his time, knowledge, and positive spirit.
Rich was an inveterate player of games, with a special fondness for Go and
Scrabble. He was a dedicated father, a talented photographer, an enthusiastic
Morris and contra dancer, and he loved to play music and compose tunes.
He is survived by two sons, Geordie, of Sunderland, Massachusetts, and
Kiva, of Phoenix, Arizona. His parents still live in Hawaii.
Our last printed catalogue described Rich’s job as ‘Guiding Light’, and so he
was, not only to us, but to others whose lives intersected with his. We at The
Button Box will carry on, as will his friends and family, but we will miss him
very much. Our thanks to all who have been in touch with us to express their
sadness and share their memories of an exceptional human being.
Editor’s Note: This note was reprinted with the kind permission of Rebecca
Hollingsworth and The Button Box from The Button Box homepage:
www.buttonbox.com/Rich.html.
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FRANCES WILKINS

In September 2008 I had the good fortune of spending a morning in the
company of Gordon Haxton, a renowned Glaswegian gospel concertinist in his
seventies who resides in the central belt town of Hamilton. He had been taught
from a young age by his father, David Haxton (who was interviewed by Stuart
Eydmann in the early 1980s), and continues to play to the present day. And while
many people will associate gospel music with the African-American tradition of
the United States, in this context it refers to the evangelical Christian hymn
repertoire which emerged following the revival times of the late nineteenth
century. The two main compilations of gospel songs were Ira D. Sankey’s
, first published in 1873, and
, first published
in 1899.2
I first learned of Gordon Haxton’s concertina playing through a contact made
during my Ph.D. research into sacred singing in North-East Scottish fishing
communities (see note 3). But it was only after an invitation to write an article
about the concertina and the gospel tradition for PICA that I decided to approach
him with a view to an interview.3 During our meeting he gave me not only an
insight into his musical activities and playing style, but an account of the history
of Glasgow’s Mission Halls, the venues in which he spent much of his time as a
concertinist. In his younger days he had been surrounded by concertina players,
but he informed me that in 2008 he knew of only one other person who played
the instrument in the gospel tradition: Peter Donald.
The two concertinists
occasionally play together, and they were recently captured for the first time on
film as part of a BBC television documentary on Scotland’s sacred music
presented by the accordionist Phil Cunningham (due to be broadcast on BBC
Scotland early in 2009). At the age of eighty-nine Peter Donald is considered to
be the oldest—and best—gospel concertina player in Glasgow; and despite his
age he continues to play the instrument regularly to a high standard and treats
the subject of concertina playing with interest and enthusiasm. My interest in
meeting him resulted in a second interview in November 2008 with both him and
Gordon Haxton, during which I was delighted to hear them play a number of
duets from memory, all of which demonstrated the great potential of the
instrument in terms of harmony, embellishment, and melodic decoration. In
addition, their performance provided an insight into the unique playing style
which evolved as a result of the ready acceptance of the concertina into the
mission halls.
My aim here is twofold: to look at the musical lives of Gordon Haxton and
Peter Donald within the context of Evangelicalism, and to provide an overview
of the place of the concertina within the city’s mission halls. The information in
the article is derived mainly from the transcripts of the two interviews mentioned
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above and from Stuart Eydmann’s groundbreaking research in the 1980s into
the concertina in Scotland, which culminated in his now classic dissertation, ‘The
Life and Times of the Concertina’.4 Finally, both Gordon Haxton and Peter Donald
play the English concertina, and that is the system to which this article refers.

When Billy Graham arrived at St Enoch’s Station in Glasgow to commence his
1955 ‘All Scotland’ Crusade he was greeted with the sound of gospel music played
by concertinist Jimmy Stirling, a member of one of the city’s famous Mission
Halls.5 At that time, Mission Halls were fundamental arenas for the city’s
evangelical Christian activity, and had emerged as a direct result of the 1874
missionary visit of Dwight L. Moody and Ira D. Sankey. The first to be built was
the Tent Hall in 1876, under the direction of the Glasgow United Evangelical
Association. Named after the mission tent used by Moody and Sankey on Glasgow
Green, it was the largest of the mission halls and seated up to 2,200 people.
Shortly afterwards the Bethany Hall, with a capacity for 1,800 people, was built
in the city’s East End (in Bernard Street in Bridgeton). Three other important
mission halls followed: the Grove Street Institute, the Canal Boatman’s Institute,
and the Seamen’s Bethel. In addition, the City Mission had eight outlets, while
the Railway Mission operated several different centres across the city.
At one time the concertina was employed as a means of accompanying
congregational hymn singing in most of the mission halls and was used as an
alternative to the organ.6 The concertina was popularly played by evangelical
Christians from the late nineteenth century until the second half of the twentieth
century, during which time second-hand instruments were both cheap and easily
available in the city’s shops. Moreover, the relative ease with which a person
could play chords, the uncomplicated harmonic structure of the music, and the
portability of the instrument made it popular among evangelical groups.7 Many
people played the instrument in bands linked to mission halls and the Salvation
Army, which were formed to provide musical accompaniment for congregational
hymn singing and open-air evangelistic meetings. In fact, the concertina became
the most popular instrument in Scotland for this purpose, and it soon grew to be
regarded as a sacred instrument.8
The conversion experience of a concertinist to Christianity sometimes had a
profound effect not only on the person involved, but also on their instrument; as
the Glaswegian Peter McCabe described to Stuart Eydmann in an interview in
1984:
A Christian is one who comes and who invites the Lord into his own
heart and he changes him
. Maybe they played it
when they were'na converted but see when they got converted,
. . .They began to play sacred music
because they were changed themselves and that makes a difference
[my emphasis].9
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Concertinas were commonly played in the mission halls alongside the piano,
organ, and violin, while the Tent Hall mission band consisted of concertinas only.
Proficiency varied widely, and while many players remained at a basic level,
others became quite accomplished.
Owing to their portability—small and light—concertinas played a major role
at open-air marches and meetings. They were particularly suited to the outdoors
because they were easily sheltered under an umbrella if it was raining and their
powerful reeds let them be heard at a distance in the open air. Gordon Haxton
recalled these meetings as follows:
We had back court meetings in these days, we were surrounded by
large tenement buildings, and of course there was no television in the
early days, so people on a good summer’s night would come and they
would lean over their windows and listen to the singing and all that
was being said in the open air meetings (16 September 2008).

Instrumental groups from the mission halls would also march from their halls
to a nearby street corner, hold an open-air meeting, and then return to the halls
in the run-up to the Saturday or Sunday evening services. Playing the gospel
hymns outdoors served to attract listeners, the idea, of course, that the
bystanders would then follow the band back to the hall and take part in the
service which followed:
In those days we used to do a lot of open-air work. The idea was that
before a service, when I was in Bethany Hall, we would go out before
the service on a Saturday or a Sunday night, and we would march along
the street, Bernard Street, and into Dunn Street, and we would hold an
open-air meeting at the street corner when traffic wasn’t so heavy. Now
that’s beside London Road that’s a busy thoroughfare now. Well, those
days it was comparatively quiet, and people would listen. The tenement
buildings people would open their window and lean over and listen to
what we had to say, and then we would invite them to come into the
service with us, and sometimes people did that in these days you see,
and we would march back to the hall and quite often people would follow
the music up and into the hall (16 September 2008).

In the open air, the musicians played from memory, which dictated a certain
amount of ad-libbing in which they chose their own chord inversions and
introduced melodic embellishments and variations on each tune.
On the second of January each year, a ‘march of witness’ took place where
people made their way from the Tent Mission Hall along Argyle Street and back
again. A group of instrumentalists formed the main body of the group, and they
were accompanied by walkers. This march was still taking place in the aftermath
of the Second World War when traffic was quiet, but was forced to stop in
subsequent years as the streets became busier with cars. The musicians were
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sometimes joined by the Grove Street Silver Band, and hundreds of people turned
out to take part in the march and join in singing the gospel hymns.
One person acted as music director/leader during the march from the mission
hall, and his job was to start things off by shouting out the name of a hymn—such
as ‘There’s a Land that is Fairer than Day’—as an indication for the group to play
the tune. The leader then continued to initiate each hymn by shouting out its
name as the previous one came to an end. The pieces were usually in 4/4 meter
so that people could easily walk in time to them. Some of the most popular hymns
on these marches included ‘Onward Christian Soldiers’, ‘Sweet By-and By’, ‘O for
a Thousand Tongues to Sing’, and ‘What can Wash Away my Stain’. Finally, the
leader often put together medleys and either
informed the group of the hymns before they
started, or shouted out the title of the next
hymn before the previous one had ended.

Born and raised in the Carntyne district in
the East End of Glasgow, Gordon Haxton was
seventy-five years old when I interviewed him
in 2008 (see Fig. 1). As a child he was taken by
his parents to evangelical meetings at the
Bethany Hall, and these events had a lasting
impact on him. Hearing the testimonies of
people attending the meetings helped him in
his own development as a Christian, and at the
age of twelve (1946) he became converted.
From this time on Haxton was heavily involved
in mission work in the city, particularly as a
member of the Bethany Hall where he was
secretary from the late 1950s until the mid1970s.
Fig. 1. Gordon Haxton,
Initially taught by his father, David Haxton
16 September 2008,
(see below), Gordon has no memory of how old
photo by Frances Wilkins.
he was when he first started playing concertina,
but recalls that his first instrument was a
beginner’s model which had the names of the notes on the end of each button.
He soon became involved in musical activities outside the home:

I was encouraged by a little man in Bethany Hall whose name was Jimmy
Wood to start to join in at the services and to play at the open-air
meetings, and play along with other concertina players, and that helped
me to come on. And down through the years it’s been a very useful
instrument, primarily on account of its great portability. It’s easily
carried, you can take it anywhere (4 November 2008).
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In addition to playing concertina, Gordon was sent to piano lessons, where
he acquired a basic knowledge of music theory (eventually he also took up the
accordion). In the environment of the Bethany Hall his playing progressed
considerably as he was able to experiment with different chords and melodic
ideas, knowing that any mistakes would be covered by the other musicians.
Further, playing concertina in the open-air marches and meetings required him
to learn to play from memory and by ear:
Somebody would just shout that we were playing in the key of F, and
we had to get in the deep end and play, so the problem has been that
I’ve developed a fairly good ear but my sight reading has been sadly
neglected. I’m not a very good sight-reader. I can read basic music,
but I’m not a wonderful sight-reader (16 September 2008).
These marches were led by Jimmy Wood, who played a large 64-key concertina
and left a lasting impression on Gordon Haxton:
He gave me a lot of encouragement as a boy. It was he who really got
me first of all, he said, ‘I hear you’re learning the concertina. Will you
not come out and help us?’ you see, so I was quite a beginner at that
time, but he gave me a lot of encouragement, and I’ve always been
grateful for that. You see, he’s passed on now of course. But he led the
open air, and he would just tell us what four hymns we were going to
play, as we marched along the street, and then we’d have a couple of
verses of each (16 September 2008).10
As a young man Haxton became involved in running what was known as a
‘Deputation Party’, which consisted of a group of gospel singers and musicians
who were invited to mission halls to lead their Saturday evening ‘tea meeting’
services. The group were in high demand, and he spent every Saturday evening
from October to March providing music in this way in mission halls across
Glasgow. Although he sometimes took his concertina with him, he found that the
accordion was a better instrument for the purpose of solo instrumental playing
in this context because it had a fuller sound than the concertina and a full bass
register.
Gordon Haxton now plays a 56-key, 1920, raised metal-ended Wheatstone
tenor-treble Aeola which was bought for him by his father. Originally the
instrument was tuned to the old American organs used in the mission halls, but
once accordions and pianos were introduced to the missions in the early 1970s
the concertina had to be retuned in order to be able to play alongside them.
Although he agrees that ebony ends give the instrument a nice mellow sound,
the metal ends were more appropriate for his purposes on the grounds that, he
thinks, they are louder, thus able to carry further in the halls and the open air.
When playing seated, Haxton does not rest the concertina on his knee, but
holds it up head-high, moving it around as he plays. This is likely the result of
the many years in which he played standing up in the mission halls and the open
air:
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I personally tend to throw it around a wee bit. I don’t know whether
that does any good or not. I’m sure it does help the sound a wee bit,
particularly in a larger building it throws the sound around (4 November
2008).

Ex. 1. Gordon Haxton’s performance of the hymn
‘Jesus, Keep me Near the Cross’, by the American composer William H. Doane (18321915).
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He plays gospel melodies using two- or three-note chords and has a tendency
to play in octaves, a technique that he learned from his father as a means of
clarifying the melody for the listener. He finds it particularly important to play in
octaves when accompanied by a keyboard instrument, as it enables the melody
to be heard over and above the sound of the accompaniment.
Gordon does not use music notation when he plays, and he improvises when
performing gospel tunes:
I was taught to read music, but, as I say, the open air playing and so
on taught us to do a lot of ad-libbing, and my ear tends to guide me
rather than the music. If you gave me a Redemption Song book I would
play alright, but I may tend just to slip in a wee bit of extra chording
there, you know (16 September 2008).
At the end of a phrase he will often add some extra notes which he calls an
‘obligato’, a term he adopted from his father. He adds these notes as a means
of keeping time and putting ‘a wee bit of vamp into it’, and he reckons that it
also helps to keep up the energy of the singing. We find this ‘obligato’—and other
aspects of Gordon’s style—in his performance of the hymn ‘Jesus, Keep Me Near
the Cross’, which he played for me during the interview on 16 September (see
Ex. 1).11
The ‘obligato’ appears at bars 8, 18, 20, and 28. The transcription also
illustrates some other features of Gordon’s style: he tends to progress smoothly
from one chord to the next by sustaining notes; he adds occasional passing notes;
and though there is an occasional non-harmonic tone (bars 18-20 and 25), he
remains true to the standard I, IV, and V chords. Finally, Gordon does not use
the concertina to accompany his own singing; rather he uses it either as a solo
instrument or to accompany singers other than himself.
Since 1951 Haxton has been actively involved in evangelical outreach work
at Barlinnie Prison on the outskirts of Glasgow.
There was a man called John Nimmo who was also a concertina player
who used to come in and see my father, and he was very keen to get
us involved in playing, but I wasn’t yet eighteen years of age, so that
was the earliest age at which a visitor could go into the Bible class. So
the moment I was eighteen John got me involved, and I was there ever
since. So I’ve been 57 years in Barlinnie in a Sunday afternoon in the
Bible class (16 September 2008).

He continues to take his concertina to accompany hymn singing in the prison,
where he is joined by a keyboard player and a guitarist. In the 1950s the
attendance figures were high, and perhaps seventy men came to each meeting.
However, during the early 1990s a rooftop riot altered the atmosphere in the
prison, and since then the attending group has been much smaller.
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Each Bible class lasts no more than an hour, and takes place in a portakabin
adjacent to one of the cell-block halls. There is a good deal of singing, and each
meeting begins with a couple of hymns followed by song requests from the
prisoners. There is rarely enough time to sing each request, so the hymns are
cut down in length to two verses and choruses only. The hymn book in use is a
small first edition of Mission Praise, which contains some 250 hymns. The
keyboard player will sing a solo at some point during the meeting, and team
members will lead in prayer and offer a five-minute Bible study. Haxton believes
that singing helps the men relax, and given that the voices are all male, the
hymns are usually transposed down a step to make them easier to sing,
something that has led Haxton to develop the ability to transpose ‘on demand’,
so that he is now comfortable playing in most keys on the instrument.
Today, Gordon Haxton has very few outlets for concertina playing apart from
his prison work. He attends the Ebenezer Evangelical Church in Motherwell, a
liberal Open Brethren church in which modern ‘praise music’ has taken the place
of the gospel repertoire previously sung in mission halls. Much of the recent
Mission Praise material is written in the form of chording for guitar, which makes
it difficult for non-guitarists to find suitable accompaniments. And though Gordon
has no trouble finding chord progressions and harmony for the traditional gospel
hymns, he is unable to develop suitable accompaniments for this modern worship
material, and he states that the prevailing atmosphere in the church and the
repertoire used (much of which can be found in
and later
compilations) is not favourable to the concertina. As a result he no longer plays
the instrument in services.
It’s a fairly busy church. So it’s quite a modern approach, but it’s
relevant to today’s needs. You have to realise that the world’s moving
on and the concertina’s not always everybody’s cup of tea, you know.
. .We have a generation of young people who would feel that’s very
very old fashioned, and you would need to recognise that. It’s not a
modern instrument (16 September 2008).

Younger members of the church have no interest in the concertina; they tend
to prefer accompanying instruments such as guitar and keyboard. In fact,
Gordon’s son, Clifford—who plays both concertina and keyboard—would not
consider bringing his concertina into the church because he feels that it has no
relevance to today’s generation.
It’s not that he’s despising it in any way, but he feels if you’ve got to
reach today’s generation, you’ve got to be on their wavelength. Which
is correct. Young people would look on this as really an antique. They’d
look at me as an antique (4 November 2008).

Finally, Gordon will occasionally take his concertina to senior citizens’ meetings
which take place on a weekly basis, and he will take it to such special
get-togethers as Christmas and New Year.
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Thought by Gordon Haxton to be the best concertina player in the evangelical
tradition, Peter Donald (see Fig. 2, below) has been playing the instrument for
eighty years. He recalled his first encounter with the instrument and subsequent
tuition as follows:
Way back in Greenock many many years ago, I was only nine years of
age, and my father and mother were excellent Christians, and they were
connected with the local gospel mission, and at the age of seven I made
a profession of faith in Christ, and at nine years of age a knock on the
door of the tenement house I was in, and this man came in with a little
case, and he says [to my father], ‘I’m in a bit of a fix Mr Donald,’ he
said, ‘I owe seven pound ten bob, and I should pay it by the weekend
and I haven’t the money. In lieu of this, if I leave this case with you,’
holding a concertina, ‘will you give me the money? Because you don’t
smoke, drink or gamble you must have a few bob back in the bank.’ My
father says, ‘it’s not as simple as that, but anyhow I’ll do my best.’
Money was handed over, the case was lying there, I opened it up and
I started playing. My father said, ‘Peter, music is charming but that is
alarming!’ So he said, ‘if you’re interested there’s a man up the road,
just a mile, who plays the
concertina, and Tommy might
teach you but I’ll buy a tutor.’ He
bought a concertina tutor, and
every Friday here’s Peter walking
up a mile to Tommy’s house and
learning the simple concertina
lessons, and at the end of it he
said, ‘we’ve finished the tutor,
that’s all I know, on you go from
there,’ which I’ve done (4
November 2008).

It was from that time that Peter
Donald picked up various performance
skills and techniques from concertinaplaying friends and through his
membership in instrumental groups
linked to Glasgow’s mission halls.

Involved in evangelical work as a
preacher throughout his adult life, Peter
Donald began his career at the
Seamen’s Bethel in Glasgow before
moving on to become assistant Fig. 2. Peter Donald, c. 2000, at Arboath
Mission, Glasgow.
superintendent of the Tent Hall, which
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at that time had two thousand people in attendance on a Saturday night, and
seventeen hundred people on a Sunday night. From the Tent Hall, he moved on
and became superintendent of the Bethany Hall, and then the pastor of the Harper
Memorial Baptist Church in Glasgow. Thus Peter Donald served as both preacher
and concertina accompanist in the mission halls of Glasgow for around twenty
years. He often played the concertina together with piano or organ, and
particularly enjoyed the sound created by the concertina and organ together.
He continued his ministry in Sunderland for a number of years before moving to
Israel where he worked as curator of the Garden Tomb in Jerusalem from 1988
to 1991. There he accompanied services on the concertina, and was at the time
the only person in Israel who played the instrument. Now retired and living on
the south side of Glasgow, Peter can boast of having played the concertina in
the United States, Canada, Israel, and Ireland.
Peter plays a 56-key Wheatstone Aeola with raised metal ends and owns a
larger 64-key Wheatstone which he plays only occasionally. His repertoire consists
largely of gospel hymns from
and the
compilation, but he also knows other tunes. For example,
when he performed for children, he often played a piece called ‘The Gospel Train’,
which enjoyed great popularity among younger members of the group. Two other
pieces: his own arrangement of ‘Edelweiss’, and that well-known (among
concertinists) ‘novelty’, ‘The Bells’, which was inspired by the hymn, ‘The Gospel
Bells are Ringing,’ which can be found in
.12
Though Peter Donald has taught concertina to ‘many scores’ of people in the
past, he never accepted money for giving lessons, saying that, ‘I never charge
a penny for it. I love the concertina so much that if they’re in Christian work I
say, “okay, come on”’ (4 November 2008). His students have included ministers
and their wives, Salvation Army officers, and students at the Bothwell Street
Bible Training College in Glasgow. His most famous student was Cliff Barrows,
whom he first met in 1949 during Billy Graham’s mission, ‘Youth for Christ’, and
whom he would meet again at Graham’s 1955 ‘All-Scotland Crusade’:
He had come to the Tent Hall. . .with Billy Graham, and he said on the
platform, ‘what’s that Peter?’ I said, ‘A Concertina,’ he said, ‘What’s
that, how does it work?’ so very quickly I told him you know, and he
said ‘next time I’m in Glasgow will you teach me?’ so that was the 1955
‘All Scotland’ Crusade (4 November 2008).

In response to Cliff Barrows’ interest in the instrument, the choir which
accompanied the crusade joined together to buy him a concertina, on which he
had inscribed ‘We Sure Had a Wonderful Time’. Peter’s oldest student was a
seventy-six-year-old man who belonged to the Salvation Army in Greenock and
owned an umbrella shop in the town during the 1950s. Today, however, there
are very few evangelical Christians in Scotland who play the concertina. In fact,
Peter Donald and Gordon Haxton together were able to identify only one other
fellow concertinist: a Salvation Army officer in Largs on the Ayrshire coast who
studied with one of Peter’s students.
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During his time as an active preacher, Peter often used the concertina not only
to accompany congregational singing, but to help illustrate a message when
giving sermons:
You can’t play a full tune on one side, they’re interdependent. And so
I say, ‘we depend on one another. Nobody has all the gifts. Left and
right, And then I said, ‘some people are very good at going up the
centre of things, you know, they don’t want to deviate. But flats and
sharps are very important. So keep the black notes as well as the
whites’. There’s adversity as well as prosperity in life, you see (4
November 2008).

Still another message: ‘don’t get out of tune with your neighbour, go to
someone who can fix it,’ here referring to the reeds in the instrument, and Jesus
as the person to turn to when troubles arise. Yet while the use of the concertina
in this way has proved effective, not all audiences have reacted positively to its
use in worship. Peter cited particularly negative reactions to the concertina
among congregants in the Free Church of Scotland and the Free Presbyterian
Church of Scotland, in neither of which is instrumental accompaniment ever used.
Peter, however, disagreed with these reactions:
Some of the Free Church people, Free Presbyterian. They detest music.
They haven’t read Psalm 150. One man came to me at the end of a
service at the YMCA in Inverness. I was preaching one Sunday at one
of the local churches many years ago. And a Saturday night they had
a YMCA meeting. Evangelical group. So this man came to me at the
end. He says, ‘I liked your preaching but I didn’t like your hurdy gurdy.’
‘hurdy gurdy’ he called it, you see. ‘I didn’t like your hurdy gurdy.’ I
said, ‘you know, it says in Psalm 150, ‘let every thing’, neuter, not
feminine or masculine, neuter, ‘let everything that have breath praise
ye the Lord.’ This is breath, can’t go without the breath. And so I said,
‘you’re denying yourself some lovely music.’ He didn’t like it (4
November 2008).
Like Gordon Haxton, Peter rarely has the opportunity to play his concertina
outside his home. His main musical outlet is a weekly visit to the home of a friend
who plays the two-manual organ. They have been playing music together
regularly on Wednesday mornings for the last three years. Because the
opportunities to play come along so rarely, Peter sometimes goes a week or two
without picking up the instrumental at all, something that has been a real source
of dissatisfaction in recent years.

In the past, Gordon Haxton and Peter Donald played together frequently in
services and associated meetings of the Bethany Hall, where Peter spent some
time as a superintendent. They have known each other for many years, and when
Gordon Haxton was a child, Peter Donald visited his home to have what was
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called a ‘concertina night’ with his father David Haxton (1900-1991—see Fig. 3).
During these meetings they played not only gospel music, but Souza marches
and Scottish reels.
Although David Haxton was revered for his quick fingers, he never recorded.
Closely tied to the mission and gospel halls in Glasgow’s East End, he has been
described as 'one of the most outstanding concertinists during the inter-war
period’.13 Moreover, he participated in the city’s concertina orchestras. Aside
from the Tent Hall Orchestra, which consisted of five concertinas and two violins,
Tent Hall hosted the annual ‘United Missions Rally’, at which Bethany Hall and
other missions came together; at times the orchestra grew to include more than
twelve concertinas at Saturday evening services, which at the time were
attracting up to two thousand people.14
A precision engineer to trade, David Haxton was known not only for his
musicianship, but also for his skill at repairing and servicing the concertina, a
service that he provided without ever charging for his work:
I can recall him sitting by the
fireside very often. Again, we had
not television in these days, and
he [David Haxton] would sit by
the fireside with a concertina,
repairing it and doing whatever
was necessary. It was people
who used to bring them to him,
and he was quite happy doing that
(16 September 2008).
He regularly bought instruments
which
he
saw
advertised
in
newspapers
or
elsewhere
and
reconditioned them if need be. At that
time they were cheaply priced and
affordable for most people. He also
taught concertina, and even made his
grandson a present of a miniature
12-key instrument during retirement.
When I interviewed Gordon Haxton
and Peter Donald on 4 November
2008, they played a number of duets
for me. Although they rarely have the
Fig. 3. David Haxton, c. 1980.
opportunity to perform together today,
it was obvious that they had played in
each other’s company for many years. They tend to play complementary parts
which involve a generous amount of improvisation, and Peter Donald regularly
adds embellishments to the main notes of the melody. Though both men can
play in any key, they prefer tunes in keys with flats rather than sharps, and rather
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than choose just which hymns they’ll play beforehand, they decide on the spur
of the moment. One of the hymns that they played for me that day was ‘Jesus
is Tenderly Calling me Home’, which is one of the melodies associated with the
mission halls.

From my conversations with Gordon Haxton and Peter Donald, it was clear
that concertina playing in the gospel tradition, together with its associated
repertoire, is rapidly disappearing from Scotland’s places of worship. The attempt
to please a younger generation of church-goers with pop-inspired rhythms,
melodies, and instrumentation has pushed the concertina far to the side. Yet
while Glaswegian Christians may for the time being be turning away from the
concertina, there is always the possibility that with the ever-changing face of
Christian music being what it is, the instrument will once more come to
prominence in Scottish churches and mission halls of the future.

1. My thanks to Gordon Haxton and Peter Donald for their generous help and
kindness in providing information for this article. I interviewed Gordon Haxton
at Hamilton, Nr Glasgow, on 16 September 2008; I interviewed him again, this
time together with Peter Donald, on 8 November 2008, once again at Hamilton.
In quoting from these interviews, I refer to the date of the appropriate interview
at the end of the excerpt. I made audio recordings of both interviews, as well as
a video recording of that on 8 November and these will be deposited in the sound
archives of the Elphinstone Institute, University of Aberdeen.
2. Ira D. Sankey,
London: Collins, 2006);

(London: Morgan & Scott 1873/reprint,

(Glasgow: Pickering and Inglis, 1929).
3. I am grateful to Peter Drysdale of Christian Faith Ministries, Fraserburgh,
Aberdeenshire, for putting me in contact with Gordon Haxton.
4. The Stuart Eydmann, ‘The Life and Times of the Concertina: The Adoption and
Usage of a Novel Musical Instrument with Particular Reference to Scotland’, Ph.D.
Dissertation,
The
Open
University,
1995;
online
at
www.concertina.com/eydmann/life-and-times.
5. This was filmed, and was shown in 2008 on BBC Scotland’s ‘Sacred Music in
Scotland’ series, presented by Phil Cunningham.
6.

On this practice in Victorian England, see Allan W. Atlas,
(Oxford: Clarenon Press, 1996), 6-7.

7.

Eydmann, ‘The Life and Times of the Concertina’, 152.

8.

Eydmann, ‘The Life and Times of the Concertina’, 151.

9.

Eydmann, ‘The Life and Times of the Concertina’, 151.

10.

Eydmann, ‘The Life and Times of the Concertina’, 151.
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11.

In order to avoid ledger lines that descend to a low c, I have notated the music
an octave higher than it sounds, signaling this with a ‘transposing’ treble clef.

12. On
, the full title of which is
and formed part
of the repertory of the Webb Brothers, see Richard Carlin, ‘The Fayre Four:
Concertina Virtuosi’,
, 3 (2001), 82, and the arrangement
for English concertina by Henri Albano, which appears (with a brief prefatory note
by Allan Atlas) on pages 108-12 of the same issue.
13.

Eydmann, ‘The Life and Times of the Concertina’, 153.

14.

Eydmann, ‘The Life and Times of the Concertina’, 154.
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RANDALL C. MERRIS

A. Beale,
xxxi/27 (2 July 1853), 418

,

The invention and growth in
popularity of the English, AngloGerman,
and
Duet
concertinas
spawned the manufacture of these
instruments in the thousands by largeand small-scale makers in the British
Isles and by German makers for export
markets. The nineteenth-century
popularity of the concertina also
created a strong demand for concertina
‘software’—compositions
and
arrangements of classical, dance, folk,
and popular music for concertina,
along with manuals on how to play the
instrument—and
professional
instruction on each type of concertina.2
Several articles about the major
British
producers
and
their
companies—in particular, the firms of
Fig. 1. Carlo Minasi with concertina
Wheatstone, Lachenal, Jeffries, Jones,
(Courtesy
of the New York Public Library)
and Crabb—have appeared in the past
decade.3 In
and his English concertina tutor and articles,
Allan W. Atlas has profiled a number of nineteenth-century composers of classical
music for the English concertina, along with analysis of some of their most
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prominent works;4 and I have provided information about more than 150
Victorian-era concertina instruction manuals, their authors and their publishers
in ‘Instruction Manuals for the English, Anglo and Duet Concertina: An Annotated
Bibliography’.5 Aside from these publications, little about composers, arrangers,
and teachers of music for the concertina has appeared.
The present article describes the life and works of Carlo Minasi (1817-1891),
a prolific composer, arranger, and author of tutors for concertina, as well as a
highly productive composer/arranger for piano and other musical instruments.
Born into a family of professional artists and musicians, Minasi started his career
as a performer on piano and as a ‘professor’ of the instrument, but soon expanded
his activities to include teaching the concertina, composing and arranging classical
and popular music, and writing tutors. At the mid-point of his career, Minasi also
became an inventor; and though his patented improvements in concertina design
were not widely adopted by concertina manufacturers, his ‘scientific’ pursuits far
afield of music were financially rewarding.

On 23 April 1856,
advertised a vocal concert to be performed by
Gesualdo Lanza with assistance from his nephew, Carlo Minasi. The notice read:
MANOR ROOM, Hackney—At the request of the Directors of the above
Institution, Signor LANZA will give his SECOND and LAST ENTERTAINMENT
To-morrow (Thursday), the 24th of April, entitled ‘The Welsh Girl’s
Stratagem’, in which the celebrated ‘Welsh Nightingale’, Miss E. L. Williams,
will appear. Signor Lanza will be assisted by Signor Carlo Minasi, his nephew.
Tickets 3s, 2s, 1s, and 6d. Doors open at half-past 7, commences at 8, and
terminates at half-past 10. (p.1)

The announcement provided no inkling of Carlo Minasi’s multiple talents, which
were cultivated in a family devoted to art, music, and science. Figure 1 provides
a photograph of Carlo Minasi dating from around the time of the announcement.
Because of his family lineage and his sojourns to Italy, Carlo Minasi was often
thought to be a native Italian. In fact, he was born in England (Middlesex County)
in 1817. His parents, though, were born in Italy: James Anthony (anglicized from
Giacomo Antonio) Minasi on 25 July 1776 in Scilla, Calabria, and Rosalia (née
Lanza) in 1781 in Naples. James Anthony Minasi, who became a prominent
engraver and pen-and-ink artist, immigrated to England in 1793. Rosalia Lanza
was from a musical family: her father Giuseppe Lanza (c. 1750-after 1812;
formerly known as Francesco Giuseppe) and her brother Gesualdo (1779-1859)
were composers and singing teachers, and her brother Francesco Lanza
(1783-1862) was a composer and pianist.
James Anthony Minasi and Rosalia Lanza were married in St. Marylebone
Parish in 1807. They had four sons: Antonio (b. 1814), Carlo (b. 1817), Frederic
James (b. 1820), and William (b. 1826), and a daughter, Emelia (b. 1822).
Antonio Minasi became a well-known flautist and a professor of flute; Frederic J.
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became a professor of mathematics and science; William and Emelia became
artists. (Appendix 1 offers profiles of members of the Minasi and Lanza families.)
James and Rosalia separated during the 1820s, and James took leave from
his career as an artist to promote that of his child-prodigy son Antonio. Rosalia
took the other children for an extended stay in Italy, where Carlo studied the
piano and taught music.
Carlo Minasi received his early training on the piano from his mother and
maternal uncles, Francesco and Gesualdo Lanza. His advanced studies took place
at two ‘royal schools’ of music: the Conservatorio San Pietro di Maiella at Naples
and the Royal Academy of Music in London, where he studied both piano and
composition with the noted pedagogue William Henry Holmes.6 In advertising for
piano students, Minasi sometimes referenced his Italian and/or English education.
Two of his earliest advertisements in
read:
SIGNOR CARLO MINASI, pupil of Mr. W. H. Holmes, professor of the Royal
Academy of Music, respectfully informs the public that he gives LESSONS on
the PIANOFORTE, on Tuesdays and Fridays, at his residence: 29, Upper
Seymour-street, Euston-square, on moderate terms (
, 23 May 1840,
2).
SIGNOR CARLO MINASI, from the Royal Academy of Music, Naples [San Pietro
di Maiella], begs respectfully to announce to the nobility and gentry that he
gives LESSONS on the PIANOFORTE, at his residence, 42, Seymour-street,
Euston-square, on Wednesdays and Saturdays, on the moderate terms of
two guineas a quarter, two lessons a week, of half an hour each. Schools two
guineas a quarter, lessons of 30 minutes each (The Times, 11 February 1841,
2).

In a subsequent advertisement, he expanded on his credentials:
MUSIC, Pianoforte, Singing, Concertina, and German Concertina.—A
gentlemen, of great eminence in the profession, and of 20 years’ experience
in several of the highest continental music schools, especially of the
Conservatoire Royale at Naples, is desirous of having a few PUPILS to TEACH,
either at his own house or at their residence, if near the Regent’s park or
Camden Villas. Terms moderate. Address P. P. P., at Pace’s library, 19,
Brecknock-place, Camden- road, Camden, New-town (
, 22 October
1846, 10).

This appears to have been his first announcement concerning lessons on the
concertina—indeed, he was teaching both the English and German systems, and
this at a time when few, if any, other well-known ‘professors’ of the English
concertina also offered lessons on the German instrument.
In 1841, Carlo’s mother returned to England (her children having preceded
her), where she taught singing and piano, sometimes collaborating with Carlo:
PIANOFORTE, Italian and English Singing—Signor CARLO MINASI, pupil of Mr.
W. H. Holmes,
Professor of the Royal Academy of Music, begs to inform the
public that he continues to give LESSONS on the PIANOFORTE on moderate
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terms. Lessons on the pianoforte and singing by Madame Minasi from Naples.
Address 29, Upper Seymour-street, Euston-square (
, 18 April 1842,
2).

The census of 1851 shows that James Anthony and Rosalia were still living in
Marylebone, but apart from one another. Carlo (listed as a ‘Professor of Music’)
resided with his mother at 4 Bayham Terrace, Camden Town, while Emelia
(‘Artist’) lived with her father at 11 Stanhope Street, St Pancras. Frederic had
been on his own for some time, having been listed as a head of household at an
Islington address in the 1841 census, while Antonio fails to appear in the 1851
census (nor was he listed in that of 1841), but does turn up as a ‘Professor of
Music’ and ‘Lodger’ in Westminster in the census for 1861.
Carlo Minasi appears to have been self-taught on the concertina, and we can
only wonder about the extent of his acquaintance with professional concertinists
such as Giulio Regondi, Richard Blagrove, and Alfred Sedgwick. He did, however,
enjoy an association with George Case,7 with whom he appeared on at least one
occasion, as we learn from a notice in the press:
ST. MARTIN’s HALL—SATURDAY CONCERTS—Saturday next, Nov. 15.,the
FOURTH CONCERT. Messrs. . .Carlo Minasi. . .G. Case. . . .Tickets, 6d. and
1s; reserved seats, 2s; stalls, 3s.
(The Times, 13 November 1856, 1).

Carlo provided instruction under flexible arrangements that included lessons
either at his residence or at another of his properties, lessons at students’ homes
or in schools,8 and ‘conservatory’ accommodations for students-in-residence for
twelve-month periods, for which both budget-priced and deluxe live-in plans
were offered. In fact, notices in
on 9 March 1849 (p.9) and
on 16 April 1849 (p.126), announce a price
reduction to attract more students to the twelve-month program of intensive
study:
PIANOFORTE, Singing and Concertina—Signor CARLO MINASI, Instructor to
Lady Alice Peel, the Wellesley family, Lady Clarke’s and other families, and
schools of distinction, wishes to INCREASE the number of PUPILS for
instruction in the above accomplishments. Terms moderate, and distance no
object. Signor Minasi having superintended the manufacture of some
pianofortes on a splendid scale, Six and Three-quarter Octaves, very powerful
and superbly finished, would be glad to treat with one requiring lessons for
12 months. The prices are piccolo, £42; cottage, £47; grand cottage, £52;
which would be reduced to piccolo, £27; cottage, £32; grand cottage, £38.
Address to Signor Carlo Minasi, 37, Albert Street, Camden Villas.

Boarding arrangements for his students were facilitated by his real-estate
investments in Camden Town, which began as a largely rural parish in St. Pancras
and developed gradually from the 1790s onward. During Minasi’s time, the
real-estate market in Camden Town was thriving. Minasi’s property transactions
resulted in his changing residences often, as evidenced by his addresses in British
censuses, his advertisements in
, and other sources.9
Though Minasi advertised for pupils from the upper classes of society, he also
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drew students from working-class families that sacrificed to finance lessons for
off-spring aspiring to musical proficiency. One of these students was Martha Ann
Winchester—born in 1842 in Abingdon, Berkshire—a dressmaker and the
daughter of Amelia and Thomas Winchester, a house painter. In 1862, the
twenty-year-old Martha married her teacher, then age forty-five. Their only child,
Rosalia Elizabeth Minasi, was born in 1871.
Though still deeply involved with piano teaching and composition, Minasi’s
devotion to concertinas and concertina instruction progressed along with the
public’s attraction to the instrument, and it is interesting to note the change in
emphasis in his advertisements in
: ‘PIANOFORTE, Italian and English
Singing’ (18 April 1842), ‘PIANOFORTE, Singing and Concertina’ (9 March 1849),
and ‘CONCERTINA, Piano and Singing’ (17 July 1857). He must have been a
rather astute businessman.

In 1846, Minasi published his
; it was one of the two earliest
English-language tutors for German
and the first of more than
twenty tutors that he would write for concertina and other instruments (see Table
1).11 A unique feature of this tutor was the inclusion of ‘medallions’ that were to
be cut out and pasted onto the instrument in order to label the notes for each
key. No subsequent tutor included such a stick-on accessory. In addition, the
diagram of the keyboard of the 20-key instrument—with notes of the C-major
scale in the top row and those of the G-major scale in the bottom row—is the
layout that would become the standard for the two-row Anglo-German
concertina.12 Finally, though the early date of the tutor might lead us to expect
only single-note melody lines for both exercises and tunes, the tutor calls for
playing in octaves, cross-row fingering, and use of two- and three-note harmonies
and chords.
concertina,10

. Carlo Minasi: Tutors for Concertina and Other Instruments
(all published in London unless otherwise noted).

Boosey, 1865.
. Chappell, 1858.
.

Kleyser & Tritschler, 1846.
. J. A. Turner, 1864.
. Boosey, c. 1856.
.
Braunschweig (D): H. Litolff, 1880.
. Willey, 1886.

. Boosey, c. 1853; Edwin
Ashdown, c. 1880.
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Fig. 2. Cover of Minasi’s Instruction Book for the Use of Learners on the
German Concertina for Twenty Keys and Ten Keys
(Kleyser & Tritschler, 1846).
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. Chappell, 1858.
Wheatstone, 1855
(with subsequent editions through c. 1900).
. E. Donajowski, c. 1875.
. Willey, 1884.

. Carlo Minasi, c. 1863.

. Willey, c. 1880; ed. and rev. H. Tolhurst.
Ascherberg, Hopwood, & Crew, 1911.
. Rock Chidley, 1854.
. Hopwood & Crew, n.d.
. Mori and Levenu, 1853.
. Hopwood & Crew, 1876.
. Chappell, 1858.
. Metzler, n.d.

Minasi’s later tutors were designed primarily for players of German- or
English-made 20-key concertinas. Almost all the exercises and tunes could be
played on a 20-key concertina in the keys of C major and G major. The tutors,
however, also included keyboard diagrams for 10-, 22-, 26-, and 28-key
concertinas that were made in Germany. Similar instruments were also being
produced in in England in the 1860s, though the 20- and 30-key Anglo-German
concertinas would remain the most common models thereafter. Furthermore,
the 26- and 28-key German-made concertinas discussed in the tutors of Minasi
and others in the 1860s and 1870s were much different in layout than the
English-made variety.
Today’s 30-key C/G Anglo concertina has three 5-key rows on each side of
the instrument. The middle row of keys has the notes of the C scale, the bottom
row has the notes of the G scale, and the top row has ‘accidental notes’—that is,
sharps, flats, and naturals, these being played in the opposite bellows direction
from those of the same notes in the C and G rows. The English-made 26- or
28-key instrument has the same layout as the 30-key concertina, except that
the top row—with accidentals—has only three or four keys, respectively, on each
side of the instrument. And just how much more attention was paid to
German-made instruments is evident from the following: the only nineteenthcentury tutor containing an illustration of an English-made 26-key concertina is
that by George Jones.13
The German-made 26- and 28-key concertinas illustrated in nineteenthcentury tutors by Minasi and a number of other British and American authors,
had very unusual layouts by today’s standards.14 The German-made 28-key
concertina had three rows of keys: a top row for the B-flat scale, a middle row
for the C scale, and a bottom row for the G scale. A peculiar feature of the
German-made 28-key concertina was that the 4-key row was the bottom row on
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Fig. 3. Early Keyboard Layouts from Minasi, Chappell’s Instruction Book for
the German Concertina
(preceding Preface, unpaginated)
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each side of the instrument, rather than the top row. The bottom row on the left
side did not include the first F sharp above middle C, which was moved to the
index-finger position of the top row.15 The German-made 26-key concertina had
an even more unusual key layout on each side: a 4-key top row in B flat, a 5-key
middle row in C, and a 4-key bottom row in G.16
The inclusion of illustrations for 26- and 28-key German-made concertinas
was no doubt intended for the few players who owned these instruments. Judging
by the rarity of these concertinas today, German makers must have exported
very few to Great Britain, the United States, or elsewhere. In
(1864), Minasi indicated the
incidental nature of the coverage of these instruments in his tutors:
The following scales [for the 26- and 28-key concertinas] are seldom used
and scarcely any music has been arranged for them, the Author has taken
great pains to introduce Music suitable to all tastes and for the practise of the
twenty-keyed Instrument. . . .the Author has arranged for the 20 keyed
Instrument no less than 500 Operatic Melodies, Dance Music, Sets of
Quadrilles, Ballads, Polkas, Waltzes which is quite sufficient proof that these
Instruments [of 26 keys or 28 keys] are quite useless. (p.2)

It was not unusual for those who wrote tutors to ‘throw in’ material gleaned
from their own or other authors’ earlier tutors. For example, Minasi’s
contained a diagram of old-style
rectangular German concertinas (Fig. 3), which were on the verge of antiquation
when the late-1850s tutor appeared.
In the 1850s, Minasi provided endorsements for Rock Chidley, a London maker
of English and Anglo-German concertinas and harmoniums.17 In his German
concertina tutor from the late 1850s, Minasi included an illustration of a hexagonal
22-key concertina, showing ‘Rock Chidley, Maker’ at the top of the fretwork.
Seeming to contradict his earlier comments on the adequacy of the 20-key
concertina, he stated:
In the two former Instruction Books by the same Author [Minasi] he was
much restricted in the arrangements from the fact of the German Concertina
containing at that period but a limited number of keys. . . .Since then
however, great improvements have been effected in the Instrument by Rock
Chidley (whose Instruments are now in general use) and others…(
, 1)18

After Rock Chidley’s firm folded, Minasi switched his endorsements to John
Alvey Turner, publisher of his next tutor. Minasi wrote:

The German Concertina has generally been considered by the Public much
in the light of a Toy, on account of the Instruments imported into this Country,
either not in tune, or badly made. The Author begs to say that this has been
remedied by Turner who manufactures The Anglo German Concertina with
reeds similar to those in the English Concertina and also has all Instruments
imported by himself tuned, and regulated, before sale. …(
, 1).
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Despite these marketing developments, Minasi retained illustrations of the
keyboard layouts for the 26- and 28-key German-made concertinas, which still
appeared in his
(1886).
Minasi did not have to grapple with evolutionary layouts and variations thereon
when writing about the English concertina. Since these instruments were
British-made, there were no ‘national variants’, and by the time Minasi wrote his
first tutor for the English concertina in the early 1850s, the standard 48-key
layout for the treble-range instrument was pretty well established. Thus the
layout illustrated in
has the
same configuration of notes as does the standard instrument of today.
Minasi noted that the concertina could be played while sitting or standing. For
playing the English concertina while standing, he advocated the use of a neck
strap and, in
, advertised neck
straps of his own design (see top of Figure 4). For playing the German concertina
in either position, he advised only that ‘the fingers must be kept quite free so
that each note may be reached and played without effort’. 19

Fig. 4. Diagram of a 48-key English concertina, with an advertisement
for Minasi’s neck straps of his own design; in
(preceding Preface, unpaginated)

Minasi’ organized his tutors much like most other English and Anglo-German
concertina tutors. With few exceptions, concertina tutors devote relatively modest
space to real instruction, and devote most of their pages to popular tunes and
pieces of the day. And whereas tutors for the English concertina present their
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music in standard musical notation only, those for the Anglo-German instrument
will intersperse musical notation with items in tablature.20 Finally, most tutors
for the English concertina and many for the Anglo-German instrument include a
section on the rudiments of music (staffs and clefs, time values of notes, etc.);

All’ idea che reo [Marliani]
Annie Gray [F. J. Loder]
Auld Lang Syne, Fantasia with
Introduction and Variations [R.
Burns]
A Young Lady on Crinoline
The Charming Waltz

La Fête du Village [Boieldieu]
La Posesión

Cheer Up, My Own Jeannette [C. W.
Glover, ‘Jeannette et Jeannot’]

The Mountain Stream Waltz

Come Dwell with Me [Alexander Lee]
De la Nature amiable [Onslow]
Dermot Astore [F. N. Crouch]
The Eclipse Polka [L. A. Jullien]
(1855)
The Fairest of the Fair [D’Albert]
The Farewell [Mozart]
Fleur de Marie [Barnett]
Forth I Roam [Kalliwoda]
Form, Girls, Form From the Fields of
Flight [C. W. Glover, ‘Jeannette et
Jeannot’] (1850)
Give Me Your Hand [C. W. Glover,
‘Jeannette et Jeannot’
Hark, The Posthorn Sounds [Kreutzer]
He Leads a Life of Ecstacy
[Beethoven]
I’d Be a Gypsy (1854)
I Love the Merry Sunshine [S. Glover]
In Questo Semplice [Donizetti]
The Irish Emigrant [G. Baker]
Je Pars Demain [Herold]
Jullien’s Row Polka
Kathleen Mavoureen [F. N. Crouch]

La Rosa [Donizetti]
Le Charlatan [Auber]
Le Promesa and la Tirana
Light My Heart with Joy [Weber]

Nocturne
No, No, Quiero Casarme
O’er the Stile Mary
Ogni zeffiro [Vaccaj]
Olga, Or the Princess Waltz [L. A. Jullien]
(1855)
Pretty Star of the Night [Mrs. Waylett]
The Prima Donna [L. A. Jullien]
Reviens mon aimable gaité [Mehul]
Rose in the Charms [Spohr]
Souvenirs à Mario, Trois Mélodies pour
Concertina e Piano (1850)
Spring, Gentle Spring [J. Rivière] (1876)
The St. James Polka [J. Weippert] (1855)
The “Stella” Quadrille [on Pugni’s ballets,
‘Stella’ and ‘Les Contrabandiers’](1850)
Tabbraccio ti stringo [Rossini]
T’amo bell’ idol mio [Mercadante]
Tirano del Calescro
Trompez-moi, Trompons-nous [Beauplan]
Valse d’Amour [König]
Venga Vmd. al Baile
The Wild Flowers [L. A. Jullien]
You are Going Far Away [C. W. Glover,
‘Jeannette st Jeannot, Songs of a
Conscript’]

La Auscencia
† Composer in brackets; British Library acquisition year in parentheses, where
applicable. Sources:
(1860);
(1861);
(Wheatstone & Co., 1919 and 1932); and
(See note 11).
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generally, though, these sections are brief in comparison to the space given to
tunes and songs. Perhaps the most notable exception to this is the 20-page
, which offers
fourteen pages of guidance, diagrams showing the layout of keys, and exercises
as opposed to only six pages of tunes. In contrast, the 32-page
from the 1880s contains twenty-one
pages of music—there are forty six tunes and songs—compared with eleven pages
of introduction, rudiments of music, diagrams, exercises, and translation of
foreign-language music terms.
Minasi wrote only one tutor for a variant of the duet concertina:
(London: C. Minasi, 1863).21 In the Preface, Minasi
described the instrument as follows:
This elegant Instrument, called the PIANO CONCERTINA … is distinguished
from all others at present in use by the peculiar situation of the keys, which
are placed in their natural succession as in the Pianoforte, and having double
action, produces the same note by compression or expansion of the bellows;
natural succession as in the Pianoforte … Melody can be executed with the
right hand with an independent accompaniment with the left…

The Preface concluded with ‘Signor Carlo Minasi will be happy to give Instruction
on the above instrument; also on the English concertina’.
However, neither the duet design nor Minasi’s tutor was greeted with enthusiasm
among concertina players; and the growth in popularity of the duet concertina
had to await the advent of the MacCann and Crane duet systems in the 1880s
and 1890s, respectively.22
One final note about Minasi’s tutors: in the 1846
, Minasi wrote that he compiled the book
in order to ‘facilitate a speedy mastery of the capabilities of the German
Concertina’, without the need of private lessons. A decade later, in 1858, Minasi
wrote, in
that progress on
the German concertina would ‘nevertheless be greatly facilitated and rendered
more rapid by the assistance of a Master for a few lessons’, adding that ‘The
author gives lessons on moderate terms at the Pupil’s residence, or at his own’.
He repeated this advice in
of 1864, and once
again noted that ‘The Author gives lessons on the English and German
Concertina’. Yet in his last tutor for the German concertina,
of 1884, he dropped such advice and
stated: ‘Application and strict attention to the following rules will enable the
learner to play any of the airs selected without further aid from a master. . .’.
Minasi was now in his late sixties, and had been teaching the concertina for
decades. Presumably, he was no longer seeking pupils.

Though Minasi did not publish his first tutor for the
English concertina until 1853, he was already composing and arranging for both
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the English and the German concertina by the mid-1840s. Thus the Wheatstone
sales brochure titled
of 1848 includes thirteen of Minasi’s
pieces, some original, others arrangements of well-known works by both British
and Continental composers. Table 2 lists more than fifty of Minasi’s pieces for
the English concertina.
: Minasi also composed and arranged for piano, and Appendix 2
lists ninety-five of his pieces for the instrument. Although his works for piano
encompassed all the popular genres and styles of the day—air, fantasia, galop,
march, mazurka, polka, quadrille, redowa, schottische, varsoviana, and waltz—he
had a special affinity for three dance types in particular: polkas, waltzes, and
quadrilles, which account for almost two-thirds of the entries in Appendix 2. Two
of these pieces seem to have become particularly popular, as
for 5
February 1853 noted that sales for ‘The Delightful Polka’ and ‘The Delightful
Waltz’ had reached one thousand copies in two months.
: Appendix 3 lists seventy-nine of Minasi’s songs. One of these, ‘They Tell
Me Thy Heart is Another’s’, must have been especially singer-friendly: as a critic
for
put it,
[The ballad] is very expressive and pleasing, and eminently vocal. In the
last-named quality—an especial merit in a song writer—Mr. Carlo Minasi cannot
be too highly praised. He knows the capabilities of average voices, and
, xxxi/4
writes so that all who read may sing (C. Jeffreys,
[1853], 54).

Song and tune albums: Minasi produced no fewer than forty-two albums of
songs and tunes. Twenty-two were intended for the English concertina, either
alone or with piano; ten were for the German concertina; and ten were for flute,
violin, cornet, or general use (see Table 3). Several albums incorporated popular
dance tunes both by the likes of Daniel Godfrey and C.L.N. D’Albert23 and by such
well-known variety-stage performers as Arthur Lloyd, The Christy Minstrels, and
The Buckley Serenaders.

All the Favourite Airs of Charles F.
Gounod, for the English Concertina
(1864)

First Series of D’Albert’s Ten Popular Sets
of Waltzes for the English Concertina [C.
L. N. Albert] (1864)

Arthur Lloyd’s Popular Comic Songs,
Arranged and Fingered for the German
Concertina (1878)

Godfrey’s and Other Favorites, A Selection
of Waltzes, Quadrilles, Galops, etc.,
Arranged for the English Concertina
(1865)

Chappell’s 50 Popular Melodies for the
English Concertina (1864)

Godfrey’s and Other Favorites, A Selection
of Waltzes, Quadrilles, Galops, etc.,
Arranged for the German Concertina
(1865)

Chappell’s 100 Christy Minstrel Melodies
for the English Concertina (1861)

Hopwood & Crew’s Eighth Book of
Quadrilles, Waltzes, Galops, Polkas, Etc.,
for the Violin, Arranged for Dancing
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Chappell’s 100 Irish Melodies for the
Concertina (1861)

Hopwood & Crew’s Popular Quadrilles,
Waltzes, Galops, Polkas, etc., Arranged for
the Flute [with R. Coote] (1876)

Chappell’s 100 Operatic Melodies for the
English Concertina (1858)

Hopwood & Crew’s Popular Quadrilles,
Waltzes, Galops, Polkas, etc., Arranged
for the Violin [with R. Coote] (1876)

Chappell’s 100 Operatic Mel odies,
Songs, and Dance Music for the German
Concertina (1858)

Hopwood & Crew’s Popular Songs and
Ballads,A1 Arranged for the German
Concertina (1878-82)

Chappell’s 100 Operatic Popular Airs,
Songs, and Dance Music for the German
Concertina (1864)

Hopwood & Crew’s Selection of Popular
Comic Songs, Arranged for the German
Concertina (1876)

Chappell’s 100 Sacred Songs, Anthems,
Psalms, and Hymns for the English
Concertina (1861)

Hopwood & Crew’s Selection of Popular
Songs of the Day, Arranged for the Cornet
(1876)

Chappell’s 100 Scotch Melodies for the
Concertina (1861)

Hopwood & Crew’s Selection of Popular
Songs of the Day, Arranged for the Violin
(1876)

Chappell’s Popular Songs, with an
Accompaniment for the German
Concertina (1861)

Hopwood & Crew’s 22 Waltzes, Galops,
Polkas, etc., Arranged for the German
Concertina (1876)

Christy Minstrel Melodies for the Violin, I
and II (c. 1880)

The Juvenile Waltzes, On Airs Sung by the
Christy’s Minstrels (1859)

Dance Album of Godfrey & D’Albert’s
Popular Music for the English Concertina
(1870)

The Juvenile Quadrilles, On Songs Sung by
the Christy’s Minstrels (1859)

Dance Album of Godfrey & D’Albert’s
Popular Music for the German Concertina
(1870)

Les Réunions, 24 National Melodies for
Concertina and Piano (1850)

Favorite Airs from the Enchantress [M.
W. Balfre], Arranged for Concertina
(1855)

Minasi’s Journal for the Concertina, no.6
(1858)

Favorite Polkas for the Concertina (c.
1850; 1855)

Minasi’s Popular Melodies for Pianoforte
and Concertina (1864)

Favorite Songs, Arranged for the
Concertina with an Accompaniment for
the Pianoforte (1860)

Popular Hymns, Carols, & Sacred Songs,
Arranged for the German Concertina
((1879)

50 Favourite Melodies with Variations for
the Concertina with Piano Forte
Accompaniment (1860)

The Popular Songs Sung by the Buckley
Serenaders, Arranged for Concertina with
Accompaniment for the Pianoforte (1861)

First Selection of Quadrilles, Waltzes,
Polkas, Galops, &c for the Violin (c.
1880)

Quadrilles for All Nations, for the
Concertina (1854)

First Series of D’Albert’s Ten Popular
Sets of Polkas for the English Concertina
[C. L. N. Albert] (1864)

Scotland’s Bard: Eighteen Melodies
Selected from the Original Edition of
Burns’ Poems

First Series of D’Albert’s Ten Popular
Sets of Quadrilles for the English
Concertina [C. L. N. Albert] (1864)

Six Favorite Songs, Arranged for the
Concertina with an Accompaniment for
Pianoforte (1850)

† British Library acquisition year in parentheses, where applicable.
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: By 1850, Minasi was working on improvements in
English concertina design, as well as selling instruments made by others. His
advertisement in
of 6 February 1851 reads:
CONCERTINAS—Signor CARLO MINASI begs to OFFER his SERVICES to parties
about to purchase the above popular instrument, and from his experience as
a teacher and improver of the manufacture, ventures to predict that they will
be appreciated by such parties as may honour him with their commissions.
Double action treble concertina of 48 keys, £8, 8s; tenor, baritone, and bass,
by the best makers, at equally moderate prices, may be seen at his residence,
4, Bayham-terrace, Camden- town. Music for the concertina sent postage
free. (p.2)

Fig. 5. Cross-section
drawing of Minasi
concertina end (Patent No.
1559, 28 June 1853).

By 1853, he was ready to obtain a patent for his models of the English
concertina:
MINASI, CARLO, of Camden-town, Middlesex, professor of music.
Improvements in concertinas. Patent dated 28 June 1853 (No. 1559).
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Firstly, the constructing them with partitions on both sides of the pan or note
frame…Secondly, the constructing them with two or more pans or note frames,
either on one or both ends…Thirdly, the constructing them with levers or other
suitable means for speaking or sounding the notes or reeds disposed or
arranged in such manner that each and every key, or only some of them (if
preferred), when separately played, may cause to sound simultaneously two
or more notes or reeds each in separate chambers…Fourthly, the constructing
them with pan or note frames having chambers with parallel sides, or so that
the transverse sectional area of any chamber shall be parallel, or nearly so,
throughout its length…Fifthly, the constructing them with a damper board or
plate on that side of the pan or note frame nearest the bellows, with orifices
in it formed and disposed in such a manner as to cause (by means of the
current of air) the several notes to sound or speak quickly, and improve the
quality of the tone… Sixthly, the constructing them with pans or note frames
having two plates and suitable chambers, the one plate having fixed or placed
in it or upon it the notes or reeds... and the other plate having fixed in
or
upon it the duplicate notes or reeds ...or part placed on one plate and part
placed on the other plate, if preferred. . .Seventhly, the constructing them
with double acting notes or reeds… Eighthly, the constructing them with the
studs or playing keys placed in rows or lines in one direction, but so placed
with regard to each other crossways, that they shall, instead of ranging in
straight rows or lines, be adapted to the unequal length of the fingers of the
hand. . . Lastly, the constructing them with combinations of any two or more
of the above improvements… (pp. 1-2).

Minasi began direct marketing of his instruments just a few months after the
granting of his patent:
TO CONCERTINA PLAYERS—Signor Carlo Minasi begs to notify his friends and
the public generally that he has just patented his improvements in the
manufacture of the above popular instrument, which will be found to give
volume of sound and freedom of touch hitherto unattained. Signor Minasi will
be happy to show these instruments to any person who will favour him with
a call at his residence, No. 16, Brecknock-place, Camden-road, where he
gives lessons on the Concertina. Piano and Singing on moderate terms (
, xxxii/27 [8 July 1854], 399).

And according to another Minasi advert, this one in
, 17 July 1857,
no less a concertinist than the celebrated George Case played and endorsed
Minasi’s instruments:
CONCERTINA, Piano, and Singing. Signor CARLO MINASI begs to inform his
pupils and friends that he has REMOVED from Brecknock-place to 21,
Hamilton-street, Camden-town, N. W. where he
continues
to
give
instruction on the above accomplishments on moderate terms, and w h e r e
can be had his patent concertina, as used by George Case, &c. Price £10, 10s.
Also his Concise Instruction Book for Concertina. Price 6s, post free. (p.13).

Perhaps it was even Case, who produced many double-reed-pan concertinas,
who was the principal maker of the few Minasi models produced. For a short
period, Minasi’s concertinas were advertised by Keith, Prowse & Co., but the
inventor was unable to develop a significant market for his relatively over-priced
instruments.
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: Minasi’s musical inventions extended beyond the concertina.
In 1867, he was granted a patent for improvements in the trombone: Minasi,
Carlo. Musical wind instruments called trombonettes, Patent No. 1587, 29 May 1867.

: Minasi’s curiostiy—and talents—as an inventor extended
even beyond the realm of music.
But just how he developed an
interest in the artificial hatching
and rearing of chicks and ducklings
remains a mystery. Perhaps it was
when he began to raise poultry at
one of his properties in Camden
Town or elsewhere. Regardless of
his inspiration, his patented
incubator
and
associated
publications
were
rousing
successes, beginning with his
patent for the hydro-incubator:
MINASI, CARLO, of Brecknockplace, Camden Town, Middlesex,
professor of music.

Fig. 6. The Minasi hydro-incubator.

. Patent No. 985, dated 2 May 1854 (see
Figure 6).

Soon after the patent was granted, he wrote guides to using his invention,
accompanied by scientific discourse on eggs, egg hatching, and poultry rearing.
His first work in this field was C
..
(London: C. Minasi,
1854); this was followed by an annually serialized guide, which he advertised as
follows:
EGGS: HATCHING MADE EASY—At the request of many distinguished patrons,
Sig. Carlo Minasi of 16, Brecknock-place, Camden Road, London, has
prepared an Illustrated Guide for the use of his Patent Hydro-Incubator, and
for the Rearing of Poultry. The work is now in the press, and will be published
July 12, price 1s., 6d. or by post 2s. No pain has been spared to render this
the most perfect work on the subject ever published. Poultry dealers and
others will find it a good medium for advertisements, which will be retained
in the book until the year 1870 (
[21 June 1856], 5).

Even before the second guide appeared in print, Minasi had found difficulties
in trying to balance his poultry and music pursuits. His notice in
of 3
March 1856 reads:
EGGS—Hatching Made Easy—Profitable Investment. The public exhibition of
Signor CARLO
MINASI’s PATENT HYDRO-INCUBATOR will be opened on
the 15th March and from the favourable
notice which it last year received
from the scientific world and the nobility and landed gentry, he anticipates a
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very extensive sale of the machines. The superintendence of their
manufacture, however, interferes so much with his professional pursuits that
he is desirous of meeting with a person possessing £200, competent to
relieve him of the responsibility, and with whom he would share the profits
of the sale. Price of the incubator and hatching and rearing 100 eggs £10,
10s. &c. Address 16, Brecknock-place, Camden-road. (p.1)

A Mr John Bailey soon accepted the offer and became Minasi’s long-term
partner. A later advertisement in
on 30 October 1866 said:
MINASI’s PATENT HYDRO-INCUBATOR, for Hatching and Rearing all kinds of
Poultry and Feathered Game. Full particulars and prices post free on
application to JOHN BAILEY and SON, 113, Mount-street, London, W. The
machine can be seen at work at the Crystal Palace, Sydenham. (p.3).

National promotion of the incubator continued into the 1880s.24
: In the early 1860s, Minasi turned his hobby of sport shooting
and hunting into his next episode of inventiveness and three more patents:
HADDEN, JOHN COOPE and CARLO MINASI. I
. Patent No. 2128, 26 August
1861.
HADDEN, JOHN COOPE and CARLO MINASI.
. Patent No. 2465, 3 October 1861.
MINASI, CARLO.
. Patent No. 507, 25 February 1862.

Finally, three other patents underscore Minasi’s diverse talents as an inventor:
MINASI, CARLO.
. Patent No. 1035, 25 April
1860.
MINASI, CARLO.
. Patent No.

2410, 12 Septemberl 1871.

MEITER, CHARLES WILLIAM, THOMAS WILLIAM SMITH, and CARLO MINASI.
. Patent No. 3457, 19 November 1872.

In 1882, Carlo Minasi’s first wife, Martha (née Winchester), died at the age of
forty-one. Minasi remarried just two years later; and once again his new wife
was one of his students, and once again from a working-class family: Kate
Simmonds, daughter of Robert Simmonds, coachman, was a mere twenty years
old when she married the sixty-six-year-old Minasi in the Parish Church in
Camden Town in April 1884. One year later, their daughter Frances Mabel was
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born (1885-1915), with a son, Charles Frederick, following two years later, in
1887.
Carlo Minasi died of pneumonia on 24 March 1891. By the time of the 1901
British census, Kate Minasi was a second-time widow residing in London with
daughter Frances Mabel and step-daughter Rosalia Elizabeth. The musical
succession within the Minasi-Lanza family in England had come to an end; the
1901 census showed Kate Minasi, ‘Shopkeeper’; [Frances] Mabel Minasi, ‘Draper’s
Assistant’; and Rosalia E. Minasi, ‘Shirt Machinist’.25
On his death certificate, Carlo Minasi’s occupation was recorded as ‘Professor
of Music, Piano’, understating the diversity of his multi-faceted career and
omitting his deep involvement with the concertina. Carlo Minasi and free-reed
instruments had grown up together. He was a preschooler when Buschmann
invented the harmonica in 1821, and not yet a teenager when Wheatstone and
Demian patented their symphonion and accordion, respectively, in 1829. He was
still in his teens when Uhlig received his patent for the German concertina (1834),
and in his mid-twenties at the time of Wheatstone’s ‘classic’ 1844 patent for the
English concertina. Responding to these developments, Minasi and an ‘army’ of
composers, arrangers, teachers, and publishers went to work both to stock the
repertories of professional concertinists and to meet the diverse tastes and
demands for instruction and sheet music of the amateurs.
By the time Minasi died in 1891, the heyday of classical music on the English
concertina had passed, and, together with the duet concertina, the instrument
passed into the music halls. The functional designs for the English and
Anglo-German concertina were, for all intents and purposes, well established,
and ‘improvements’ would be limited to such specialty refinements such as the
Alsepti-Ballinger bowing values and stylistic enhancements such as Lachenal’s
twelve-sided Edeophone. Only the development of the MacCann duet concertina,
late in Minasi’s life, and introduction of the Crane duet after he was gone, would
not feel his influence through his teaching and writing. In all, Carlo Minasi played
a major role in virtually all other aspects of the nineteenth-century concertina.

a.
(c. 1750-after 1812—later known as Giuseppe
Lanza), Carlo Minasi’s maternal grandfather, was a composer and singing teacher.
In 1793, he moved to London, where he was employed as a private musician to
the Marquis (later Duke) of Abercorn. Returning to his native Naples in 1812, he
taught at both the Conservatorio di Musica San Pietro a Maiella and the Pensionato
Reale dei Miracoli. Much of his output consists of arranging accompaniments for
Italian vocal pieces.
b.
(1783-1862), Carlo Minasi’s uncle, was a composer and
pianist. At age nine, he moved with his father Giuseppe to London, where he
studied in the circle of the famous pianist/composer/ publisher/teacher Muzio
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Clementi (1752-1832). During a brief return to Italy in 1804, he gave one of the
first public concerts in Naples, the city of his birth. Having returned to London,
he continued as a pianist and composer, published a number of compositions,
including music for the ballet
His heart, though, belonged
to Naples, and he returned there once again to teach privately and in girls’
schools, eventually becoming one of Naples’ leading pianists and the founder of
the so-called Neapolitan piano school.
c.
(1779-1859), Carlo Minasi’s uncle, was a singer, composer,
and teacher of singing and piano. In 1793, he accompanied his father Giuseppe
to London, where he was an occasional performer and a well-known teacher in
his father’s Academy for Amateurs of Choral Singing. In 1842, he inaugurated
singing classes at a fee of 15s. for twelve lessons but, in the same year, gave
lectures on singing free of charge to the public. Best known among his many
students was Catherine (‘Kitty’) Stephens (1794-1882), vocalist and actress and
later Countess of Essex (her married name was Catherine Capel-Coningsby), who
was placed in his musical care for five years (1807-1812). A prolific composer of
songs, he also published a collection called
(London: 1840). Both his wife, Maria, and
daughter, Rosalia, were music teachers.
still another of Carlo Minasi’s uncles, was not as prominent
d.
as his brothers. He was born in London, lived in Paris for several years, taught
singing in Lille in 1838, and immigrated to the United States in 1841.
e.
(1781-1852), Carlo Minasi’s mother, was born in Naples as
a British subject. She taught voice, but also provided French and Italian language
study and piano lessons.

28(1776-1865), Carlo Minasi’s father, was an artist
a.
who specialized in the stipple style of engraving and pen-and-ink art.29 James
Anthony’s grandfather and father, Rocco and Mariano Minasi, respectively, were
prosperous Italian merchants. His great aunt (Rocco’s sister) married a merchant
named Bovi and had two sons: mathematics professor Rocco Bovi and Mariano
Bovi, the family pioneer in the art of engraving. Mariano Bovi was a student of
Francesco Bartolozzi, founder of the famous ‘Bartolozzi school’ of engraving.30
James Anthony’s uncle Antonio Minasi was a naturalist who, through his
employment by the King of Naples, was able to interest the royalty in his nephew’s
artistic talents. The King would later help in securing James Anthony’s
apprenticeship under Bartolozzi. Though already exhibiting artistic talent, James
Anthony at an early age was a naturalist protégé of his uncle Antonio and a
classical scholar, mastering Latin and learning French and English. James
Anthony’s brother, Henry Swinburne Minasi (1783-1859), became the ConsulGeneral for the Kingdom of the Two Sicilies.

Having decided to pursue art as a profession, James Anthony Minasi moved
to London in early 1793, taking up residence at 207 Piccadilly with his ‘cousin’
Mariano Bovi, under whom he continued his art studies. He then served an
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informal apprenticeship under Bartolozzi for three years, followed by the 1796
commencement of a legally binding seven-year apprenticeship under the master.
Some Bartolozzi engravings show his name along with that of Minasi. However,
the apprenticeship lasted fewer than seven years, terminating when Bartolozzi
informed him that he was sufficiently advanced to commence his art career on
his own.
In subsequent years, James Minasi had direct contact with celebrities of both
the art and music worlds. Among the latter, his friends or acquaintances included
the prolific composer/arranger Sigismund Thalberg (who sat for a portrait by
Minasi), Franz Liszt (during his 1825 London visit), and Niccolò Paganini. Still
another musical ‘star’ who sat for a Minasi portrait was the famous ‘Swedish
Nightingale’, singer Jenny Lind (1820-1887). There are also portraits of the Duke
of Wellington, Lord Wentworth, the Archbishop of Canterbury, Robert Burns, and
Sir Robert Peel, whose daughter had studied concertina with Carlo (see above).
Although James Anthony did well financially during the early part of his career,
both his health and finances began to deteriorate in the 1840s. Thus
of 20 January 1843, accompanied praise of his latest pen-and-ink achievement
with an appeal for charity on his behalf:
MR. MINASI’S PEN AND INK PORTRAITS.—This very clever artist of whose
productions we have several times had occasion to speak in high terms of
praise, has just finished a beautiful copy, drawn and shaded entirely with pen
and ink, of the engraving of the portraits of their Royal Highnesses the Prince
of Wales and the Princess Royal, after the original by Sir W. Ross. The drawing
by M. Minasi is, it is understood, to be presented to Her Majesty the Queen.
... It is melancholy to be obliged to add that M. Minasi, after struggling through
a long series of years, is at the close of his life in circumstances so depressed
that he is endeavouring to obtain asylum in that noble institution the
Charterhouse! That he may obtain it, wither there or some similar institution,
must be the wish of every one by whom talent is appreciated, and the
calamities of poverty and old age depreciated.

The appeals for assistance continued, as evidenced in
1846:

of 12 October

M. MINASI, the Artist.—Mr. Howlett desires to express his THANKS to those
friends who have so kindly responded to his appeal on behalf of M. Minasi,
inserted in The Times of the 19th of August; and will be happy to be the
recipient of any further subscriptions for that unfortunate gentleman. M.
Minasi is a candidate for election of the National Benevolent
Institutionin
November next. Proxies in his favour will be most thankfully received by Mr.
Hewlett, 18 Cambridge-terrace, Hyde-park—Oct. 9. (p.4).

At the time, Minasi was living in a little back room at 113 Praed Street,
Paddington, and, according to Henry Hewlett, ‘[had] not sufficient to purchase
the common necessities of life’. In November 1846, the required petitions and
votes were obtained for James Minasi’s installation in the National Benevolent
Institution. After a relatively short stay, Minasi went to his daughter Emelia’s
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home, where he resided until his death in 1865. It is not clear if Carlo Minasi
contributed toward his father’s support or, possibly, was estranged from him.
b.
(1814-1861), Carlo Minasi’s brother, began flute
lessons at age four with Louis-François-Phillippe Drouet, one of the most
influential flautists of the day. At the age of just seven, Antonio performed his
first full program at the Old Assembly Rooms, Manchester.32 He eventually taught
at The Royal Academy in London, and performed for many years in Louis Jullien’s
famous orchestra.
c.
(1822-1914), Carlo Minasi’s sister, became an artist, albeit
not a prominent one. In 1862, she married an aging poet and writer, George
Boughey (1798-1874) and, in 1879, Dr. Travis McEvoy (1814-1889), a medical
practitioner.
d.
(1820-1907), Carlo Minasi’s brother, was a professor
of mathematics and the physical sciences, principal of the South Islington
Commercial and Mathematical School, a member of the Institute of Actuaries,
and an active patron of music. After publishing extensively on scientific topics,
he became a staunch advocate of the decimal coinage system, about which he
turned out a hefty collection of writings, including:
(London: R. and T. Alliston, 1854);
(London: Society of Arts, 1855); and
(1856).
(1825-1869), Carlo Minasi’s brother, was an artist, albeit
e.
little known to the public. His obituary in
of 27 February 1869
reads:
On the 16th inst., Aged 42, William Minasi, youngest son of the late James
Minasi, the celebrated pen-and-ink artist, and nephew of the Late Henry
Swinburne Minasi, who was His Sicilian Majesty’s Consul-general. Mr. William
Minasi was brother to the late Antonio Minasi, the talented flautist, and to
Carlo Minasi. (p.138).

f.
(1813-1848) was most likely Carlo’s cousin, though the family
tie has not been documented. The 1841 census lists the Italian-born Joseph
Minasi as a piano tuner, then residing in Westminster (in the same household as
William Baker, ‘Instrument Maker’).

The Adventures of Punch (1844)

The Charming Waltz (1861)

A Young Lady on Crinoline

Columbine Waltzes

The Alexandra Galop (1864)

The Comic Polka (1850)

The Alhambra March (1866)

The Court Ball Quadrilles (1845)

The Alliance Varsoviana (1858)

A Delightful Polka

The Angelica Waltz (1845)

A Delightful Waltz

The Attack Galop (1860)

Descriptive Fantasia on British Infantry Marches -1854
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The Aurora Quadrilles (1846)
The Bal Masqué Polka (1850)
The Bal Masqué Schottische (1862)
The Bal Masqué Varsoviana (1862)
The Beauty of the Alhambra Valses (1877)
The Beauty of the Alhambra Waltz (1869)
The Blondin Polka (1861)
Bobbing Around ((1856)
Brilliant Fantasia on Airs from the Opera of Martha
[Baron F. F. A. von Flotow] (1861)
Brilliant Fantasia on Russell’s Air, ‘I’m Afloat’ -1846
The Burlesque Polka (1861)
The Burlesque Valse (1861)
Cachouga for the Pianoforte
The Celebrated Polka
The Champion Varsoviana (1858)
The Chancellor’s Quadrille (1850)
Chant d’Espérance, Morceau de Salon (1877)
Lionel Waltz (1859)
Little Mr. Binks’s Polka (1866)
Mary [H. W. Godfrey] (1857)
The Masaniello Polka [from D. F. E. Auber’s opera]-1849
The Merry Heart Galop (1866)
The Miller’s Polka (1861)
Minasi’s Fashionable Polka (1844)
Minasi’s Jetty Treffz Quadrilles (1849)
Minasi’s Waltzes from Verdi’s Opera, Un Ballo in
Maschera (1861)
The Moonshine Polka (1861)
The Moonrise Schottische (1876)
The Mountain Stream Waltz (1860)
Mrs. Florence Polka (1856)
Naples, Varse à Deux Temps (1858)
The New Redowa Polka (1855)
The ‘Night Dancers’ Polka [from E. J. Loder’s
opera] (1861)

The Drum March (1849)
The Echoes of England, Fantasia on Popular Airs -1869
Elfin Queen [from E. J. Loder’s Cavatina] (1866)
Ever of Thee Polka (1860)
The Family Legend Quadrille (1862)
The Gypsies’ Waltz (1850)
The Girl I Left Behind Me, Arranged as a Fantasia -1847
The Great Gun Polka (1851)
The Hatching Polka (1855)
Henrietta Galop (1859)
Heralds of Spring Waltz (1861)
The Hungarians’ Waltz (1866)
The Juvenile Arcadians’ Quadrille (1866)
The Juvenile Quadrille (1862)
The Juvenile Serenaders’ Quadrille (1861)
Le Diamant de la Societé, Grande Valse (1849)
Polly Won’t You Try Me, Oh (1856)
Poor Pussy’s Polka [piano and cornet parts by E.
Stanton Jones] (1855)
The Prince of Prussia Polka (1850)
The Princess Alice Waltzes (1844)
The Prize Medal Polka (1860)
Queen Victoria’s Band March
Redler’s Quadrille, Les Rats (1845)
Rimembranza di Napoli, Fantasia on Favorite Airs
by Bellini (1852)
The Royal Irish Polka (1844)
The Russian Polka (1850)
The Sea Serpent Polka (1849)
Souvenirs à la Mazurka (1878)
The Spinning Wheel Polka [from Baron F. F. A. Von
Flotow’s opera] (1859)
The Spirit of the Night Redowa (1864)
Strathspey Danced in the Divertisement Court Ball
in 1740 (1845)

Non Piu Mesta, Air from Rossini’s Cenerentola

The Streamlet Polka (1859)
The True Love Schottische (1861)
Oh! Come to My Fairy Home, Cavatina [S. Nelson]-1845
The Union Polka (1855)
The Opera Polka (1844)
Valse de Grâce (1864)
The Opera Polka Waltz (1844)
The Warrior’s March (1860)
We’ll Answer to the Call [W. H. Ryves]
The Opera Quadrilles [from Verdi’s opera, ‘I
Lombardi’] (1847)
The Winter Schottische (1860)
The Palace Polka Quadrille (1844)
Zorayda, Cellarius Waltz (1845
†British

Library acquisition year in parentheses, where applicable.
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Accept This Gift [unknown]

The Fellow, The Image of Me [H. Leslie] (1876)

Mother’s Last Words [E. St. James Hulm] (1845)

The First of April [E. T. Wattson] (1860)

A Pair of Little Shoes [J. S. Lyons] (1878)

Forgive Me This Once [R. R. Reed] (1853)

Alice Lee [H. W. Godfrey] (1857)

Form, Girls, Form [J. E’Astes] (1860)

Another Day Nearer to Thee [J. S. Lyons] (1878)

Freemasonry [E. T. Wattson] (1860))

A Touch of Nature [J. E’Astes] (1860)

Give Me an Honest Name [H. P. Noora] (1876)

A Young Lady on Crinoline [J. E’Astes] (1859)

Go Not From Me [J. E’Astes[ (1860)

Both Sides of the Question [E. T. Wattson] (1867)

Good Health and a Happy New Year [E. T.
Wattson] (1860)

Build Not Hope on Things That Vanish [R. R. Reed]1856

The Happy Little Man [C. H. Witt] (1873)

Call Her Back and Kiss Her [C. Linda]

Harry, the Hunter [R. R. Reed] (1850)

Close to a Mother’s Heart [J. Young] (1861)

Help a Friend in Time of Need [E. T. Wattson ]-1876

Defenders of the Land [W. H. Ryves] (1870)
Do Something for Each Other [C. Swain] (1857)

The Hole in the Shutter [C. H. Witt] (1866)

D’ye Think You Need Come Any More [W. Burnot]1882

I Have Loved Thee from Thy Childhood [C. Linda]-1869

The Emigrant’s Lament for Fatherland [J. H.
Jewell] (1852)

I Haven’t Got a Beau [J. Young] (1861)

England’s Maiden Rose [A. Monson]

I’ll Stand, Sam [T. Haines and W. Burnot] (1873)

Ever Gladsome, Fairy Voices [E. T. Wattson] -1866

I’m Afloat, I’m Afloat [Russell]

I Knew My Lot Was Labor [C. Swain] (1857)

I Never Sigh’d for Fortune [C. Swain] (1857)
Farewell! We Ne’er May Meet Again [R. R. Reed]
(c. 1840)

In Joy or Sorrow [E. St. James Hulm] (1845)

It’s Nothing to Me [A. Adams] (1874)

Sing Again that Song [C. Jeffreys] (1861)

Kiss and Make It Up [H. Rogers] (1876)

Sleep, Sleep, Queen of My Bosom [R. R. Reed] -1849

It Hasn’t Happened Yet [R. R. Reed]

The Kiss Behind the Door [H. W. Godfrey] (1876)
The Ladies Opportunity! Song for Leap Year [E. T.
Wattson] (1860)

The Soldier’s Farewell [R. R. Reed] (1850)

Le Amicizia [E. St. James Hulm]

Spring and Autumn [J. T. Calkin] (1860)

Lost at Sea [W. Burnot]

The Star of Love [C. Minasi]

Mary [H. W. Godfrey] (1857)

Sunshine and Shade [H. W. Godfrey] (1857)

Merrie England [H. W. Godfrey] (1857)

Sure Love Has Gone Quite Out of Fashion [R. R.
Reed] (1856)

The Merriest Girl That’s Out [C. Merion] (1865)

The Song of the Teapot [R. R. Reed] (1855)

My Life Was Bright [unknown]

Susey Brown [C. Minasi] (1873)

My Merry Heart, The Mazurka Song [E. St. James
Hulm] (1860)

Tapping at the Window [C. Swain] (1856)

My Mountain Home [W. Palmer]

They Tell ME Thy Heart is Another’s [R. R. Reed]

My Own Mother Dear! [J. E’Astes] (1860)

Wait Till I Put On My Bonnet [C. Swain] (1857)

The One I Love [E. T. Wattson] (1864)

We are Fairies, Merry Fairies [H. W. Godfrey] -1857

O Sunny Hills [C. Jefferys et al] (1859)

These Dreadful Love Affairs [E. T. Wattson] (1864)
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Our Country and Our Queen [E. T. Wattson]

We Can Live Upon Nothing at All [C. Swain] (1857)

Over the Stile, Mary [E. T. Wattson] (1861)

What’s Your Opinion [C. Swain] (1857)

Peeping Through the Window Pane [E. T. Wattson]-1866 Where There’s a Will There’s a Way [E. Marshall]-1881
Pharaoh and Sarah [W. Burnot] (1879)

Why Am I Blest [C. Minasi] (1844)

The Poplar Tree [C. Jeffreys]

The World is What We Make It [E. T. Wattson] -1874

Pretty Souls [W. Burnot] (1879)
Safe in the Arms of Jesus [anon.]
Lyricist in brackets; British Library acquisition year in parentheses, where applicable

1.

My thanks to Chris Algar, John Cady, Stephen Chambers, Geoffrey Crabb, Alan
Day, Robert Gaskins, Greg Jowaisas, Neil Wayne, Wes Williams, Dan Worrall, and
Cheryl Zollars for having read and commented on earlier versions of this paper.

2.

A parallel can be drawn to the popularity of personal computers for home or
business, which was fostered by the availability of spreadsheet, word processing,
and other user-friendly software.

3.

See Stephen Chambers, ‘Louis Lachenal: Engineer and Concertina Manufacturer’,
, 1 (1999), 7-18, online at www.concertina.com/chambers/
lachenal-part1/index.htm; ‘An Annotated Catalogue of Historic European FreeReed Instruments from My Private Collection’,
(Michaelstein
:
Stiftung
Kloster
Michaelstein,
2002),
online
at
www.concertina.com/chambers.michaelstein /index.htm; and ‘Some Notes on
Lachenal Concertina Production and Serial Numbers’,
, 1 (2004), 3-23;
George Jones, ‘Recollections of the English Concertina, from 1844, by George
Jones, born February 29th 1832’,
, Part I: no. 13 (Winter
1985), 4-5; Part II: no. 14 (Spring 1986), 4-7; Frank E. Butler and Neil Wayne,
‘The Concertina Trade in Victorian Times’, on-line at www.d-andd.com/contributions/tinas-jones2.html; Butler, ‘Concertinas in the Commercial
Road: The Story of George Jones’,
, 20 (Summer 1989),
5-14; Wayne, ‘Concertina Book: Final Edit’ (unpublished typescript, a copy in the
Horniman Museum, London, 1986); ‘Charles Wheatstone and the Concertina’,
, 44 (1991), 117-49, and a later version revised by
Howard Mitchell, online at http://free-reed.co.uk/galpin/g2.htm; and ‘The
Invention and Evolution of Wheatstone Concertinas’,
(forthcoming); Chris Algar, Stephen Chambers, Robert Gaskins, David Lee, Randall
C. Merris, and Wes Williams, ‘Charles Jeffries: The Man and His Family’, online at
www.concertina.com/jeffries/man-and-family/index.htm; and Richard Carlin, ‘An
Interview with Harry Crabb’, in
(New York: Oak Publications,
1977), 54-56. On the development of the German concertina, predecessor of the
German-Anglo concertina and the large Chemnitzer concertina, see LaVern J.
Rippley,
(Northfield, MN:
St. Olaf College Press, 2006), Chapter 1.

4.

Allan W. Atlas,
Clarendon Press, 1996);

(Oxford:

(Amherst, MA: The Button Box, 2003); ‘A 41-Cent
Emendation: A Textual Problem in Wheatstone’s Publication of Giulio Regondi’s
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Serenade for English Concertina and Piano’,
, 23:4 (November 2005),
609-618; ‘Signor Alsepti and “Regondi’s Golden Rule”’,
, 426
Supplement (2003), 1-8; and ‘Imitation of Church Bells and Organ, Arranged by
Henri Albano’,
3 (2001), 108-112.
5.

Randall C. Merris, ‘Instruction Manuals for the English, Anglo and Duet Concertina:
An Annotated Bibliography’,
4 (2002), 85-118; online at
www. concertina.com/merris/bibliography/index.htm.

6.

William Henry Holmes (1812-1885) was himself a graduate of the Royal Academy
of Music and eventually became the school’s principal professor of piano; in his
later years, he taught at the Guildhall School of Music, founded in 1880. The
British Library has more than 150 of his works; see James D. Brown and Stephen
S. Stratton,
(London: Reeves, 1897/reprint New York:
Da Capo Press, 1971), 205.

7.

George Case (1823-1892) was a violinist, pianist, and concertinist who turned
out a voluminous amount of music for the concertina. He was in the famous
Case-Blagrove-Regondi-Sedgwick concertina quartet, founded in 1844.

8.

Though thirty-minute lessons were standard, twenty-minute lessons were
available at schools (
, 25 February 1849).

9.

Minasi’s residences or other properties in or near Camden Town included 12 and
29 Upper Seymour Street and 42 Seymour Street, Euston Square; 12, 15, and
23 Euston Place, New Road; 37 Albert Street, Camden Villas; 4 Bayham Terrace;
16 Brecknock Place, Camden Road; 21 Hamilton Street, Camden Town; 3 and 30
College Place, St. James Terrace; Iona House, 35 High Street; and 54 Mornington
Road, Regent Park (at the time of his death).

10.

The earliest instructional material for the German concertina is that by Carl
Friedrich Uhlig, inventor of the instrument. An English translation of Uhlig’s
advertisement in the
, 19 July 1834 (p. 359) reads: ‘. . .a
store which houses instruments including a beautiful selection of flutes, clarinets,
trumpets, and more; for the first time he also offers to the public “an accordion
that is new and for which we have instructions available”’; see Rippley,
2, 38. An early tutor published in German—The Höselbarth
Instructions—is described in Stephen Chambers and Dan Worrall, ‘Earliest Known
German Concertina Tutor: “Anweisung das Accordion zu Spielen”’, online at
www.concertina.com/worrall/hoeselbarth-tutor. Still another early Englishlanguage tutor for the German concertina was published in the United States:
Elias Howe, Jr.,
(Boston: Elias Howe, Jr., c.
1846).

11.

The tutors are listed
http://catalogue.bl.uk.

12.

A concertina with this layout is referred to as a 20-key C/G concertina. Minasi,
however, wrote the tutor for use by purchasers of concertinas supplied by Kleyser
& Tritschler, whose concertinas were 20-key A/E concertinas. Thus playing the
notes as written in C/G in the tutor would sound the notes in A/E on the Kleyser
& Tritschler instruments. Further on the layouts of buttons and scales of the 10and 20-key concertinas described in Minasi’s tutor, see Randall C. Merris and Dan
Worrall, ‘Earliest Known English Language German Concertina Tutor: Minasi’s

in

the

British

Library’s
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“Instruction Book” 1846’, online at www.concertina.com/merris/minasi-germantutor-1846/index.htm, where there is also a reproduction of Minasi’s tutor in its
entirety.
13.

George Smith Jones,
(London: Jones,
1876). This tutor and Charles G. Roylance’s (London: Roylance, 1878) were the
first tutors to introduce the 30-key ‘chromatic Anglo-German concertina’, which
is the standard 30-key Anglo concertina of today. The emergence of the 30-key
German-Anglo concertina as the modern standard was the culmination of
extensive experimentation with arrangements of the keys. Unsuccessful attempts
that did not advance far beyond the prototype stage include the 28-key concertina
in Rock Chidley,
(London, R. Chidley, 1858), which has a 4-key top row on the left side and a 4-key
bottom row on the right; the 24-key concertina described in Charles Coule,
(London: C. Coule, 1856); the 30-key concertina patented by Philip Jewell
(
, patent no. 2152, dated 29 August 1861); and the 42-key concertina
patented by George Jones in 1884 (
,
patent no. 9314, dated 23 June 1884).

14.

Other English publications with illustrations of the German-made 28-key
concertina include tutors by Albert W. Coleman (1854), Joseph Russell (1854),
John Shepherd (1856), Frederick Steers (1860), Frederick Vincent (1865), and
James A. Wade (1886). Illustrations of the German-made 28-key concertina also
appear in tutors published in the United States: two by Elias Howe, Jr. (both
1879), three by Alfred B. Sedgwick (1865, 1869, and 1873), and one by Septimus
Winner (1869, with a new edition in 1897). The last tutor containing an illustration
of the German-made 28-key concertina is that by Paul de Ville,
(New York: Carl Fischer, 1905). For information on these tutors,
see Merris, ‘Instruction Manuals’.

15.

The index-finger key in the top row of each side was devoted to ‘accidentals’,
and the other four keys in the top row of each side were notes in the B flat scale.

16.

Given that the F sharp in the top row of the 28-key concertina was excluded from
the 26-key instrument, the first F sharp above middle C was not available on the
instrument.

17.

Rock Chidley left the employ of Messrs. Wheatstone & Co. to start his own
concertina and harmonium manufactory in 1850. Following lackluster results from
reducing prices in order to attract customers for his instruments, Chidley was
forced to close his doors. The bankruptcy notice appeared in the London Gazette
section of
of 20 September 1862.

18.

Nevertheless, this tutor did not illustrate the layout of the 28-key concertina
designed by Chidley (see note 13).

19.
20.

, 7.
Although there was no standard tablature for German-Anglo concertina tutors,
they shared certain common features that persist until today. Arabic numbers
are assigned to the keys on each side of the instrument, and a symbol such as
an asterisk (*) or a circumflex (^) is used to indicate when the bellows are to be
expanded or compressed. Additional notation is employed to show whether a
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particular key is to be pressed on the right side or left side: for example, ‘1 2 3
4 5’ and ‘1. 2. 3. 4. 5.’ indicate keys 1 through 5 of a given row on the right and
left side, respectively. Minasi used an “A” superscript to distinguish between notes
in the top row (1, 2, 3, 4, 5) and the bottom row (1A, 2A, 3A, 4A, 5A) of a concertina
with two rows per side. On the use of tablature, see Maria Dunkel, ‘Buttons and
Codes: Ideographies for Bandoneon and Concertina as Examples of Alternative
Notational Systems in Nineteenth-Century Germany’, The Free-Reed Journal, 2
(2000), 5-18.
21.

‘New patent’ refers to the key layout patented by Charles F. W. Rust,
, patent no. 1976, dated 9 July 1862.

22.

John Hill McCann,
Patent No. 4752, dated 12 March
1884; John Butterworth,
, Patent No. 21,730,
dated 28 September 1896, these instruments marketed by Crane & Sons of
Liverpool (hence the name).

23.

Daniel Godfrey (1831-1903) and Charles Louis Napoléon D’Albert (1809-1886).
Daniel Godfrey’s father, Charles Godfrey (1790-1863), was the bandmaster of
the Coldstream Guards for 50 years and editor of
.
Both Daniel and his brothers—Adolphus Frederick Godfrey (1837-1882) and
Charles Godfrey, Jr. (1839-1889)—were prolific composers of lancers, quadrilles,
polkas and other dance music. On D’Albert in particular, see
, online
at www.oxfordmusiconline.com.

24.

There are descriptions of the incubator in such publications as
(1857),
(1854 and later issues), and
(1854 and later issues).

25.

The British Library’s
credits Kate Minasi with a composition
for piano, ‘The Electra Polka’ (London: Willey & Co., 1886).

26.

We might note right away that it was the Lanza clan in the Naples area (as
opposed to the part of the family that came to England) that would later lay claim
to the most famous Lanza of them all: Mario Lanza (1921-1959)—born Alfredo
Arnold Cocozza in Philadelphia, PA—singer, film star, and son of Italian-born Maria
Lanza. Much of the biographical information that follows comes from
(see note 23) and the
, XI (Oxford: Oxford
University Press, 1917), 582; see also the British Library’s
(see note 11).

27.

The lectures were titled ‘The National School for Singing in Classes’ and ‘A Lecture
at the Westminster Literary and Scientific Institution Illustrative of His New System
Of Teaching Singing in Classes’.

28.

As noted above, his given names in Italian were Giacomo Antonio.

29.

On stipple engraving, see Malcolm Charles Salaman,
(London: Cassell ,
1906; reprint, Whitefish, MT: Kessinger Publishing, 2005), Chapter IX.

30.

Further on Bartolozzi, Bovi, and James Anthony Minasi, see Andrew W. Tuer,
, 2nd ed. (London: Field & Tuer, The Leadenhall Press,
1885), which includes an extended sketch of Minasi’s life and works, written by
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his son Frederic James Minasi (pages 388-403).
31.

Drouet (1792-1873) composed and arranged for the instrument, taught and
wrote about it, and—though without great success—designed flutes that he then
had manufactured under his name; see

32.

A digital image of Master Antonio Minasi’s program for the 1822 concert can be
viewed on-line at http:/digitalgallery.nypl.org/nypldigital/index.cfm (Search:
Minasi, Antoni).
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Introductory note by Göran Rahm
Most concertinists will be familiar with the Brothers Webb—Joseph, known as
‘JoJo’, and Arthur, whose stage name was ‘Ruté’—the concertina duo that played
the music hall and vaudeville circuits from the 1880s to the 1920s. More
specifically, readers will probably be familiar with the well-known photograph
that shows them performing in their clown costumes, with concertinas in hand.1
Here, I offer two previously unpublished photographs of the brothers that
show them posing in formal attire. The photos were taken at the Marceau
Studios, 285 Fifth Avenue, Manhattan, and date from March 1897.2 Figures 1
and 2 show Joseph and Arthur, respectively.
We may round out the new iconography of the Brothers Webb with another
unpublished photo, this one showing the concertina that was made specifically
for Joseph (‘JoJo’) by George Jones, who, according to Frank Butler, taught the
brothers how to play the concertina.3 Figure 3 shows the instrument, which bears
the following inscription: ‘Jo-Jo Webb Family’, in large letters, above which, in
an elegant and smaller script: ‘Manufactured by Geo. Jones Commercial Rd. E.
London’. It has the serial number 11969, and probably dates from the late 1870s.
The instrument has a number of unusual features: (1) a 56-button range that
extends from e to e’’’’; (2) a finger plate that is curved at both ends; and (3) a
wrist strap on the left side only (not shown), perhaps in order to facilitate
performance with one hand only. The inside of the instrument has deep reed
cells, without partitions except for the highest notes, and Jones’s ‘broad steel
reeds’, which, he advertised, would neither wear out nor go out of tune.
The instrument shown in Figure 3 had a twin of sorts: a 56-button baritone
concertina that Jones made for Arthur Webb. In fact, Jones supplies a bit of
information about the instruments (and still another that he made for the Webbs):
I received an order from the Messrs. Bros. Webb for two 56 keyed with
metal tops—a great success and played all over the provinces,
continent, and parts of America, now in use. Later I made 40 key
piccolo, which has been of great value to them.
Finally, there was still another Jones instrument for the Webbs: a giant-size,
48-button English concertina, which, however, was so large that it was impossible
to transport easily (much less play) and was soon abandoned.
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Fig 1. Joseph Webb
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Fig. 2. Arthur Webb
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1. It is reproduced in Frank Butler, ‘The Webb Brothers, A Memorial’, Concertina &
Squeezebox, 18-19 (1889), 12 (with a brief biographical sketch on pp. 11-14),
online at www.concertina. com/butler/butler-the-webb-brothers.pdf; also in
Richard Carlin, ‘The Fayre Four Sisters: Concertina Virtuosi’, The Free-Reed
Journal, 3 (2001), 81, who, however, errs in calling Ruté ‘Robert’. As Carlin notes,
the photo is signed and dated 5 October 1928, online at www.
concertina.com/carlin/fayre-four-sisters/index.htm. Note that it was Joseph Webb
who was the father of the Fayre Four Sisters.
2. On Theodore C. Marceau (1860-1922), a New York photographer who specialized
in theatrical portraiture, see the biographical sketch at http//broadway.cas.sc.edu/
index.php?action=showPhotographer&id=28.
3. Butler, ‘The Webb Brothers’, 11.

Fig. 3. George Jones’s concertina for Jo-Jo Webb.
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Introductory Note by Wes Williams
Although much new information on Louis Lachenal, his family, and his
concertina manufacture has been published in the last decade,1 details about the
partnership which took over ownership of the company from his widow Elizabeth
around 1873 have remained shadowy. Until now, the only information available
to researchers consisted of a few statements from Henry Joseph ("Harry") Crabb,
the concertina maker, and Tommy Williams, a former Lachenal employee:
. . .Lachenal's wife sold the business to five workmen who'd pooled
their resources. Harry Crabb's grandfather were one. When I come it
had dwindled down to two, named Ballinger and Sanders. The
others had sold their interest, —perhaps they'd passed out. But
Sanders [sic] had the biggest share—he owned the property and
bought the others out.2
The document presented here ties up a few of the loose ends concerning the
partnership that owned Lachenal & Co. during the 1870s-1880s. It comes from
the
, No. 25194 (2 February 1883), p. 608:3
NOTICE is hereby given, that the Partnership heretofore subsisting
between us the undersigned, Richard Ballinger, Louis Charrière, Thomas
William Saunders, John Saunders, William Bywater Fisher, and Charles
Crabb, as Concertina Makers, carrying on business at No. 4, Little
James'-street, Gray's-inn-road, in the county of Middlesex, under the
style or firm of Lachenal and Company, has this day been dissolved,
by mutual consent, as to the said Charles Crabb, who retires from the
said partnership business, and which business will hereafter be carried
on by us, the said Richard Ballinger, Louis Charrière, Thomas William
Saunders, John Saunders, and William Bywater Fisher alone, at the
same place, under the same style or firm as heretofore of Lachenal and
Company, who will receive all debts due to and pay all debts owing by
the said firm of Lachenal and Company.—
As witness our hands this 12th day of January, 1883.
Richard Ballinger.
Charles Crabb.
L. Charrière.
J. Saunders.
Thus the document (1) shows that Charles Crabb (brother of 'Harry' Crabb's
grandfather, John) left the partnership, which explains the founding of his own
company in the mid-1880s; (2) establishes a connection between William Bywater
Fisher—who appears in the 1881 census as a Concertina Maker—and Lachenal
and Co.; and (3) confirms still-unpublished research about the relationships
between both Richard Ballinger and the Saunders family and later Lachenal
ownership. In the end, only Louis Charrière remains a mystery.
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NOTES
1. See especially Stephen Chambers, ‘Louis Lachenal: “Engineer and Concertina
Manufacturer”’,
, 1 (1999), 7-18; ‘Some Notes on
Lachenal Concertina Production and Serial Numbers’,
, 1 (2004), 23; both articles online at
www.concertina.com/Chambers/index.
2. Cited after Neil Wayne, ‘Tommy Williams, Pt. 2’, Free Reed: The Concertina
Newsletter, 3 (May 1972), 7; online at www.concertina.com/wayne/WayneTommy-Williams-Interview-parts-1-2-3.pdf.
3. Available online at www.london-gazette.co.uk. Crown copyright material is
reproduced with the permission of the Controller of HMSO and the Queen’s
Printer for Scotland.
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Reviewed by James R. Cowdery
The first concertinas to arrive in County Clare, Ireland, were inexpensive
German instruments, a far cry from the elegant parlor instrument invented by
Sir Charles Wheatstone in 1829 and popularized among the social elite of Victorian
England. They were disseminated by traveling peddlers and local and more distant
shops—and probably by maritime traffic, given Clare’s position at the mouth of
the Shannon estuary, the last port of call for tall ships about to cross the Atlantic.
By the end of the nineteenth century the concertina had all but replaced the
uilleann pipes in popularity there, and Clare had already developed a reputation
as a treasure-trove of concertina music and the home of some of the instrument’s
finest players. After its completion in 1892 the West Clare Railway carried
concertinas into formerly inaccessible rural areas, and before World War II the
instrument became particularly popular among women musicians, earning it the
nickname bean-cháirdin (female accordion).
Born in Fiach Roe in western County Clare, Paddy Murphy (1913–1992) first
learned to play from two uncles, and his early repertoire was essentially local
and self-contained. The advent of 78-rpm recordings from the U.S. brought fresh
tunes, which he and his neighbors eagerly learned; his repertoire was further
expanded by traveling performers, including the local postman. In 1940 Murphy
and several of his friends moved to Cork and formed the Fiach Roe Céilí Band,
whose reputation grew from purely local to national, and Murphy himself attained
prominence when he became the first concertina player to win an all-Ireland title
at the Fleadh Cheoil na hÉireann in 1954—an honor that resulted in his first
recordings and their broadcast nationwide on Radio Éireann.
Throughout the rest of his life Murphy was a popular figure both in public
venues—concerts, workshops, and folk festivals—and in local places, where he
became a talisman who brought the past into the present as a dynamic force,
inspiring dancers and fellow musicians alike. Still, he was an innovator who
adapted the achievements of his contemporaries while developing a unique
personal style. With his own Wheatstone Anglo instrument—bought in Cork in
1940 for £10—he perfected the three-row ornamental style that has now become
a benchmark for Irish concertina playing. Experimenting with alternative scales
and ornaments derived from fiddle, flute, and uilleann pipe playing, and
combining complex phrasing with a gentle, understated rhythm, he achieved a
style that was at once subtle and exciting, nuanced and energizing.
The tunes and interview excerpts presented on this CD were recorded between
1958 and the late 1980s. None of them are studio products. They were recorded
on nonprofessional machines in kitchens, living rooms, rural pubs, and other
informal settings, with natural ambient noise and the sounds of social life. Murphy
was an intensely shy man, and he played his best when he was not confronted
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with the cold world of microphones and recording technicians. The result is a
documentary tribute that gives a welcome sense of a masterful performer in his
cultural context, conveying by implication something of what the music meant
to him, in addition to what it might mean to us. On some of the tracks he plays
with old friends, further broadening our understanding of the ways in which his
concertina playing was socially constructed, a shy man’s means of connecting
with others on a level of deep feeling.
The accompanying 26-page booklet features a well-written biography and
appreciation of Murphy by Gearóid Ó hAllmhuráin, the Smurfit Stone Professor
of Irish Studies and Professor of Music at the Center for International Studies at
the University of Missouri-St. Louis. Uncredited notes on the individual tracks
generally give some pedigree for each tune (e.g., “Originally collected as The
Connaught Reel in the nineteenth century. . .”), as well as any extant information
on how Murphy learned it, details of the recording context, and notes on any
other musicians playing along. Numerous photographs of the other musicians
involved add to the congenial feeling that these recordings are snapshots of
communities. A posed picture of the Fiach Roe Céilí Band in the 1940s is
wonderfully evocative, contrasting the dashing, outgoing young men in the front
line with the tender-faced fellow in the back—Paddy Murphy, his concertina
invisible behind the drummer’s back, looking for all the world as if he would like
to be invisible himself!
A Web page posted by Celtic Crossings, www.paddymurphy.eu/, provides links
to YouTube videos of performances by several of Murphy’s friends at a tribute
that coincided with the CD’s release, along with a recording of Dr. Ó hAllmhuráin’s
introductory talk for the event. The concertina was indeed ‘in good hands’ when
those hands were Murphy’s, and these videos make it clear that he left a lively
legacy.

CHRIS ALGAR
BARLEYCORN CONCERTINAS
AND OTHER FOLK INSTRUMENTS
57 LITTLE CHELL LANE,TUNSTALL
SYOKE ON TRENT ST6 6LZ
Tel/Fax +44 (0) 1782 851449
E-mail : barleycorn@concertina.co.uk
Web site: www.concertina.co.uk

CALLERS BY APPOINTMENT
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Reviewed by Jody Kruskal

The music of American poet, composer, singer, and performer Steven Arntson
defies the common categories of concertina troubadours. Yes, like a number of
others, he sings and plays the Anglo concertina, but his original songs and
instrumentals are more original than most. Steven plays a 30-button Anglo and
fully employs its harmonic capacity. He favors modal tints that can sound dark
and emotional, yet he has a light touch, and the combination of the two adds up
to a presentation that is surprisingly fun and entertaining but equally puzzling
and mysterious.
It is easier to say what Steven Arntson is not, than to say what he is. He is
not a folk musician, not a pop musician. His music does not sound classical, yet
for want of a better term we might call it art music in that it seems to reside
most comfortably in the classical tradition of art song. His album, The Devil's
Dreamworld, has been downloaded off the web more than 10,000 times, and he
offers full scores for his pieces in standard staff notation (see below), all for free.
At that price, you get what you pay for, and this is not a professionally
produced effort. Few if any of these tracks were recorded in a studio environment.
They were played live in a variety of spaces with varying acoustics and little to
no editing. Still, Arntson’s audio- vérité approach is charming, and you get the
message that this is a real guy playing real music without any tricks. Steven
performs this material in concerts around Seattle, Washington, where he lives
and works as a college professor teaching music and literature.
So what is this music? Really you must hear it for yourself to decide. The
music is not for everyone perhaps, but it is performed with skill and a strong
sense of personal style and compelling conviction. Some of the tracks on Steven’s
album were recorded live in concert, and it is fun to hear his audience being so
extremely appreciative and amused by the music and his presentation.
Steven realizes a personal and idiosyncratic vision of the Anglo concertina as
a solo instrument, playing alone and also accompanying sung poetry. He creates
a dialogue between concertina and voice that kept me wondering what was going
to happen next, but don't expect to join in on the chorus or hear much of a
reference to dance music or folk traditions. The words don’t rhyme or relate a
cohesive story or follow common song structure; they are poetry, and when
Steven sings them they still sound like poetry, not like song lyrics. It's just pure
Steven R. Arntson, obscure and cryptic, while, at the same time, friendly and
fun with his own quirky sense of humor.
While mostly making his own way with concertina, poetry, and singing, Steven
does refer briefly to a few cultural and compositional traditions: I detect a bit
of Kurt Weill here and a pinch of Quebecois there, and then a hint of German
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Lieder. Did I really hear that? I think I catch a whiff of Bernstein and then a bit
of Italian tarantella, cabaret, Keith Jarrett, Charles Ives, Samuel Barber, a big
helping of circus ring and a strong taste of indignation, wonder, and sly wit.
Steven uses a flexible sense of time and tempo as an expressive element in
the restless world he creates. His music has wide ranging tempi and dynamics
and textures that run swiftly from simple to complex and back again. All of these
elements are used to great dramatic effect. His arrangements freely employ
dissonance and harmonic tension. Independent bass lines and the use of
countermelody and contrapuntal elements add depth to his ever-changing
textures. And that Steven is doing all of this on a 30-button Anglo concertina is
actually quite amazing and unique.
Steven's album is titled
, but don't go looking for a
CD in your local music shop—you won't find it. You have to listen to it on the
web, where you will also find free downloads if you want to burn your own CD
or listen to it on your ipod.
The web address appears at the head of the review. Steven’s performance
schedule and announcements can be found at:
http://stevenarntson.
blogspot.com/search/label/news. Sheet music and audio files are available
at:www.archive.org/search.php?query=creator%3A%22Steven%20R.%20Arnts
on%22.
Here is what Mr. Arntson says about himself and his music (as quoted from
his various sites):
Steven R. Arntson was born in Bellevue, Washington, a suburb of
Seattle, in 1973. He studied music composition, voice, and piano at
Fairhaven College, part of Western Washington University. After
college, frustrated with the lack of availability and portability of the
piano, he purchased a cheap concertina, and found an affinity for the
instrument. The 30-button Anglo concertina played on these
recordings was built by Bob Tedrow in Alabama in 2005. All tracks
were recorded live at various venues in Seattle between 2006 and
2008.

The titles of his songs are:
Don't You Want to Go to Heaven, Uncle Sam?’
‘A Muddy Heart’
‘The Devil's Dreamworld’
‘A Medley of Old Tunes’
‘The Enthusians’
‘Beecher's Bibles’
‘Goodbye, Boys and Girls’

‘My Favorite Constellation’
‘The Commons’
‘Life on the Odyssean Wave’
‘Let us Build There’
‘25-Yard Dash’
‘The Song that Contains King
Ludd’s Theme’

I got in touch with Steven to find out what’s next for him and his music. He
told me that he has been working with a band that hopes to record soon, and
that he recently completed a four-movement suite for voice and Anglo concertina.
The first movement is a sonata and he wonders. . . .could this be the first sonata
ever written specifically for the Anglo? Probably so!

The Center for the Study of Free-Reed
Instruments,
The Graduate Center of the City University of New
York

Housed at The Graduate Center of The City University of New York, the Center for
the Study of Free-Reed Instruments (Allan Atlas, Director) fosters research and
discussion about all aspects of all free-reed instruments. To that end, the Center
sponsors a concert/colloquium each Spring semester, maintains a library/archive of
materials pertaining to free-reed instruments (the jewels of which are a large collection
of Victorian music for the English concertina and the Deiro Archive, which preserves
the documentary and recorded legacy of the legendary accordionists Guido and Pietro
Deiro), has published four volumes of The Free-Reed Journal (1999-2002), and now
co-publishes with the ICA Papers of the International Concertina Association. Among
past events: 'Tango-Bandoneón-Piazzolla' (2000), 'The Accordion as an Icon of
Italian-American Culture' (2001), 'The Incredible Concertina: A Concert in Honor of
Sir Charles Wheatstone--A Bicentennial Celebration' (2002), 'Free Reeds of Asia'
(2003), and 'Viva Regondi' (2006).
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Pauline de Snoo, English concertina; Chris van Kuilen, piano;
Katrien Verheijden, vocals. Concertina Academy, Con-Acc 1112.
Reviewed by Allan Atlas
In 1999, I published an article called ‘The “Respectable” Concertina’ in the
1
journal
It was a modest piece, intended mainly to give
non-concertina-playing musicologists an idea of what was going on in various
corners of ‘concertinadom’. And among the pieces of information that I forced
upon my readers was a list of ‘Compositions for English Concertina, 1982-1998’
(or at least all the pieces that I knew about). In all, I was able to cite ten works
(six with music examples) by seven composers (Table 1):

Date

Composer

1982
1983

Michael
Introduction and Allegro
Christie
Michael Regan Fantasia

1985

Oliver Hunt*

Song of the Sea
(publ. Ravelo Cornish Music)

1987

Keith Amos

Compositiae*
(publ. CMA Publications)
Sonata [No. 1]

treble and piano

“

Title

Medium
solo treble
solo treble
treble and piano

treble and piano

1994

Edward
McGuire

Prelude 11
(the title refers to a series of Preludes for
different instruments, No. 11 being for
concertina; McGuire also used the
concertina in two other works: Riverside,
for orchestra and traditional instruments
(1991), and the opera Cuttercoats Tommy
[1993])

solo treble

1996

Rien Snoeren

Intermezzo

treble and piano

Tempesta

solo treble

Due scherzare [sic]

solo treble

Pinsk and Blue (publ. Concertina
Connection, No. 90301 (1999); also
arranged, by the composer, for pianoaccordion and piano)

treble and piano

“
1997
1998

“
Alla Borzova
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As so often happens, the list was already out of date shortly after it appeared;
and happily (yes, happily!), it has become more obsolete with each passing year.
Table 2, organized alphabetically by composer, tries to bring the list of recent
music for the English concertina up-to-date, though I certainly do not claim to
have caught everything.

Composer
Keith Amos
(see Table 1
for his first
sonata for
the
instrument)
Alistair
Anderson

Title (date)
Sonata No. 2,‘Ave tritici calcule’(2001)

On Cheviot Hills
(recorded by Alistair Anderson and the
Lindsays Quartet, White Meadow Records,
WMR 2002 CD [1998]; the piece is
discussed in my article ‘Concertinas 19981999: A (Brief) Review-Essay’, The FreeReed Journal, 2 [2000], 49-53)
Paul Chatrou Romance (2002)
Stuart Estell Processional (2004)
Lullaby (2004)
Stephen
Two Jazz Duets (1999)
(publ.
Jackman
Concertina Connection, No. 90308)
Sonatina (1999)
(publ. Concertina Connection, No. 90305)
Jazz Menagerie (?)
(publ. Concertina Connection, No. 90302)
Annette
Giulio Variations:
Kruisbrink
in Memory of Giulio Regondi (2002)
Hazel Leach Webworks* (2001)
(the score of the first movement,
‘Preferences’, bars 1-23, appears online at
www.xs4all.nl/
~hleach/comp/Conc/websorks.p1.pdf)
Circles(2004)
(arrangements of three of eight pieces
originally for children’s choir, Cirkels in de
Tijd)
Self-Portrait* (2004)
(bars 60 to the end of the piece (bar 97)
appear online atwww.xs4all.nl/~hleach/
comp/conc/SPconctrio.pp7-10.pdf)
Sting in the Tail* (2004)
(B14originally
for ‘big band’, see below—bars 1-61 appear
online
atwww.xs4all.nl/~hleach/comp/conc/
Sting.conctrio.pp1-4.pdf)

Medium
treble and piano

treble and string quartet

treble and piano
treble and piano
treble and piano
2 trebles
treble and piano
treble and piano
solo treble
treble and piano

Solo treble

treble, voice, and piano

treble, voice, and piano
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continued
Composer

Title (date)

Medium

Philip
Richardson

Varied Mood (2005)

treble and piano

Pauline de
Snoo

Mirrors and Opposites (2007)

treble and clarinet

Paul R. van
der Reijden

Thema con Variazione (2000)
(publ. Concertina Connection, No. 90307)

treble and violin

Chris van de Memories of a Rumba (2007)
Kuilen

treble and piano

Tango (2007)

treble and piano

Chris van de Concertina Scape* (2003)
Kuilen &
Pauline de
Snoo
Richard
Duos for Concertinas (2001)
Williams

treble and piano

treble and baritone

The Wheatstone Suite (2001) (also
arranged, by the composer, for treble and
piano; commissioned by the International
Concertina Association to mark the
bicentenary of Sir Charles Wheatstone
[1802-1875])
Reeds and Strings (2002)

3 trebles and baritone or
bass

Summer Song* (2002)
(originally for flute [?] from which the
concertina part was adapted)
Toccata (2002)
solo

treble and harp or piano

Nocturne* (2002)

treble or baritone and
piano

Baroque to Romantic:Four Concertina
Duos (?)

treble and baritone

treble, clarinet, violin,
cello

solo

It is an impressive list, and now eight of the thirty-six works listed in Tables
1 and 2 come to life on Pauline de Snoo’s
, 1985-2004, which seems to be the first recording
devoted entirely to contemporary ‘classical’ music for the English concertina.
Thus before saying a word about either the music or the performance: three
cheers for Pauline—well known to many of us as the creator of the online
Concertina Academy and the current editor of
—for having the courage to stake out
the repertory (bear in mind that technical difficulties are rampant), add to it both
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through commissions and through her own compositions, and make some of it
available to the concertina world at large.
Of the eight works, my favorites are three that were new to me, those by the
talented British-born composer-arranger Hazel Leach, who has resided in The
Netherlands since 1979.2 Of these, the two pieces for voice, concertina, and
piano—
and
(both composed in 2004)—deserve
special attention. Originally written for big band and recorded by The United
Women’s Orchestra, which Leach has co-directed and for which she has written
since its inception in 1992, the songs are sultry and brooding, qualities that come
through thanks to pianist Chris van de Kuilen and the very stylish singing of
Katrien Verheijden. And it is in these songs that Pauline de Snoo offers what I
think is her best playing, as she overcomes a certain “timidity’ and plays with a
sense of passion that is sometimes lacking elsewhere on the recording.
Another piece that I like is Oliver Hunt’s wistful
, which draws
prominently on the final portion of the traditional shanty ‘Windy Old Weather’
(also known as ‘Fish of the Sea’). Hunt (1934-2000) quotes the tune four times
during the course of the piece, each time coming closer to the bare bones of the
original. Example 1 superimposes the shanty above Hunt’s final quotation.
As much as any other composer represented on the CD, Hunt, who wrote
for Douglas Rogers and, therefore, likely got some solid tips
about writing for the instrument, has a good feel for what the English concertina
can and cannot do, where it sings lyrically and where it doesn’t, where one can
fly across the notes with clean articulations and where one wobbles somewhat
clumsily.
is a wonderful piece.
Finally, a word about Pauline de Snoo’s performance: it is always precise and
on the mark, and her technique never fails her as she negotiates the many difficult
passages. That said, though, I would repeat my statement about the occasional
‘timidity’ of the playing. One wishes that she would sometimes dig in, take some
chances, and just ‘wail away’.
But now I am carping, and neither Pauline nor the recording deserves that.
For in the end, Pauline has made a bit of concertina history, and I, for one, would
hope that she and the Concertina Academy will treat us to further recordings and
explorations of the repertory, perhaps with the spotlight turned on those pieces
for concertina ensemble or for concertina in combination with woodwinds and
strings (and this time with informative notes about the composers and their
music). Both music and instrument deserve the attention.

1.
2.

Vol. 80/No. 2 (May 1999), 241-53.
Unfortunately, the CD does not include notes about the composers, the music,
or the performances; for information about Leach’s career and works, then, see
her website, www.xs4all.nl~hleach/comp/home.htm.
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Ex. 1. (a) a portion of the traditional shanty ‘Windy Old Weather’; (b) Oliver Hunt’s setting in
Song of the Sea, meas. 152-60.
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From Göran Rahm:
The brief note by Chris Algar and Randall Merris about William and Marjorie
Hurlstone (in the ‘Picture Gallery’, PICA, 5, pp. 53-57) presented photos of
instruments with some unusual details. Since the authors were struck by the
‘strange’ sets of handstraps and thumbstraps, it might be of some interest to
report that, from an ergonomist’s point of view, these arrangements are not
strange at all (which is not the same as saying that they are unusual).
Looking back, we find that the arrangement of concertina ‘handles’ has
followed two principle lines: (1) the German/Anglo-German/Duet system, with
a strap over the middle of the hand and the thumb left free; and (2) the English
system, with a thumb strap combined with a rest for the 4th finger (pinky).
Despite being somewhat primitive, type 1 works fairly well with the Anglo and
small Duets, while it works less well with larger instruments. As for type 2:
though it seems to work acceptably well with small instruments, the idea of using
the little finger to support the instrument was already controversial in the
Victorian period.
As a matter of fact, anatomical considerations speak strongly for having the
little finger in the air along with the other fingers. Perhaps William Wheatstone
recognized this in his patent application of 1861 (No. 2289, pp. 10-11), where
he introduced the following modifications: he moves both keyboard and thumb
strap further away from the player, dispenses with the finger plate for the pinky,
and, as he writes: provides ‘a suitably shaped rest for the wrist or the ball of
the palm of the hand’.
To return to the Anglo and large Duets: instruments with a thumb strap and
rest for the wrist or ball of the hand offer a greater degree of stabilization while
preserving some mobility for the rest of the hand and all the fingers. This is a
perfectly natural measure towards improving control over the instrument. Over
the years, I have met quite a few players who have made similar adjustments,
and I have described my own modifications in a series of contributions both to
the
Nos. 410 (April 1998), 416 (September 1999), 420 (January
2001), and to the forum at www.cnet.com (October 2000). And since a picture
is worth a thousand or more words, Figure 1 illustrates my solution.
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Fig. 1. A Duet concertina, with thumbstrap, wriststrap, and
domed rest for the ball of the palm of the hand.
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(aatlas@gc.cuny.edu) is on the musicology faculty at The Graduate
Center of The City University of New York; his current research focuses on the
music of Ralph Vaughan Williams.
(jcowdery@gc.cuny.edu) is an Adjunct Assistant Professor of
Music at The Graduate Center of The City University of New York and Editorial
Director at RILM Abstracts of Music Literature. He is a composer, author of
The Melodic Tradition of Ireland, co-author of the textbook Exploring the World
of Music, and a past editor of the journal Ethnomusicology.
(rebecca@buttonbox.com) was rescued from the
climate-controlled atmosphere of an Amherst testing service by an offer to
come to work for The Button Box in 1996. She has lasted at The Button Box
four times longer than at any of her previous jobs, in large part because
they’re so good at changing her job description when she gets bored. She still
does not play the concertina.
(jody@kruskal.net), from Brooklyn, NY, is known for his distinctly
American style of harmonic and rhythmic Anglo concertina playing. He has
been energizing US dancers for years with the contra dance bands Grand
Picnic, Squeezology, and Hog Wild. He plays for morris and sword dance
teams, most recently for the women of New York’s Half Moon Sword, and also
focuses on traditional American songs and tunes with an ‘old-time’ flavor. Jody
has recently been a solo performer and workshop leader at English festivals at
Sidmouth, Warwick, and Ulverston, among others, while also appearing in the
USA at the US Palestine Old Time Music and Dulcimer Festival, The Incredible
Concertina series at The City University of New York Graduate Center, and the
Button Box Northeast Concertina Workshops in 2005 and 2009. In 2008, the
ICA published a collection of Jody’s original tunes in its Supplement to
Concertina World. For more about Jody, see www.jodykruskal.com.
is an economics consultant and an amateur concertinist.
Recently retired from the International Monetary Fund, he has been an
economist at the Federal Reserve Bank of Chicago, an economics and finance
professor at the Kellogg Graduate School of Management, Northwestern
University, and a consultant to Asian governments on economic policy and
financial reform. His concertina-related articles include ‘Instruction Manuals for
the English, Anglo, and Duet Concertina: An Annotated Bibliography’, The Free
Reed Journal, 4 (2002), available online at www.concertinas.com/merris/
bibliography; ‘Dutch Daly: Comedy and Concertinas on the Variety Stage’,
PICA, 4 (2007); co-authored articles include ‘Marie Lachenal: Concertinist’
(with Faye Debenham), PICA, 2 (2005); and ‘Tommy Elliott and the Musical
Elliotts’ (with Viona ‘Elliott’ Lane and Chris Algar) PICA, 5 (2008). The PICA
articles are online at www.concertina.org.
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(goranrahm@telia.com) lives in Uppsala (Sweden), and plays an
active role in the Swedish Concertina Society, of which he was one of the
founders in 1981. A retired physician with a specialist degree in ergonomics,
he has written on concertina history, playing technique, and instrument
construction, chiefly from an ergonomic point of view.
(efwilkins@hotmail.com) is currently completing a Ph.D. in
Ethnology and Folklore at the Elphinstone Institute, University of Aberdeen,
Scotland, where her mentor is Dr. Ian Russel. She is working on sacred
singing traditions in the fishing communities of northern and northeastern
Scotland, the aim of the study being to record and analyse current practices,
placing them historically and contemporaneously within the faith communities
and understanding them in their social and cultural contexts. She had
previously completed a degree in music at the School of Oriental and African
Studies (SOAS) in London. She also teaches Scottish traditional music to
mixed instrumental groups and plays English concertina in various groups in
Aberdeen.
(wes@lvcott.fsnet.co.uk) became interested in concertinas while
studying at Kingston University in the early 1970s. He has published various
articles on the concertina, and is currently ICA Document Archivist. When not
doing research on concertinas, he works on underwater acoustics.
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The International
Concertina
Association (ICA)
Established over 50 years
to promote and preserve:

The playing of the concertina
The music of the concertina
The history of the concertina
For a nominal fee join hundreds of our members to enjoy
access to one of the largest libraries of concertina music in
the world, an ever growing archive of concertina documents,
and free copies of Concertina World & its Music Supplement
.....
and of course PICA (Papers of the ICA)!

Don’t squeeze alone squeeze together!
For membership details contact
Suzanne Higgins:
50a Caledon Road, East Ham,
London,E6 2HB
Email : treasurer@concertina.org
Internet: http://www.concertina.org

