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Editorial

Once again I have collected a great variety of articles with
contributions from  Johan Adey, Samantha Boorer, Les
Branchett, Peter Dyson, Dave Elliott, Warren Fahey,  Anne
Gregson, Jon McNamara, Göran Rahm, Rainer Schwarz,

Mike Stevens, Chris Timson and Dan Worrall.  Thank you to all.

From Jon and Suzanne I understand that you all did a great job filling in
the forms which we needed to update the membership administration. So
thank you very much on behalf of the committee.

Again Maureen did proof read all the articles in Word format before I
paste them into my software. So we try to minimize mistakes. But the
editorial is  added last so......

I hope you will be pleased to read about the existence of more
professional modern classical composers and musicians, who seem to
have been hiding for years but gradually come forward.  I am very happy
with this development, thanks to the internet, because this is important.
Especially for the English Concertina it means a continuation of the
traditon from the Victorian Age.

Please keep maling with questions for the technical corner and any other
questions for that matter. Anything of interest that I may look into for
publication is most welcome.

Thank you and enjoy reading.

Pauline de Snoo

Please send again all sorts of contributions and let me know what
would interest you and I will do research or publish it.

Deadline next issue 30 October 2009.
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The Chairman's View
Jon McNamara

Just down the road from where I
live (through a few villages and
over a handful of hills) lies the
beautiful village of Thaxted (do
visit  it  if you’re in the area).  On
the first weekend after the
second May bank holiday (so the
formula goes) the Morris Ring
meeting comes to the town and, resonant with the sound of Morris bells
the place seethes with music and dancing.  This year was a really
spectacular event being the 75th anniversary of the Morris Ring and
involved over 400 dancers including some very special sides.

The dancers that really “made my day” were the Britannia Coconut
Dancers from Bacup – I have to admit that I watched them open
mouthed with fascination – their costumes were “extreme” and their
dances quite unique consisting of garland dances and “nut” dances (some
of which you can see on videos on Youtube).  According to their web site
they often dance to a “Silver Band” – at Thaxted they had a concertina
band!  Small maybe, but beautifully formed.  They told me they were
normally six players but that one (in his eighties) hadn’t made it!  They
very gracefully lined up and allowed me to  take their picture – so here:

the Britannia Coconut Dancers from Bacup Concertina Band:
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For the record I think it was four Wheatstones
(including the Baritone) and one Lachenal – but
whatever – they sounded great (better than the
Melodeons – but not as loud!).  My second spot
for the day was a dancer with the Headington
Quarry side – the second time I’ve “spotted” him
at Thaxted – none other than the Lord and
Master of Witney “Hands on Music” Weekends –
Dave Townsend!

I find it heartwarming that one of the world's
leading concertina players – dances, not plays,
for one of the historically “most important” Morris
sides in existence!  The Headington Quarry Morris
Dancers are acknowledged to be the world's
premier "side" due to a signal historic event 110
years ago.  On Boxing Day 1899 the dancers, led by their musician
William Kimber, were seen performing at Sandfield Cottage in Headington
by the folk musicologist Cecil Sharp – who hitherto had been unaware of
the survival of this native form of dancing.  This meeting proved to be the
springboard of the whole modern folk revival.  And do note – as I did
when visiting Cecil Sharp House last year – that the musical instrument
that played the opening notes of the revival was – a concertina!

As coincidence would have it the programme of “Hands on Music”
weekend events arrived on Friday so I can pass on the details.
CONCERTINAS AT WITNEY is the weekend of September 26th and 27th.
The weekend fee for each course is £85 which includes teaching sessions,
copies of music and information, admission to the Saturday night concert
and (not mentioned on the leaflet) free coffee and tea! For more details
go to the web site
http://www.whitecottagewebsites.co.uk/homweekends/concertinas.htm.

One small but important detail – the Hands on Music weekends really are
NOT for the absolute beginner – to survive you’ll need a good working
knowledge of the instrument – where the notes are etc.  With a fair idea
of how to play it ... Plus an understanding of musical notation.  That
aside – the weekends can be and are a wonderful way of improving your
understanding and performance of music ...  And the Saturday Concerts
are worth a good piece of your fee!  Over the past few years the ICA
have sponsored and helped to run a “dotty session” on the Friday
evening for the early arrivals – what will happen this year I don’t know –
but I will be making contact with David soon to see how we can
contribute to the weekend.
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So mark down the weekend of September 26/27th (and 25th!) in your
diary and come along for some musical excellence – and a chance to
meet and enjoy the company of your fellow ICA members.<>

From Treasurer and Chairman
Suzanne Higgins and Jon McNamara

The price increase at the AGM has left the Association with a membership
of 400+.  Some have elected to become life members. 9 members asked
to be removed from the membership list.  Of the remainder,  nearly 90%
have responded positively to the increase, though there are still some
who will have to regularise their standing orders or pay the balance of
their annual membership (from £15 to £20). Some members may yet be
asked to contribute to our funds by paying their membership before they
receive any further publications and there may be members who will not
be getting a copy of this publication.

The Association is owned by all of the members who regularly pay their
subscriptions while the small number who don't pay are taking from us all
and from the ability of the Association to support and promote the
concertina.
So, our grateful thanks to all who have paid up - we wouldn't exist wit-
hout you. <>

Change of address for the West Midlands Group.

The venue and contact details are changed but the meeting times are the
same. We have also shortened the name!

West Midlands Concertina Group
Contact: Richard Burton (0121 706 0804)
email: richard.burton@iclway.co.uk

First Saturday in the month. 2 to 5pm. Upstairs in the Plough Inn, 154
Bridgnorth Road, Wollaston, Stourbridge. All welcome. Any
instrument/any standard.

Thanks, Richard Burton <>
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Ricardo Teruel,
composer and concertina player from
Venezuela.

From email correspondence with Pauline de
Snoo

I am a Venezuelan composer and curiously
enough I play the concertina (specifically the
tenor).  I trained and graduated as a classical
pianist but in the 80s decided to search for a
portable acoustic instrument that would be technically more available to a
pianist and decided to try my luck on the concertina.

Most of my time is dedicated to composing (symphony, chamber, solo,
choral, electronic music) and teaching (composition and electronic music)
but I love to play the concertina (also the piano, keyboards and self-
made instruments).  From 2000 to 2005 I wrote a collection of 15 pieces
for solo tenor concertina for myself that are quite challenging.  I would
like to share them with you (and your students and colleagues).
I have also composed a 1st Concertino for tenor concertina and strings
(1996) that I have played with great audience receptivity and a 2nd
Concertino for tenor concertina and compact orchestra (chamber
orchestra) (2003) that I have been studying and will perform in June
2009 in Venezuela.

I have also written 5 Pieces for concertina and guitar and some earlier
pieces for solo concertina.

My concertinas are in the range of the viola, from C, one octave below
middle C to F, three additional lines plus a space above the staff in treble
(G) clef.  Hence I use the viola clef in places.

In the pieces for solo concertina you could transpose everything a perfect
fifth higher and you could play them on your treble (soprano) concertinas.
The names for the different sized concertinas are a bit confusing.  At first
I thought my concertina would be called Alto as the viola (so my first
pieces state for Alto English concertina), but then I read that it is the
Tenor....  Of course if you transpose you would lose those luscious low
notes... but I still think the pieces would work out very nicely.

In the symphonic works, and with guitar it would be still necessary to
play the tenor concertina (or the tenor treble as you call it).

I write on two staves when the writing is more polyphonic.  It is much
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clearer to me (as a performer, but then I trained as a pianist).  The top
staff is for the right hand and the bottom for the left hand, except where
I have made a mistake (as a publisher).  I have corrected some of my
scores in pencil for my own use but don't know if I remembered to edit
the scores.  I think it is preferable to keep these pieces in two staves.
There are pieces for piano that are written in three or even four staves
(Villa-Lobos, Ligeti, Berio), and of course I am speaking about two hands.
The Concertinos are written mostly on one staff only, as are the pieces for
concertina and guitar.

I do not have official recordings of my concertina works, only some
symphony works and a work for flute and guitar that was originally for a
self-made kalimba or mbira and guitar.  I recorded Pieces 1-5 at home.  I
have also played 6 & 8 rom the solo pieces in concert a couple of years
ago and have been working on and off on Piece 7 that is one of the
hardest, but I like it a lot.  It is nearly ready to record and I should study
the rest of the pieces and record the whole Collection but.... so many
things...  so many things to do.... (smile).
By the way, I just finished my most recent work, that happens to be my
first video.  You can access it through my blogspot (sorry it´s in Spanish),
and from there you can go to vimeo.com (more quality and the video is
in one clip) or youtube.com (the video is in three parts) or go to those
websites and search for Ricardo Teruel.  The piece is called caída libre en
un tubo transparente (free fall in a transparent tube).  There is a brief
description in English in both vimeo and youtube.

I have a myspace: http://www.myspace.com/rteruel

2nd Concertino for concertina and compact orchestra:
http://ricardoteruel.blogspot.com/2009/03/concertino-n2-para-
concertina-inglesa.html

Here you can listen to the midi version of each movement online, read
the score and download score, parts and mp3s of the midi renderings.
I will be premiering the 2nd Concertino for concertina and compact
orchestra (2003) finally on June 18.

In Swaledale I performed No. 4 of the solo pieces and I am studying the
others as well as a piano/concertina piece and the concertina/guitar mu-
sic.  On Youtube you can see and hear me playing this No. 4.  Just look
for my name: Pauline de Snoo. Since also Ricardo is playing no. 1 on
Youtube. Just search for his name.
If you are interested in his music you can also contact me (PS) <>
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Kilve weekend, 20th to 22nd March 2009
John Adey

It was a ‘full house’ of participants and a set of top notch tutors that
gathered at Kilve Court on the North Somerset coast for this year’s West
Country Concertina Players’ annual get together for intermediate and
advanced players. We had Rob Harbron teaching English system, Andy
Turner for the Anglo players, Pam Bishop leading the Duetists and Claire
Wren directing the intermediate and advanced bands. In addition, Brian
Hayden gave further Duet classes and those ‘wizards of Heytesbury’, as
they have been described, Colin and Rosalie Dipper generously advised,
taught and provided A & E treatment for our instruments, as well as act-
ing as facilitators for anyone buying or selling instruments.

Although usually a band player, I’d decided this year to try to improve my
individual playing by attending Rob Harbron’s sessions. I’d heard good
reports of his tuition and was not disappointed. We started on Friday
evening with a session on note production, using a variety of exercises to
look at the ways we can vary the shape and volume of notes. This was
really back to basics and reconnected us with the fundamental mechanics
and technique of concertina playing, something that we all could do with
occasionally.

Saturday brought separate workshops on phrasing and musicality, chords
and harmony, playing by ear and a joint workshop with Andy Turner on
looking at tunes from old manuscripts. On Sunday there was more on
chords and harmony and another joint session with Andy and the anglos
on playing for dance. It was here, in a slightly end-of-term atmosphere,
that ‘gritty fiddlers’ was misheard as ‘grotty fiddlers’, and someone
referred to what sounded like the newly identified psychiatric condition of
‘borderline Morris’.
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I came away from the weekend thoroughly satisfied with my choice of
workshops and a real sense that, ‘this is what I came for’. Rob’s teaching
was clear and he dealt with his subject areas in depth and I recommend
him to you as a tutor.

Apart from the workshops there was the usual Kilve format of excellent
food, bar sessions, excellent food, a Saturday night tutors’ concert, and
yet more excellent food. Did I mention the food? N.B. You do not go to
Kilve to lose weight!

The tutors’ concert on Saturday night was a real delight. We had Claire
Wren’s band, Junction 25, treating us to a selection of first class band
music, followed by Andy, Rob and Pam playing both individually and in
combination in an impromptu session. It was an evening of music to inspi-
re.

This was a great weekend, superbly organised by John and Mal Derricott.
As always, it’s the hours of preparation and planning that go into these
events that ensure things run smoothly. Thanks to all the other members
who helped out in various ways for making this a Kilve event to remem-
ber.

Below are some impressions from other workshops.

Anglo Concertina Workshops
Jackie Setter

Eleven people assembled in the bar (closed!) for Andy Turner's
workshops. Some were experienced anglo-players, others less so, and
Andy's friendly and unassuming attitude to this mixed group was much
appreciated. He had prepared 25 tunes for us, and we worked on more
than half of them, leaving us with new material for enjoyable practice at
home later.

Andy's relaxed approach to chording was encouraging, including his
comment that some tunes, or parts of tunes, might sound better without
chords. Another word of wisdom was about playing for dance. He said
that "lift" in a dance tune is as much due to the gaps between notes as
the speed at which they are played. Andy was joined by Rob Harbron for
interesting discussions about the history of some of the tunes we played,
and more useful ideas about playing for dance. Altogether two very good
days.
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Duet workshops
Bob Harvey

In the class were Julie Hewitt, Brian Ringrose, Elvina Trinder, Roger Jones,
Rosemary Gadd, Peter Woodger, Alex Friendship, Sid Sharman , Vernon
Barrett, Andrew Woodcock, Bob Harvey and Richard Lane.

The last time we had Pam as a tutor was 8 years ago and most of the
class had been in that class. Pam started off by teaching tunes by ear
with the idea that this would allow us to concentrate on getting the left
hand right. I for one was not sure of this but at least I got the tune right -
as long as Pam told us the notes. We ploughed on with this and by
Saturday had three new tunes more or less cracked.

On Sunday Pam suggested that we split into groups and each group
would pick one of the tunes to do in the showcase. This was a break with
tradition. Usually in the showcase we would split the piece so that the
melody was played by one part of the group and the bass by the other
part. With Pam's variation we all had to play left and right hand together.
One of the groups chose ‘The Canal in October’, which they had only tried
that morning; these courageous souls went for it. This plan gave us a
hard time in getting all this together but Pam grinned and said it would
be alright on the night.
And it was.

This was a good weekend with a lot of hard work, but it was worth it and
Pam was an absolute star.

Advanced band
Sally Barret

Claire Wren, a talented composer and musical arranger, conducted the
advanced band with clarity (and a baton), and also giving those extra
little helpful signals as and when needed. And, indeed there were times
'when needed'.

We worked on two pieces over the weekend, one composed and the other
transcribed and arranged by Claire. 'Moonlight on Cadgwith' brilliantly
describes a full moon and the moonlit sea suddenly being revealed from
behind a screen of trees, on a walk at Cadgwith. The other, Claire's arran-
gement of a Yiddish tune (sorry, I failed to note the name of it) transcri-
bed from a CD track played at her late husband's funeral. This was great
fun! These were in complete contrast to one another, and each held its
own challenges, which we (hopefully) met, having clear guidance on what
was required.
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By way of a reward for our diligence (!), on Sunday morning Claire
offered to share with us the piece by J S Bach, 'Liebster Jesu, wir sind
hier', which we had heard J25 play the previous evening. We found this
yet another contrasting piece, but also very enjoyable, calming and
heartwarming.

As a relatively small band of maybe fifteen players, we felt able to
interpret the music just as Claire wanted it, taking notice and trying to
create the sound she wanted to hear.

All in all, the workshops and resulting showcase were really rewarding
and a very enjoyable part of a brilliant weekend.

Intermediate Band

David Nind

The Intermediate Band of some 30 players was conducted by Claire Wren,
a gentle leader who can coax the best from her students and who makes
sure that each section of the band has the tune at some point in the
arrangement. This can be a bit scary when you sit near the front feeling
very exposed, but any nerves are soon soothed. We were shown the
importance of watching the conductor’s baton, and how listening to the
other parts is of such great value for timing, along with hints on fingering
technique and also what to do if you lose your place during a
performance.

First we tried one of her own compositions “Marg’s March” which was an
enjoyable exercise for keeping in time and watching out for the dynamics,
all players having their share of technically challenging parts. Next came
a complete change with Claire’s arrangement of “Never on a Sunday”,
which was enthusiastically tackled and enjoyed by all. Finally we tried
another of her arrangements “Early One Morning”, a lovely old English
Folk Song.

The pieces were honed during the weekend for the Sunday Showcase,
where we were proud to demonstrate them to the other students.

Altogether a most enjoyable experience. <>
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18th www.concertina.de Weekend 2009
Friday 20.03.2009 – Sunday 22.03.2009, auf der Proitzer Mühle

Rainer Schwarz (summary and translation by PS)

There were about 25 participants and tutors. Approximately seven were
anglo players and the rest were English concertina players with the
exception of Rainer who plays Hayden Duett.

There were workshops for the different levels but there was also playing
together for all. It was a very enjoyable weekend.

Tutors included Robert Pich (a real finger artist) and Juliette Daum who
played a Bass-Baritone concertina.  Also present was Jürgen Suttner who
builds and repairs concertinas. <>

Here are some photos.
Jürgen Süttner                             Proitzer Mühle

Nils Meyn teaching and Rainer Schwarz on the right.
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Repair Corner

Dave Elliott (see also CW 442)

Dave Lee let us know:

Following on from your useful tips about tuning rigs, I thought I'd let you
(both) know how I've progressed.

My first mistake was to make a jig to support the reed out of brass.  It
looked wonderful, and was fine on small reeds, but with large ones, it
proved impossible to position the reed by hand in a consistent way, and
without giving rise to other resonances which interfered with the proper
vibration of the reed.

Not having an old concertina to cut up, I fabricated a selection of reed
holders from thin plywood, with a chamois seal underneath.  By trial and
error, I was able to make jigs to cover the reeds of a 48 key treble.
Things found out during the exercise are that the size of the airway under
the reed can matter; the airway can be too big as well as too small; and
that a bit of 'fine-tuning' is needed to find the best weight to open the
bellows.  I originally based this on half the weight of a
typical treble, on the basis that most reeds can be sounded by holding
concertina vertical with one button pressed.  In practice this was too
heavy, and about 60% of this weight seems about right.

I've now satisfactorily fine-tuned two trebles - so many thanks for your
help, Dave.
Dave Lee

Reply Dave Elliott:

You have now completed my own tuning rig evolutionary journey, so well
done.

You will need to add other wooden adaptors to suite Lachenals, Jeffries
and Jones which all have different reed frame and vend width require-
ments.

Best wishes

Dave Elliott <>
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“Half (A)live” Adash & Naches
Peter Dyson

This CD features the 20-person vocal ensemble known as Adash, and Na-
ches, a klezmer band, consisting of English concertina, violin, double bass,
and clarinet with occasional percussion. The all-female choir Adash
emerged from a group of students who were taking a course in Hebrew
taught at Ostrava University by Dr. Tomáš Novotný, which used songs to
teach the Hebrew language.

Klezmer music is a tradition of secular (non-liturgical) Jewish music, with
roots that go a long way back. These days, the repertoire is largely dance
songs for weddings and other celebrations. Due to the lineage of this mu-
sic, the lyrics, terminology and song titles are typically in Yiddish.

For more information on these two ensembles, go to the web site:
www.adash.osu.cz
and click the Union Jack for text in English. Click the Discography tab to
see a track listing for this CD. Several tracks are available for download
as MP3s – try “Der Heyser Bulgar” (a circle dance in Spanish Phrygian
mode) or “Russicher Sher” (a set dance in 2/4) to sample a couple of
typical tracks.

It has to be said that there is very little English concertina playing on this
CD, and when the concertina appears, it is very much in a supporting role.
Most of the music on this CD is vocal, either a soloist in front of the band,
or the whole choir, but try the track “Carmans Bulgar” on the download
page for a sample of how the concertina is used – and as you listen re-
member that this track was recorded live. In fact, several of the band
tracks were recorded live in front of an audience, while the choir or choir
and band tracks seem to be studio recordings – in both cases the acous-
tic is very clean and consistent.

The CD has 22 tracks occupying 63 minutes, so the tracks are relatively
short. But there is plenty of interest here, unusual time signatures, tem-
po changes, key changes, and many of the tunes sound modal, some
shifting between major and minor as the tune progresses. <>

You can hear Tomas  (studied music and is professional arranger and
composer) play lots of accompaniment for songs and more in a band on
Youtube. Especially for those who are interested in accompaniment for
singing. Just search for Tomas Novotny. PS
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Anglo history musings
Dan Worrall

One advantage of keeping a website for my scribblings about concertina
history (www.angloconcertina.org) is the odd chance encounter via the
web with concertina enthusiasts and related folk around the world who
have more historical information to add to what I and others have
learned. Here are three such encounters from the past few months that
may be of interest. I do hope this is not too droll for Concertina World
readers!

One of the difficult areas assessing the history of the Anglo-German
concertina involves the early builders of the German concertina in Saxony.
This region was extensively bombed by the Allies in World War II, and
any old company histories of the old German builders that weren’t
obliterated by bombs were destroyed later by Soviet-era collectivism, as
old companies were forced to close and combine into state-run
enterprises. The result is that Germans today have a difficult time
deciphering large parts of their early free reed history. Stephen
Chambers, of Kilrush Ireland, is one of the true experts (and collectors)
of these old German free reed instruments, but any documents to
describe the craftsmen who built them are very rare indeed.

One day last winter I received an email ‘out of the blue’ from one
Federico Wünsch of Santiago Chile…hardly a hotbed of Anglo playing.
Federico had been searching the web, looking for information about his
ancestor, Johann David Wünsch. He had found his ancestor’s name in one
of my concertina history articles. What little I knew about his ancestor
was in what I had written; he was an early builder of German concertinas,
and had learned the trade from Carl Uhlig, the inventor of the German
concertina and its fingering system. Federico didn’t know much at all
about his ancestor…but he mentioned that he had an autobiography of
him, in a small book written in German using the old Gothic typeface.
Federico didn’t speak or read German; his ancestors had immigrated to
Chile some generations back. I told him the autobiography might be a
real treasure trove, and offered to help translate parts of it.

My German is of the high school variety….and high school was a long
time ago! After receiving a scanned copy from Federico, I contacted
Henrik Müller, a friend from the www.concertina.net Forum who had
helped me before to unravel some old writing in German. Henrik gets just
as curious as I do about concertina history.
What we found in the autobiography was maddeningly short on concertina

technical details, but full of 19th century personal drama. Johann David
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Wünsch (1814-1895) was born in Hartmannsdorf, approximately 10
kilometers north-west of Chemnitz. As you likely already know, or
perhaps read in the last issue of CW, Carl Uhlig invented what was to
later be called the ‘German concertina’ in Chemnitz in 1834. Like Uhlig,
young Wünsch’s first trade was the manufacture of stockings. The
mechanical processes used to make socks proved to be a good
background for the mechanical processes to be developed later for
building concertinas, it would seem. An avid musician from childhood,
Wünsch became an apprentice in the village orchestra in nearby Penig in
1831, and by 1838 became a trombonist in the Chemnitz orchestra. He
met Carl Uhlig’s daughter, marrying her in 1839. Sometime before that
wedding, he had begun to work for Uhlig in Uhlig’s musical instrument
shop. The newly married couple soon moved in with the Uhligs. In
Wünsch’s words, "When in our new accommodation, I still worked for the
business of my father-in-law Uhlig, with bellows, woodwork,  and so on.
With whom I also invented the concertina and published suitable tutors."
Given this statement, it is possible that he was working for Uhlig as early
as 1834, when the later-termed concertina was invented…but there is no
known independent confirmation that he assisted in the concertina’s
invention.

What followed was worthy of an episode of East Enders. Wünsch had a
troubled relationship with the Uhligs, especially with his “difficult”
mother-in-law. Within six months, he and his wife moved out of the
Uhlig’s house, but he continued to work in Uhlig’s shop in what Wünsch
termed a “somewhat depressing position.” In 1844, he traveled to Berlin,
and there he met some musicians who offered him a job in the Berlin
orchestra. In February 1847 he and his wife left Chemnitz for Berlin so
that he could take that position. The elder Uhligs, disappointed but
undeterred, visited Berlin in late spring of that year to convince the
young couple to return to Chemnitz --and to get Wünsch to resume his
job there. Carl Uhlig observed that young Johann’s new job with the
orchestra was no “life position,” and pleaded with him to return. Even
though Wünsch enjoyed his new position in Berlin, he was willing to give
Chemnitz, Uhlig's concertina shop, and his mother-in-law another chance.
He sent his wife back to Chemnitz, and after several weeks of touring
with the orchestra--to which he was contractually bound--he returned to
Chemnitz, to his wife and his new-born son…and his mother-in-law. He
immediately took up the work with Carl Uhlig, but disagreements again
put an end to the relationship. After nine frustrating months, in about
1848, he followed the advice of two friends and moved to Leipzig. There
he made a fresh start, and put his training with Carl Uhlig to good use. In
his words, "Since I had sufficient knowledge of concertina making, I here
set up a small workshop and started manufacturing on my own. I also
taught the playing of the concertina. My first pupils were a 72-year old
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shoemaker, a 52-year old lawyer and a young count." Concertina-building
seems always to have been just a money-earning proposition for Wünsch,
however. In Leipzig he became a self-educated contra-bassist for both
the Leipzig Theatre and the Gewandhaus orchestra, where he was
associated with Mendelssohn, Schumann, and other great conductors. His
wife died in 1860, apparently ending all connection with the Uhligs. When
he died in 1895, he was remembered principally for his work as a
prominent musician.

So--a bit more understanding of the early days of the German concertina,
from a chance connection over the internet; many thanks, Federico and
Henrik! A postscript on Wünsch and Uhlig: another of Uhlig’s daughters
married Friedrich Anton Lange, a master craftsman who also worked for
Uhlig in what became a happier relationship. When Uhlig retired in 1863,
he turned over his enterprise to Lange, who produced high quality concer-
tinas, especially of the Chemnitzer variety, for many years. Three other
Uhlig employees became important early concertina builders: Johann
Gottleib Höselbarth (another stocking-maker before he apprenticed with
Uhlig; he became an independent builder by about 1840), Christian Frie-
drich Pirner (by 1850), and Christian Friedrich Reichel (by the early
1850s). More information on these early builders, and Wünsch, will be
included in my upcoming book on the history of the Anglo-German
concertina.

A second bit of serendipitous learning resulted from two separate email
inquiries about William Mullaly, a County Westmeath Ireland native who
made the first recordings of Irish concertina playing, and perhaps was the
first anywhere to record the Anglo-German concertina, in 1926 and 1927
(close seconds were recordings of an Anglo by Hans Bodenstein with the
South African group  Die Vyf Vastrappers (The Five Vastrappers) in 1928,
and various native Madagascar musicians who recorded with the German
concertina in 1929; England’s William Kimber was not recorded until the
1930s). The first inquiry came from Irish melodeon player Jackie Small,
who was working on a set of note-by-note transcripts of all of Mullaly’s
recorded tunes; they are to be included in an upcoming CD re-release of
Mullaly’s tunes by the Irish Traditional Music Archives. Jackie, who has
done a superb job of transcribing the tunes, was a bit puzzled by
Mullaly’s fingering and ornamentation. As I had written a (mere) senten-
ce or two about Mullaly in an article last year on the history of the Anglo
in Ireland, he wondered if I might know a bit more about Mullaly’s
concertina, which has long since disappeared. The simple answer was
that I didn’t! But it set off a fascinating bit of communication, as well as
some careful note-for-note listening to Mullaly’s recordings, which told us
quite a bit about the somewhat less than standard concertina Mullaly was
playing. Jackie’s interpretation of what that instrument was, and how
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Mullaly played it, will be in that CD, so I will not ‘spill the beans’ on it
here. But we both wish we had his actual concertina to inspect.
That possibility seemed very close when I received a second email, two
months later, from a man in Pennsylvania whose wife was Mullaly’s
grand-niece. Might I have a picture and some information on Mullaly, he
asked, as the family had nothing on their ancestor. Immediately I sent
him a scan of the liner notes and photographs from the 1980s cassette
tape of William Mullaly’s playing that Harry Bradshaw in Dublin had put
together from old 78rpm recordings (that cassette is long out of print)
and some photographs of Mullaly that I had received from Jackie Small.
In that cassette’s liner notes, Harry Bradshaw mentioned that he had
seen William Mullaly’s concertina in the early 1980s, and that a family
member in Pennsylvania had it. So….I asked my new correspondent the
obvious question: did he have the instrument? ‘ No,’ was his reply….but
his brother-in-law did. Well, that caused some excitement with Jackie
Small and myself; having the instrument to check over would instantly
solve our questions about what sort of concertina (and with which home
keys) William Mullaly played.

It took a month to arrange for a telephone call with the brother-in-law,
but finally the day arrived. Bill Mullaly is a very kind middle-aged man
who is William Mullaly’s grand-nephew. His family had lost contact with
his William sometime around the 1940s (William seems to have drifted
around), and William died in New Orleans in 1955; that explained their
lack of information. Bill, who never met his illustrious grand-uncle, brou-
ght the instrument to the telephone. He played some notes on it, which
of course allowed identification of the home keys of the instrument….and
they were not what Jackie and I had inferred from the Mullaly tapes. This
was not the simple outcome that I had expected.

Then he described the instrument. It is a two-row Wheatstone, serial
number 31148, with wooden ends …another issue, as the one photo we
have of William Mullaly holding a concertina clearly shows a metal-ended
one. Bill then read to me some printed items that were in the
instrument’s cardboard case. First was a letter from Harry Bradshaw in
1984, who was thanking Bill's mother (the wife of William’s nephew) for
his recent visit. I knew on hearing this that this was indeed the
instrument Harry Bradshaw had seen and written about. Second was a
letter from Wheatstone’s, dated 30 November 1926, which told M J
Mullaly that his newly-ordered instrument was ready to ship (the cost:
£10). A third letter, which was mentioned by Harry Bradshaw in his
cassette liner notes, was also from Wheatstone’s, but from 1929, and
mentioned that the concertina was ready for return after repairs. The
letters from Wheatstone confirmed my suspicion--this was not William
Mullaly’s concertina, but one that belonged to William’s brother Michael.
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It was built eight months after William’s initial recordings were made in
March 1926, and most importantly, the sales letter was addressed to M J
Mullaly, not W J Mullaly. Handwritten, the script M was probably taken for
a W by Bradshaw…an easy mistake, and because Bradshaw could not
speak with Michael’s gravely ill son (Bill's father) during that visit, the
mistake went undetected. Neither Bill nor his late mother had ever seen
Bradshaw's 1980s cassette tape, so they didn’t know to correct
Bradshaw’s error. William’s actual concertina remains a will o’ the wisp;
perhaps it rests in a musty old New Orleans pawnshop.

So-- that was a bit of a blind alley. Disappointing?
Well, a bit…but then, I met some nice folks and
enjoyed the chase.

FIGURE 1. Johann David Wünsch, from his autobiography. With
thanks to Federico Wünsch.

Meanwhile, my book project on the global history
of the Anglo concertina is in high gear, and I can
begin to see the end—barely-- of a project on
which I’ve been working, off and on, for some five
years. I’ve been getting wondrous help lately
from numerous generous folks who have edited or
are editing my various chapter drafts; there are
fourteen of these editors so far, and they live in
England, Ireland, South Africa, Australia, New Zealand and the US. New
and old friends have sent information from all these places as well as
Germany, Sweden, Canada…and of course Chile! Several volunteer
editors and contributors are ICA members. National libraries all over the
world are tired of hearing from me, I fear, and there are few digital
newspaper archives that I have not found (I hope!).  The rough draft is
nearing four hundred pages so far, with Australia and Canada still to go--
-enough material for the most incurable insomniac. Some fascinating
stories though, for those like me who enjoy history; the focus is much
more on the people who have played this instrument (in its German,
Anglo-German, and Anglo concertina forms)
since its invention than it is on its mechanical
nuts and bolts—although there is some of that
too. All this is just to make the plea to any ICA
members who might have some interesting
‘Anglo’ historical stories or photos or clippings
or whatever—I’m all ears and would love to
hear from you. <>

FIGURE 2. Michael J. Mullaly’s Wheatstone concertina.
With thanks to Bill Mullaly.
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Don’t squeeze alone!
Samantha Boorer

Do you enjoy going to a squeeze-in or concertina workshop now and
again? Do you wish there was a concertina gathering nearer your home
sometimes? Well, the good news is, there could be!

It is not as difficult as you might think to organise a concertina gathering
or event, and running one yourself is very rewarding. Think about the
concertina events you have attended and decide which you have enjoyed
most. Was it an informal gathering, or more structured? Were there “big
name” tutors, or was it an opportunity for squeezers to simply meet and
share tunes? Was it residential or a one-day event? Was there catering or
did everyone bring their own supplies? In putting together your own
event, take the elements you have enjoyed most at events you have
attended and then consider the following questions …

Who? If you want a big name to be at your event, bear in mind that they
plan ahead, perhaps a year or more ahead. To contact the great and the
good, try asking the organisers of an event at which your chosen big
name was present to pass on their address, or forward a letter from you.
Some seasoned “stars” at workshops can give you guidance on applying
for funding to cover their fees – it’s always worth asking. To get other
attendees consider advertising in local music press, through local sessi-
ons and folk clubs and publicising your event on www.concertina.org and
www.concertina.net as well as in the ICA magazine.

What? Do you want a theme – music for dance, concertina bands, Anglo
system, playing for singers, composing for the concertina - anything
goes! Choose something that interests you and prepare some material in
advance – for example suggest online sources for sheet music to share or
draw up a list of recordings to listen to. Be aware that photocopying
sheet music and copying recordings for distribution before a workshop
may infringe the artists’ or publishers’ copyright – pointing your
prospective attendees at material that they can obtain for themselves is
the way to go.

When? It’s probably a good idea not to clash with other concertina
events – check these out on the ICA events web page. Also bear in mind
that many concertina players will attend folk festivals so try not to clash
with those. There are still plenty of dates left to choose from! You might
be able to tie your plans in with other local musical events. When
planning a timetable for your day, don’t forget tea and coffee breaks, as
well as meal breaks.
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Where? Consider the implications of where you live. If you are in a town
or a central location, then a one-day event may be a good idea, as peop-
le can easily get there and back in a day. If you are in a more out of the
way place, perhaps plan a weekend, with one or more overnight stays.
Now review the possible venues near you – will you want several rehear-
sal rooms or just one? If your event includes an overnight stay do you
want everyone to stay in the one place (look for bunkhouses, or Youth
Hostels), or would you prefer to supply a list of possible accommodation
providers (hotels, B&Bs, campsites)? You will probably want use of a kit-
chen or a drinks machine at the very least to provide tea- and coffee-
breaks. If you want to provide meals, are there cafes that will bring a
soup and sandwich lunch to a one-day event? Do you know someone who
loves to cook who’d love to rustle up a meal for a dozen hungry musici-
ans?

Why? Well this is the easy question – because it is great fun to share
what you enjoy, and learn new things, about concertina playing!

The budget is always problematical – work out the costs of the total event
including venue, big name(s) if involved, catering and accommodation if
provided and then take a deep breath and guess how many people might
attend. It is best to underestimate the attendance figures. Divide the to-
tal cost by the projected number of attendees and put this as the cost on
your leaflet. No-one will complain if your event is so popular that you can
offer everyone a discount, after all!

It may seem like a lot of things to consider, but tackle each question indi-
vidually and the project will fall into place. If you’d like to know more

about how I planned my event, why not come to the 5th Arran Concertina

Event, 2nd to 5th October 2009 on the Isle of Arran, Scotland. This is an
informal concertina house party extending over a weekend in shared ac-
commodation with all meals provided. Please contact me for more infor-
mation at Samantha@boorertranslations.com or Harefield, Shannochie,
Isle of Arran KA27 8SJ, telephone 01770 820655.

And remember – don’t squeeze alone, squeeze together! <>

Thank you Samantha for this good advice for anyone who wants to organi-
se a concertina event. PS <>
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MUSIC FOR CAROL CONCERTS
Les Branchett

I had just returned home from taking part in an informal concert with the
Bristol Concertina Band, at Barnwood Manor, Gloucester, childhood home
of Sir Charles Wheatstone, and settled down to read Martin Henshaw’s
account of the Chiltinas’ Carol Concert (CW No. 442, page 28).  Martin
sums it up well, when he says such events concentrate the mind, and are
mutually rewarding.

Any other concertina groups contemplating a Christmas Carol Concert
may find the Salvation Army carol music an ideal choice, a mixture of
both traditional and modern Christmas music.  The band parts are scored
in the traditional vocal four-part (S.A.T.B.) arrangement.  Books for each
part cost around £7 each, but the beauty is that even a small group of
only four players can produce the complete harmony, doubling up howev-
er you wish for the larger groups.

The parts you would need are:
§ Solo & 1st Cornet (one book)
§ 2nd Cornet
§ Baritone
§ B flat Bass (be sure to specify B flat bass, or you’ll be in trouble!).
All parts are written in the treble clef.

The music is available from S.P.& S. Ltd., 1 Tiverton Street, London, SE1
6NT, or just telephone 0207 367 6588, quoting credit card number, for
same day despatch.

If your concertina group, however large or small, never ventures far from
the practice venue, Christmas is the time to launch out.  There is no prob-
lem about what music to play, as everybody knows the tunes - you only
have to make sure they recognise them!  Suitable locations are not a
problem either.  Day centres, care homes, and the like all crave for some-
thing different to break the monotony.  A point not to be lost is that pre-
senting them with the concertinas is in itself a subtle means of valuable
reminiscence therapy.  Often members of the audience will recall some-
one they knew who played the concertina, and be pleased to talk about
it.  You may even find one of them actually still owns a concertina, as we
did at our last concert.

So, once again, Christmas is a good time to launch out, and get the con-
certina more widely known, as it used to be, and bring pleasure to a
wider audience. <>
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A GOOD START FOR BEGINNERS (Swaledale Squeeze)
Mike Stevens

Learning to play a concertina from scratch can be confusing for many
beginners.  Especially if you can’t play by ear, or you don’t understand
what the dots on the page mean.  This happened to be my situation, so
abandoning all my tutorial books, research notes and CDs I decided to go
along to this year’s “Swaledale Squeeze” to see if they could help
improve my concertina playing.

The journey to Reeth by train and bus proved far easier than anticipated
and any anxieties I may have had were soon dispelled on my arrival at
Grinton Lodge (a former shooting lodge).  The lodge staff was welcoming
and continued to be helpful throughout my stay.  A good evening meal
was provided; after which I had a chance to unwind at the informal music
session in the lounge.  I then joined in with the “Dotty Tune Swap” which
was great fun (even for a novice like me).  After a few pints of Black
Sheep ale, I was soon chatting and making new friends with other

participants.

Dave Ball, tutor, Pat Turner and Jane Edwards in
Background.

The next day after breakfast we were
welcomed by Jane Edwards.  Jane
kindly introduced the Tutors and gave
a good explanation of the various
sessions available on the programme.
There were many options to choose
from, so naturally I went for classes

suitable for beginners.  But first of all, I opted for an assessment of my
playing ability with Paul Walker (Paul runs a class for beginners).  To my
surprise, it turns out “I have potential”.  So being inspired by this
unexpected boost to my self esteem, I then proceeded to my first
workshop on: Reading Rhythms, by Pauline de Snoo.  Now I always
thought that counting out rhythm was a rather mundane and tedious
chore?  But that’s certainly not my point of view now!  Because the
session turned out to be extremely interesting and I gained a much
better understanding of the interaction and dynamics of rhythm and
timing in music.

As I play an English concertina, the classes I chose were more specific to
that particular instrument.  However, similar classes were available for
Anglo or Duet system players.  Sessions I attended were: Brush Up Your
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Basics by Paul Walker, Playing Together In A Band by David Ball,
Accompaniment (a practical approach), by Iris Bishop and Music from the
West Coast of Ireland, by Clair Keville. Moreover, the outcome of all my
chosen classes turned out to be very positive; as a result my personal
knowledge, skill and playing ability have improved by leaps and bounds.

Apart from the tune based classes other exciting opportunities had been
arranged, such as: Dave Elliot’s Repair Clinic.  I now have the confidence
not only to open my concertina, but to know how it works?  And for those
who wish to buy or sell a concertina, there is Chris Algar’s Concertina
Emporium.  A variety of CDs was also on sale from Roger Gawley (held in
the pool room).  However, the Swaledale Squeeze is not just about
tutorials, workshops and classes.  Many other social events had been
organised for participants.  Some lasting impressions for me were: the
Ceilidh Dance and the
Concert performed by
Tutors and Participants,
both events were great
fun and professionally
inspiring.

Iris Bishop  in workshop
performance.

So from a beginner's point
of view; the Swaledale
Squeeze certainly
exceeded my expectations.
The high standard of teaching helped clarify much of the confusing
musical terminology and I was impressed by how friendly and
approachable everyone was.  So I came away totally recharged with
loads of new ideas for further self development and look forward to next
year's event.

My sincere thanks to: Jane
Edwards, the Tutors and all those
involved in making the event a
success. <>

Alistair Anderson and workshop perfor-
mance.
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Correspondence with Rita Cavanagh (Salvation Army player, PS)
from Warren Fahey:

RC: I was searching for concertinas on the internet and came across your
site, only to find that you have a photo with me in it!  I was a member of
the Doncaster Citadel Concertina Band.  We played hymn tunes, some-
times accompanying congregational singing.  We played from brass band
music, with 1st and 2nd cornet, tenor horn, baritone, euphonium (I
played that part), trombone and bass.To make it easier for singing, we
had the pitch altered, as most band music was written a note higher than
piano music. We also played simple selections of sacred music (published
by the Salvation Army) during the meetings.  For years, we also held our
own open air meetings.  My Dad wrote a piece of music for us, called
DCCB, which we were allowed to play by special permission of the SA
music board.  Unfortunately, the band folded because of lack of interest
from younger people--I came to Australia in 1977 and the older members
died, though there are still 4 of us alive (I am the youngest at 63). I
bought a concertina some years ago, and still play it occasionally, usually
when nobody can hear the wrong notes, although I'm playing for the
hymns tomorrow at Bendoc, in Far East Gippsland.  I thought you might
be   interested in this info,
        Regards,
        Rita Cavanagh

Reply Warren:
How fascinating. Rita, which page is the photograph? My site is so big I
sometimes find it difficult to find things.
Do you play the anglo concertina or the english system? The anglo is a
different note on the push and pull.
I play english 48 button concertina. The Doncaster Citadel Concertina
Band was a 'ladies' band - is that correct? Did you know Mildred Stringer?
I think she passed away. Did you continue to play when you arrived in
Australia?
I have recorded Don Woodland who is a wonderful man and a member of
the SA in Sydney. He plays english system concertina and I have a photo
of him on my site playing it.

Are you still with the  Salvation Army? I ask this because I am interested
in what repertoire you played - most Salvationist players restrict them-
selves to SA music or hymns - is this true of your repertoire?  Arnott (of
biscuit fame) was an early Australian composer - apparently wrote lots of
SA music for concertina. Do you know of any other concertina players?
Which area do you live in now?

My best regards Warren Fahey
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Answer Rita Cavanagh

Sorry for the delay in replying.  The photo is on the page about Salvation
Army Concertina Bands, I followed the link from the site map page.
I live in Orbost, in East Gippsland, Victoria.  I still consider myself a Salvo,
but the corps here closed several years ago and I now attend the Uniting
Church in Orbost.  The minister goes to Bendoc every 2nd month and
takes some of the congregation with him.  Gwen usually plays the organ,
but she wasn't able to go last time, which is why I volunteered to play--
the first time I've played in public for over 30 years (luckily, he picked
simple hymn tunes).  It was a memorial service for a lady from Bombala,
in NSW, and I was told by a lady as we were leaving to come home that
she would have loved the 'squeezebox'.
I bought my concertina in Melbourne, it's a 48 button treble English con-
certina.  The box says it's a Lachenal, although I can't see any ID on the
instrument itself.  There are 2 wheezy notes which I need to get fixed
and I rang a place in Melbourne to enquire, and was told that it is proba-
bly quite valuable.  I only paid $50 for it 30 years ago, so I'm sure nei-
ther myself nor the vendor realised its value.
Yes, I know Mildred, she was bandleader when I was in the band.  As far
as I know, she's still alive, at least she was in February this year.  Have
you seen this site?
http://www.concertina.info/tina.faq/images/salv.htm
<http://www.concertina.info/tina.faq/images/salv.htm>
I remember the photos being taken, I have a copy of it myself.  On the
photo of the Doncaster band, I'm 3rd from the right.  There are 7 trebles,
1 tenor horn, 1 baritone, 2 euphoniums and 1 bass.  There was also a
trombone, but I don't see it there.  The bass and trombone instruments
only played when the bellows were moved in, so the player had to be
careful about phrasing.  The tenor horn instrument was in E flat rather
than B flat, but when the pitch was altered it became F to go with the
others in C.
As you will see, there were only 2 men players, the man at the back was
retired songster leader Horace Steele, who conducted the band at times
so that Mildred could play.  David, the band librarian, wasn't on that pho-
to.  My Dad (Norman Cavanagh) also conducted the band on occasions,
especially when we played his composition (DCCB)

Regards,

Rita Cavanagh

More on Warren Fahey in next Concertina World. PS <>
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WEB’S WONDERS
Chris Timson

A column about concertinas on the Internet, by
someone who spends entirely too much time there.

This is number 7 in a series of articles about sites
that I have found on the World Wide Web that I
think that other concertina players would be inte-
rested in.

ABC music notation         http://abcnotation.org.uk/

ABC Convert-A-Matic       http://www.concertina.net/tunes_convert.html

Back in the 1980s mathematician and folk musician Chris Walshaw devi-
sed a simple music notation based on letters of the alphabet in order to
remind himself of how tunes started, so that he could lead them in sessi-
ons when he couldn’t bring them to mind.  Many people must have done
something similar over the years, yet in this case that simple notation
evolved into a major tool for distributing music over the Internet.  Of
course, it probably helped that Chris was also a skilled programmer and
an academic and user of the Internet before most of us had heard of it.

So, what does ABC look like?  Well, here’s an example of an old
favourite:

X: 1
T: Winster Gallop, The
M: 2/4
L: 1/8
R: polka
K: Gmaj
|:GB/B/ GB | GB d2 | AB/c/ BA | GB d2 |
c e g e | d B d2 | A>c BA | G2 G2:|
|:gf ed | gf ed | gf/f/ ed | cB A2 |
fe d2 | fe d2 | d2 A>c | BA G2:|

Nope, I hear you say, I can’t play from that, so why use it?  Well as you
can see it is totally character-based.  This means you can send it in
emails or store it in pages on web sites and it takes up hardly any space
at all.  As well you can use search engines like Google to find the full tune
if you happen to know that the first few notes are GB/B/ GB | GB d2 |.
Once you’ve found the tune then it’s easy to convert to musical score and
there are many programs you can download to do this for you.  However
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my favourite is an online converter provided by Paul Schwartz as part of
the Concertina.net web site (what, you’ve never visited Concertina.net?
Shame on you!  Go back and read episode 1 of this series of articles).
It’s called the ABC Convert-A-Matic and the address is given above.
Simply copy and paste the ABC text into the box there and click on the
Submit button.  Seconds later you will see this:

It gets better.  As well as this slightly pixellated image you get a button
to generate PDF sheet music.  If you click on this it will generate a PDF
file where the score will be of publishable quality.  Finally there is a but-
ton labelled “MIDI music file”.  Click on this and on most computers you
will actually hear the tune played for you.

Now the great thing about all this is that there are many archives of
tunes out there in ABC format, all for free. Because ABC was first created
by a folk musician folk tunes are heavily represented, but that is not the
only sort of music out there by any means.  In the next issue I will point
you at some of the more useful archives, but in the meantime, what
about the site I mentioned at the beginning, http://abcnotation.org.uk/ ?
Now this is Chris Walshaw’s own site devoted to the notation he created.
It includes a history of ABC and tutorials to teach yourself ABC if you
want, but most usefully it has lists of programs you can download to
create and convert ABC, and best of all it has a catalogue of archives of
tunes in ABC format plus a search option which will search the archives
or tunes for you.

All in all this is a wonderful resource which can unlock literally thousands
of tunes for you, all for free.  And what more could any of us ask for?<>

My University Music Course
Anne Gregson

To recap, I’m a first year mature student, studying for a BA in music at
Bath Spa University.  I’m doing the course part-time in order to keep my
greeting card business ticking over, but because of the way the course is
organised into 3 subject areas I’ve ended up doing everything except
performance this academic year and will do nothing but performance in
the academic year starting September 2009.  So, looking at my diary,
what have I been doing since my last article.

I’ve done some essays, including one comparing the music of Berlioz and
Liszt, one about the various musical styles of William Byrd, one about
ethnomusicology and one in which I analysed the Noel Coward song
‘Someday I’ll Find You’.
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There’s been several concerts, but I think the highlight was when Bath
Spa University orchestra and chorus did an evening of French music at
Bath Abbey.  The orchestra played Debussy’s ‘Prélude à l’après-midi d’un
faune followed by Saint-Saën’s organ symphony, with a professional
organist they’d brought in for the concert, then after the interval we (the
choir) joined them for Fauré’s Requiem.  I think all the first year students
felt proud that the soprano soloist was one of the first years and she sang
superbly.  Just before we went on the choir gathered in a smallish room
across the courtyard from the abbey.  When I entered the room there
were just a few people there, but already there was this, now familiar,
sense of excitement and enthusiasm building up around me as the
students prepared themselves to produce something beautiful.  One of
the students sat down at a piano in the corner of the room and suggested
that we could do some warm-up exercises.  We started with some
familiar little songs and then went onto a lovely round in four part
harmony that our conductor had taught us.  As we sang, more and more
choir members entered the room and we all squashed up to let them in,
and as each person walked through the door they joined in with their part
until the room was packed with people singing in beautiful harmony.

For what they call the Creative Forum module I had to do some harmony
exercises using boring classical rules of harmony, but the good thing is
that these days when they mark a composition they don’t mark you down
if you break the rules.  I’ve even done a very short serialism composition
which I then got my computer music programme, Sibelius to play back to
me and of course it sounded dreadful.  I also worked as part of a group
with three other students and together we produced a composition
consisting of a variety of sounds (not musical ones) that we recorded and
then put together.  You wouldn’t believe how awesomely horrible it
sounded.  I’ve done three ‘proper’ full scale compositions, two of which I
did in a music technology programme called Logic, which I like much
better than the other one called Protools, that I had so much trouble with.

At last, something involving a concertina!  The other composition was a
five minute piece that I had to perform together with three other
students.  I wrote it to include a Bb clarinet, flute, piano and a very
gentle softly spoken old Wheatstone baritone.  The performance was last
Friday, a very interesting and special day, during which 35 five-minute
compositions, one by each student, were performed in one day.
Unfortunately due to pressure of work some of us, including me and my
band, were under rehearsed.  However it is not difficult to tell a good
composition even if the performance is fraying at the edges and I am
staggered by the talent around me.
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The last week of term is coming up and I’ve finally handed in all my as-
signments. This coming week there will be several concerts with various
ensembles and I’m intending to go to a performance by the early music
ensembles on Wednesday, but the only concert I’m participating in is the
end of year gala concert on Friday at the Guildhall in Bath, which includes
the choir singing a piece by the Polish composer Górecki and also ex-
cerpts from Gershwin’s Porgy and Bess (I wonder who the soloists will be
this time).

I’ve never been to a university before and have nothing to compare it
with but it seems to me that they broke us into the course very gently
but piled on the pressure gradually towards the end of the year.  I’ve
decided not to do any of the second year work in this coming academic
year but just do the performance part to finish the first year syllabus.
There are lots of different ensembles I can join, so I shall enjoy myself
doing as many as possible and getting in everyone’s way.  Hey – now I’ve
got the time I’d better get practicing!  After all I’ve not found time to play
much music since I started this university music course …  <>

Errata on article Concertina Ergonomics  5  in Concertina World
442, March 2009, where part of a paragraph went missing

Below is the complete paragraph 5.5.5

5.5.5 Double shoulder straps, pair of braces
An arrangement which offers the optimal comfort may be this, Figure 44.
The front ends of broad elastic braces for trousers are loosened and at-
tached to the instrument. The instrument hangs entirely passively on the
shoulders and the arm position can be freely varied within a wide range
while preserving relief by the straps. <>

The neck and shoulder strap issue is illustrated also on YouTube at
http://www.youtube.com/watch?v=kSsBwO2PTVE <>
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CONCERTINA ERGONOMICS 6. Bellowsing
Göran Rahm

6.1 Introduction

First some words on terminology. Mostly the player's activity with the
bellows has  been named "management of the bellows" or "manipulation
of the bellows". Finding these expressions awkward, some decades back I
tried to introduce the term "bellowsing" instead. Despite not being a
common word in English it seemed practical and harmonizing with terms
like carrying, holding, supporting, fingering, and I have since continued
using it publicly for description of all the activities executed by the
bellows which means not only pumping air but all kinds of articulation by
the bellows.  After some initial objections it seems as if the term has
received some acceptance and I now propose a common use of it for
these purposes.

6.2 History

When reading historical tutors for concertinas you will find much varied
interest in the bellowsing matters, ranging from the simple advice to
push and pull the bellows continuously in and out until it stops to the
more sophisticated approach using the bellows analogous to the bow of a
violin, maybe ultimately expressed by Alsepti. Similar viewpoints have
been expressed by accordion pedagogues like Hugo Herrman since about
1950 but in the concertina community it seems as if the interest for the
art of bellows control has been partly hibernating until recent decades
when a handful of performers interested in classical 'Victorian' concertina
have awakened the issue.

6.3 Principles

The Alsepti attitude obviously was too idealizing since it is impossible to
execute articulation with a squeezebox as with a bow instrument and the
German accordion pedagogy may seem somewhat hypertheorizing - but
certainly there are many aspects on the matter of bellowsing that need
consideration for efficient, comfortable and artistic performance with the
concertina and just as we have found concerning holding and supporting
the instrument there are several circumstantial factors which decide what
is suitable in the specific situation.

6.4.1 Straight movements or fanning of the bellows

When giving any advice at all old tutors mostly say things like "It should
be drawn out and pressed in steadily, and as much as possible in a
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straight line" but they don't give any motive for the prescription. This in
reality is a complex matter. Recall Part 3.4 and Fig. 17. Unstable
conditions will make bellowsing inefficient. The handles are located
eccentrically at the ends with the majority of concertinas. When pulled
out the bellows passively stabilizes itself, Figure 46, but when pushed
back it wobbles, Figure 47, unless stabilized by a stable handle or by
muscular force. Some instrument models have a central location of the
handle and consequently are more suitable for straight bellowsing. The
conclusion is that creating an artificial 'hinge' by "fanning the bellows",
Part 5.3 Fig.37 and 38, may be preferable to straight bellowsing.

Fig. 46                          fig. 47                     fig. 48

Since the mechanical conditions inevitably make bellowsing by the
fanning method more precise the tonal control is also improved,
particularly if the stability is secured by the "cross-the-bellows-straps"
mentioned before. There may of course be some disadvantages from
fanning too. The maximal volume capacity is reduced but the importance
of this is highly dependent on the actual music and usually it means less
than expected due to the simultaneously increased efficiency. The type of
instrument and handle, the type of music, playing standing or seated, use
of neck or shoulder straps are some factors which influence the optimal
choice between straight bellowsing or fanning.

Fig. 49                            fig. 50                           fig. 51
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See YouTube
http://www.youtube.com/watch?v=wIpE38VoY08&feature=related.

6.4.2 Cross-the-bellows-straps

While 'fanning' the bellows as I mentioned in Part 5.4 a support for the
bellows can be effected by attaching elastic straps across the bellows -
holding together either the lower folds when seated, Figure 48, or the
outer folds when standing, Figure 49. 1-3 straps can be used depending
on the needed degree of stability, Figure 50,51.
See YouTube in
http://www.youtube.com/watch?v=STR8tLPRqyk
http://www.youtube.com/watch?v=0c1aIVNC_84&feature=related

6.5 Dynamics of ventilation and articulation

In the simplest form of playing a squeezebox the bellows is used just for
pumping air ("ventilation") by pulling out until stopped and pushing in
until closed and reversing again continuously. With a bisonoric instrument
this has to be modified to choose the different notes on push and pull.
Since the tonic, dominant and related harmonies on bisonoric instruments
are on push - the Anglo concertina belonging to this group - there is a
tendency having the strong beats on push as well. It may be noteworthy
however that the first Demian Accordion and some later melodeons and
flutinas are arranged with the tonic on pull.
With Anglos it may come natural to have the strong beats on push. What
about Englishes and Duets? There are some good reasons for having the
strong beat on pull instead. a) The keyed valves seal more efficiently on
pull and playing an instrument with varying valve ("pad") sizes, like wide
range baritones energetically, may result in a tendency for the lower
valves to leak audibly when pushing hard. b) The bellows is 'self-
stabilizing' on pull and this facilitates putting extra effort into the pull
beats while on push additional muscular activity is necessary to stabilize
the bellows. c) A long or otherwise floppy bellows may have a tendency
to "balloon" on push while conversely on pull the tendency to "collapse"
may be prevented by the 'skeleton' of the bellows and by keeping the
ends closer together.  This influences the playing technique with large
bandonions having multifolded long bellows which are very difficult to
control on push and traditionally around 90% of the melody notes and
chords are executed on pull while the push stroke is preferably used to
ventilate.
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Since the stability and thus the tonal control is superior on pull we can
expect that sophisticated articulation is easier to execute on pull than
push as well.

The flexor and extensor muscles of shoulders and arms have roughly the
same strength but habituation from everyday work may have stimulated
the capacity a bit more for the flexor activities and many players
spontaneously may feel more comfort from having the strong beats on
push. Nevertheless these factors above do favour making the strong
beats on pull whenever this is possible. When playing very forcibly with
bent arms having the strong beats on push may be preferable.

6.6 Bellowsing and posture

The posture is decisive for the choice of all playing methods with the
concertina and conditions mostly are completely different between
playing seated or standing - differences which can be very much reduced
by modifications of the traditional construction and of the common
playing methods too. We return to this in Part 8.

Fanning of the bellows normally is easier to practise playing seated and
the benefits easier to detect while the true advantages may be most
significant when playing standing. With bellows-straps, fanning as
described above can be done as efficiently when playing standing as
when seated. The chosen points of fixation for the straps have to be tried
out carefully to achieve a suitable balance.

6.7 Handling the volume of air

Generally speaking the stability demand means that it is preferable to
keep the bellows as much closed as possible. This may be achieved by
actively adapting the bellows reversals to the musical phrasing instead of
habitually using the full capacity when pushing and pulling. Such efficient
choices of when to push and to pull reduce the need to open the bellows
widely and in a straight line and as a result the required volume of air can
be provided by using the fanning method except in extreme situations.

6.8 Handling the effort

All means that may stabilize the connection between player and
instrument and improve the conditions holding and supporting the
instrument will facilitate the pumping of air and performance of energetic
music with high demands on rhythmical expression. It is not surprising
that Anglo players for example generally manage this a lot better than
English players but it is possible to modify the construction. We return to
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this in Part 8.

6.9 Handling the bellows itself

I mentioned in 5.2 that the most common historic advice is to work the
bellows in a straight line but I have seen no motivation for it, a guess
being that the makers firstly, rather than the players, recommended it
believing it might protect the bellows from wear or damage by twisting or
bending it. Mechanically however, as has been said, working the bellows
by fanning is more precise and efficient, due to greater stability, and if
doing this properly there should be no greater risk of wear, maybe even
the opposite since the bellows is opened less.

          Fig. 52                                             fig. 53

The number of folds of course is decisive. The fewer folds the less means
for fanning, but generally the greater stability, Figure 52,53.
You Tube illustrations
1. http://www.youtube.com/watch?v=wIpE38VoY08&feature=related
2. http://www.youtube.com/watch?v=0c1aIVNC_84&feature  related <>
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Letter to the Editor:
Michael Bell

In their discussion on concertina button spacing both David Gardner and
Göran Rahm take as read the idea that there should BE a gap between
buttons. Let me suggest a radical alternative, that buttons should be
widened so that they abut, then more than one note can played by
putting the finger over the boundary, and dimpled, so guiding the finger
tip to the centre when a single note is wanted: it troubles me that I slide
my finger tip down the button til it is stopped by the finger nail. Is this
good style?
In this system a row across the left side might look like this:-

And:
We all have our little weaknesses and our little tricks for getting
round them. For example in mental arithemetic I find the carry hard, so I
add the units and the tens separately and do the carries last. So 37 + 45
= 70 + 12 = 82.  It works for me.

Some people can look at dots on
paper and see straight away from the
layout on the lines whether it is a
third, a minor third, etc. With sharps
and flats, that doesn't come naturally
to me. I use this little circle, which is
an octave of a piano keyboard bent
into a circle, starting at C and coming
back to C. Relationships come out
very naturally. A minor third is 15
minutes round the clock face, a major
third is 20 minutes, a tritone 30
minutes, etc. <>
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Letter to the editor

From David Mounsey, Penrith, Cumbria.

(I quote here the questions  from a letter I received in the post PS)

Regarding Concertina World, do you have any more information on
Concertina Bands?  Were they regarded as local community bands? Are
there many concertina players in Scotland, playing Scottish music?

Maybe someone of you readers may like to answer these questions and
write about it? I have talked to David on the phone and we have
exchanged some names but David is not on the Intenet so a nice story in
Concertina World is most welcome. PS <>

"Duet Swap!

I have a very nice 71 key Lachenal Maccan.  It's a New Model (the loz-
enge shape) no. 836, the sort the young Percy Honri is pictured with, and
everyone I have talked to seems happy to accept my view that it just
pre-dates the introduction of the edeophone design and would have been
a top-of-the-range instrument when made.  It certainly plays and sounds
well enough to easily believe this.  It's in excellent order apart from some
wear on the plating on the metal ends;  ivory buttons,  original (not re-
bound), bellows.

The right hand stops at middle C,  instead of going down to B flat like
most 71's so I'd be interested in exchanging it for an 81 (or another 71
with at least the B and B flat below middle C  on the right hand). I'd con-
sider something needing refurbishing plus cash.
Anyone want to move down a size?

Ring me on 01628 483966 to discuss it.

David Gardiner"  <>
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These are the labels from old concertina solo recordings by the Salvation
Army. You can actually hear the music on the Internet. Go to
www.regalzonophone.com. Choose R.Z. 78’s , go to page 2 and click on
the little speaker to the left of nrs. 269 and 292. You can then listen to
these recordings. The website is owned by Ian Barton who has donated
all recordings to the Salavtion Army Heritage Center in South Australia.
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