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East Kent Concertina Players

Come join us on the second Sunday of each month at
Blean Village Hall nr Canterbury.
East Kent Concertina Players meet between 1pm and
5pm and welcome all levels of playing.
Please email for further information:
eastkentconcertinaplayers@gmail.com

Why do children want to play the concertina? read
the speech bubbles here and elsewhere as well as
the article on page 5:

Tom Lee (son of Ken Lee) was another new member who
joined in 2014.  We omitted to include him in the list of new
members in CW461 as part of a family member.
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Editorial
Pauline de Snoo (PS)

The deadline for CW 462 was 15 May, at which
date I was having a good time in Swaledale. So
upon my return home from the 20th Swaledale
Squeeze I quickly started work and I hope this
reaches you beginning of June.

I had the opportunity to talk to many members who also were
present and a “Meet and Greet the ICA” organised by Martin
Henshaw where we, six committee members, met nine regular ICA
members and some potential new members. This gives us some
idea of member’s interests. Bearing in mind that between 20 - 25 %
of ICA members now live outside the UK. But with some of you out
there I have regular email contact and all of you are of course
always welcome to contact anyone of the committee when you want
to. I certainly appreciate that.
Some of you replied to articles which then again lead to new
articles.

Internet Jukebox. For easier access all the links in that article can
also be found on the ICA website.

Again several events have been included in this edition. Hopefully
you will participate in some of them and photos or reports on these
events are welcome.

The music supplement is again included in the centre pages. With a
another arrangement for “Waltzing Matilda” for duet concertina and
some music from Robert Harbron.

Enjoy reading.

Pauline<>

Next time:

  Deadline next Concertina World 15 August 2015.
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Thank you to the family of Forster Charlton and the
Northumbrian Pipers’ Society!

Jeremy Hague
librarian@concertina.org

Many ICA members will remember traditional musician
John Forster Charlton (1916-1989). Originally from Alnwick in
Northumberland, Forster Charlton, as he was better known, later
lived in Gateshead. As a player of the Northumbrian small pipes,
Forster was a founder member of the High Level Ranters, a key
member of the Northumbrian Pipers’ Society (NPS) and a leading
figure in the folk revival of the 1950s and 1960s.

Last year, the family of Forster Charlton donated a collection of
music to the NPS and amongst this was a fine collection of published
music arranged for the English Concertina. Nobody is really sure
that that Forster actually played the concertina, and the music
seems to originate in a collection once owned by William Slater, who
also lived in Gateshead.

The collection comprises approximately 60 pieces of music arranged
by well-known composers and arrangers of the Victorian era,
including Blagrove, Case, Regondi, Rutterford, Warren, and Molique.

The donation also includes copies of World Accordion Review,
incorporating The Concertina, from 1950-1953. This is an interesting
period in the history of the concertina revival in the UK as it was in
this post-war era that a number of players made a concerted effort
to restore the popularity of the instrument, calling themselves the
“British Concertina Movement”. William ‘Bill’ Slater was an active
member of The Movement and was also a frequent contributor to
The Concertina supplement. In one edition, Bill describes how he
had learned the English concertina when he was ten (in c. 1904)
and how he knew Mr. H. Boyd, Alexander Prince and Jim Hume.
In around 1930 Bill won the Open Concertina Contest for the North-
East District. Over several issues Mr. Slater entered a debate with
Mr. Travers on the relative merits of the English Concertina vs. The
Duet – a debate which prompted a number of letters from players
such as Reuben Shaw and Henry Stanley.
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Former ICA archivist, Wes Williams, has made electronic copies of
the some issues of the Accordion Review available to members
through the archive and if anyone would like to access these, or the
donated music please feel free to get in touch.

I would very much like to thank the family of Forster Charlton for
making this donation to the ICA and to the Northumbrian Pipers’
Society for arranging for the music and magazines to be passed on
to us. Very special thanks goes to Richard and Vivienne Heard, both
ICA members and members of the NPS, for bringing the music to
Nottingham to join the rest of the ICA library. <>

10 CHILDREN, 10 WEEKS, 10 CONCERTINAS
Alex Wade

On a drizzly Thursday morning in Peterlee, East Durham, I am sat
with 10 triumphant Y4 students who have just completed their
debut performance for the rest of their year group, playing the
English concertina. The concert was the culmination of a 10 week
teaching project in Howletch Lane Primary School, where I led
weekly sessions with the 8 and 9 year olds.
From the first lesson, the students were intrigued by the number of
buttons on the instrument, and it took considerable concentration
for them to coordinate moving the bellows and pressing the buttons.
They loved the sound of the concertina, and were keen to perform
on their own for the rest of the group. Using a system of colour
coded notes, (the colour of the button corresponding to the musical
notation) the children learnt to play 5 pieces over the 10 sessions,
developing from 2 note pieces, to trickier tunes using 4 buttons (C,
B, A and G.)
During the final concert, students proudly presented and
demonstrated the instrument to their peers, their enthusiasm and
sense of achievement obvious. Children in the audience were
fascinated by the performance, and were brimming with questions
about the concertina, and the students’ experience of learning to
play it.
A particular highlight was a week when one girl came to the lesson
excited to tell me that her great-grandfather used to play the
concertina. She was thrilled to be continuing a family tradition.
This is the third time this project has run in the school, part of
Durham Music Service provision, funded and enabled by generous



Concertina World 462,             editor: Pauline de Snoo © 31-05-2015                                                6

ICA support. In 2012 I applied to the ICA committee for a grant to
purchase instruments to establish a primary school teaching project
to raise the profile of the concertina amongst children in County
Durham. With the funding from the ICA, and a few individual
donations, I was able to purchase 11 instruments to begin the
project. After a trial project in 2013, the school has bought the
project in addition to their traditional woodwind, brass and string
tuition for two successive years.
The project has not been without its challenges. The Scarlatti
instruments we use are cheap, but unfortunately have design faults,
the most problematic being buttons frequently sticking in when
pressed. This is frustrating for the pupils, it can waste time in
lessons, and requires time maintaining the instruments between
each session.
As a concertina player first and foremost, I was thrilled to see the
children’s enthusiasm for the concertina, their determination to
develop their skills, and the pride and ownership they took over the
instrument. When asked at the end of the performance, if they
would like to play the concertina, there was an almost unanimous
raising of hands among the audience…surely an encouraging sign.
Unfortunately, the lack of good quality, low priced instruments is a
barrier to mass take up of this kind. The Jackie, of course, provides
an ideal starting point for many players, at a lower price than older
instruments, but to purchase these on a larger scale for projects of
this kind would require much more substantial funding.
 I feel passionately that if we are to successfully encourage young
people to take up the concertina on a wider scale, we need a
playable, durable, low-cost instrument, in line with the entry level
models available for other instruments.
Judging by the buzz of post-concert excitement as they pack the
instruments away, there is no shortage of enthusiasm for the
concertina amongst these young people.
I would like to thank the ICA once again for their financial support
and encouragement which, in a climate of cuts to music education
funding, was essential in establishing this initiative.   <>

See speech bubbles in this magazine for children’s opinion on the
concertina and photos inside cover of Alex explaining her teaching
and the concertina used in the lessons PS
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INTERNET VIDEO JUKEBOX #4
Paul Walker

YOUTUBE is an Aladdin’s cave. At the click of a mouse, you can
take a trip round the world; also back to the world of b/w movies.

For Internet novices: Google   YouTube;  then type in the artiste’s
name opposite the icon that looks like a magnifying glass.

http://www.youtube.com/watch?v=pM9zjVq_ztU
A 20 min clip on the concertina in Bolivia - fascinating footage at 12
min of the ‘tina in a street carnival. (Thanks to Martin Henshaw)

Short film recording the making of a concertina, hand-crafted by
Anthony P James (2014)
https://www.youtube.com/watch?v=E4QHWas4G2I

Pauline de Snoo playing a Wheatstone mini concertina:
https://www.youtube.com/watch?v=4j3rKJOo4bQ

An orchestra comedy routine featuring the SHENG - Chinese
mouth-blown free reed instrument   and cousin of the concertina.
https://www.youtube.com/watch?v=WHJjW4BmKKc

The clown GROCK - son Grand Numero (1931) Le Français - playing
the concertina at 22 min.
https://www.youtube.com/watch?v=iZfKMcRwKMc

Irish Traditional Music, Irish Accordion and Concertina, Colm and
Kelly Gannon, Geantrai 2010 - super young ‘tina player in session
https://www.youtube.com/watch?v=ruv0OR4OAOs

Kate Bush - Rocket Man (Wogan) [is this Alistair Anderson on
concertina?!]
https://www.youtube.com/watch?v=rYSCHKmvcIY

Dave Johnson - Harry McQueens Set Tune – Australian [Dave was
recorded playing this on anglo-concertina at the Bush Traditions
Goulburn Gathering 2012].
https://www.youtube.com/watch?v=Jzl3ifZqh0A&list=PL
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1sxNfGXQ05jfeDmegCkN9TAFvyR3-xaV

Concertina - Martinho Seibel [Bandoneon?] - hypnotic dance music:
https://www.youtube.com/watch?v=-NoRqe3wMtc
<>

See page 5 for the article by Alex Wade and how children enjoyed
the concertina PS
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Interview with Robert Harbron
Paul Walker

[I met Robert minus his concertina, in the Southport
Wetherspoons, just before a performance of “Sam
Sweeney’s Fiddle: Made in the Great War”, which was
nearing the end of its acclaimed national run. We arranged the
email interview then. See the review of the CD of the show in
“Concertina World” no. 460.]

 PW: You are a multi-instrumentalist, Robert, but I understand the
concertina wasn’t your first instrument?

RH: No, I played several instruments
before I discovered the concertina –
piano briefly aged about 5, then
guitar and recorder at school, then
the violin / fiddle, which I wasn't that
keen on until I discovered folk music.
That led me to go to some of the
Folkworks workshops and courses
that were just getting going in the
north of England at the time, where I
saw Alistair Anderson playing.
Shortly afterwards, while I should
have been practising for a violin
exam, I investigated the intriguing
hexagonal box in my parents' dining
room which contained the Lachenal
English concertina that my great-
grandfather had played.  After that
the fiddle dropped by the wayside although I've returned to it in
recent years; I also had a brief but intensive phase of playing the
bassoon and got my Grade VIII.  These days the concertina is
definitely my first instrument but I do also play fiddle, guitar,
harmonium, banjo and so on.

 PW: I believe you did your degree in Commercial Music at a
university in London? Would you recommend this to young
musicians
rather than the folk music degree at Newcastle University?
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RH: The course in Newcastle didn't exist when I was looking at
University courses – in fact Alistair Anderson has been known to say
that it was me asking him about a University course in folk music in
England that nudged him to actually start setting that course up.
The Westminster course was great because it gave students training
in a wide range of useful skills for a professional musician –
composition, arrangement, studio skills, music law, how the music
business works, and lots more.  It was the studio facilities that I was
most interested in as I was already using as much studio and live
sound kit as I could get my hands on.  They gave students only the
briefest of training, leaving you to learn 'the real way' – by trial and
error, and by looking over the shoulder of people who knew more.

I'm glad the Newcastle course exists but I actually don't think it
would have been the right course for me even if it had existed then.
I've always been interested in finding my own style, my own sound
and my own niche in which to play and the Westminster course
really encouraged that.  Arguably the Newcastle course doesn't
place enough emphasis on students developing their own distinctive
sound, repertoire and style.

 PW: You seem to have opted for the life of band member as
opposed to seeking the limelight as a solo musician; is that a fair
comment?

RH: It was always collaboration and playing with other people that I
was most interested in – what solo work I have done has been more
by accident than by design.  My main interest is traditional music
and as a tune player it's pretty hard to make a convincing sound
playing solo.  I'm actually reaching the point now where I feel that I
do have enough technique and options to be able to convincingly
play solo and I might yet think about some sort of solo concertina
project but it's asking a lot of an audience!

I really love playing with other people though.  At the moment I'm
particularly enjoying being part of Leveret (my new band with Sam
Sweeney and Andy Cutting) – it's a really intense interaction
between the three of us, in which the listening is as important as
the playing if not more important, and it's that sort of music making
that really excites me.  And I really enjoy doing multi-
instrumentalist gigs where I have to stay on my toes – Jon Boden's
band The Remnant Kings was great fun, because I did so many
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different things in it – concertina, fiddle, guitar, banjo, backing
vocals, starting and stopping wax cylinders, improvising linking
music, and so on!

 PW: You’ve been involved in the “Full English” stage show and CD
–what are your thoughts about the EFDSS project as a whole?

RH: The Full English Digital Archive (to give it its full title – see
VWML.ORG) is a truly fantastic resource – virtually every page in
the Vaughan Williams Memorial Library has been digitised and put in
a database so you can search a comprehensive archive of what the
twelve or so principal collectors of English folk music notated around
a hundred years ago.  The thing that I love is that you see the
original document, including errors and crossings out – I think it's
really important that we remember that we have to interpret our
written sources rather than just take them as gospel.

I was also involved in an education project, working with a school in
Bristol on material from the archive that was local to them and that
was a great experience – the teenagers we worked with really got it
and did a great job of bringing the material we brought along to life.
And the live project has been a fantastic thing to be part of –
working with those great musicians and hearing how each singer
interprets the traditional material in their own way, not to mention
the great audiences we've had for it.

 PW: One for the technophobes: I was intrigued by the swan necked
microphones you were using to amplify the concertina in the
Southport show. Are they better than the usual contact mics?

RH: I think so, yes – to be honest, speaking as both a musician and
a sound engineer I can hardly think of a situation where a contact
mic is the ideal solution.  The mics I use are Audio Technica ATM-
350s – not particularly cheap but they capture the sound of the
instrument so well that I've sometimes even used them for
recording.  They're cardioid mics so they can cope with a reasonable
level on stage before they start to feed back (a lot of contact mics
are omnidirectional, so they're much more prone to feedback).
There is also a nearly identical mic under the brand name Superlux
(PRA-383) which is much cheaper and I'd urge anyone still using
bug mics to give those a try.
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 PW: I believe you were asked to write music for the RSC and got to
play concertina for their production of “A Winter’s Tale”? But were
not allowed to speak on stage! That rough Cumbrian accent I
suppose?

RH: I was the musical director of that production, and played the
concertina both on stage and off during the run in Stratford. The
composer was Jon Boden, who recommended me for the gig, and
then Tim Laycock took over from me as MD when it toured as I had
other commitments. I was more than happy not to speak, in fact
I'm not sure I'd have agreed to do the show if they'd offered me a
speaking part! It was great to see how the theatre world really
works at that level and great to do something that combined
working by ear and doing written arrangements – and the theatre in
Stratford is a really beautiful room to get to play in. The part of the
show I particularly enjoyed was the rehearsal and devising of it.
I got to work with the company all the way through that seven-week
process, exploring and experimenting with the play, and working
with the cast on songs and dances (we even got a clog dance in
there!).  That experience was very important when we came to
create the Made in the Great War show.

 PW: Confession time – I’ve been known to wander around shopping
precincts with flowers in my bowler hat, so I get really fed up with
the bad press that Morris dancing receives. It can be a very creative
and vibrant activity, I think, and British in the best sense. Have you
seen the Moulton lads’ side?

RH: I haven't seen them but there are some great sides out there.
I did quite a lot of work with Morris Offspring a few years ago,
where the aim was to find a way of putting Morris on the stage while
retaining the essence of it, and I've seen lots of other great stuff
over the years. I think it's often the case that the sneering comes
from the self-appointed arbiters of style in the media, while the
general public are much more open-minded. I do think, though, that
there are also sides doing it in a way which though enjoyable for
them isn't particularly compelling to the casual observer.  A big part
of that is the music which I think often lets even good sides down.
I'm not convinced that bigger is necessarily better when it comes to
dance music, whether it be for morris or ceilidhs.
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 PW: You have a very recognisable style on the English concertina
with your use of chords, I wonder did you ever think about taking
up the Duet concertina (which seems to have so much more
potential for bass and chords compliments accompaniments)?

RH: I only took up the English because that's the instrument that
was on hand...and in my early days of playing it, a chap in the
village copied me a couple of tapes of concertina playing that I
listened to a lot – the Morris On album, and the Noel Hill and Tony
Linnane album. So although I'd seen Alistair Anderson play before I
picked one up, the first concertina players I had chance to listen to
closely and repeatedly were both Anglo players, in two completely
different styles! I remember learning reels off the Noel Hill album
and incorporating the bellows changes I could hear him doing – and
I also learnt the Kimber-inspired Getting Upstairs that JK plays on
the Morris On album, fitting it on to the English and never thinking
for a moment that it shouldn't work on that instrument!

A few years later, someone did lend me a McCann but I couldn't
really find anything I could play on it that I couldn't do more easily
on the English – and when it came to playing single line melodies, it
felt really odd to be using just the right hand for so much of it. For
me the English is the perfect compromise between being able to
play fast and fluent single line melodies, and also build big chordal
pieces. Because the chords are spread out between both hands, I
think it's easier to balance them and not let the melody be drowned
out by a big fat chords in the left hand, as sometimes happens on
those really big duet instruments. And increasingly I'm playing in
every key the instrument has to offer, which again feels more
natural on the English than it seems to on other systems.

One thing that I think made the English the natural choice for me
was that the instruments I'd played before I took up the concertina
(guitar, recorder, violin) all involve the two hands working together.
I think for someone coming from the piano (or accordeon) where
the two hands play separate parts a duet system might seem like
the more intuitive instrument.

 PW: I was horrified to see a photo of you on some scaffolding
mending the roof at your cottage – tell me that you had those
golden fingers of yours insured for several million pounds?
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RH: I've been doing a lot of work on our house over the last few
years, and I did a lot of work on the narrowboat I lived on before
that too...I'm careful of my hands but not paranoid, and I actually
think that physical work and tool use – whether it's sawing,
splitting, sanding, repointing the house which I've just done, or a
host of other things – is really complementary to playing music.
They're the same muscles, and the process of finding a feel for a
process and relaxing in to it is very much the same as playing any
number of instruments. Muscles work better when they're relaxed,
whether you're holding a chisel or a plectrum, a hammer or a bow.

I did decide against going to play cricket with the village team when
we moved here, as the chances of breaking a finger seemed too
high! My hand-brain interface works extremely well for playing
music, and pretty well for tool use, but shockingly badly for
catching, throwing or anything where a ball is involved.

 PW: Seriously, it’s good to see that you aren’t too precious in your
life as a musician. Which activity do you enjoy most:  performing,
composing or producing music?

RH: I think the music making I enjoy most is a composite of all
three elements. If you're playing music that includes elements of
improvisation or interpretation then performance is also real-time
composition! Working up new repertoire with a band, where I get to
contribute creatively, is one of the things I particularly enjoy; I also
really enjoy production of other people's music but they are really
very similar processes in how they involve listening to and thinking
about music and the people who are making it. In general, I'd have
to say that I prefer almost any sort of music-making with other
people over working entirely by myself.

 PW: Tell me about the English Acoustic Collective Summer School
which you organise/lead. What kind of level would prospective
students have to be?

RH: The Summer School was originally set up by Chris Wood,
initially as a fiddle course and then for strings. I started teaching on
it with Chris when we were doing a lot of work together, so it
seemed natural to open it up to other instruments. Then when Chris
started doing a lot of songwriting and playing the guitar more, he
handed the course on to me and my partner Miranda Rutter to run.
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Although it is technically open to all instruments, it's still quite built
around the fiddle and the number of other instruments we take each
year is limited.

The point of the course is to help musicians – from all genres, but
especially traditional musicians – develop their own sound and style
and tell their own story through their music. Along the way we cover
various bits of technique, and look at the starting points of
composition, as well as a lot of making music in small groups. It's
open to a maximum of 17 students each year and there's an
application form that prospective students fill in. There's no strict
ability level but students need to be familiar enough with their
instrument to be comfortable experimenting, applying new
technique and learning new tunes (the course is run almost entirely
by ear) so it's really aimed more at fairly advanced players. Full
details of the course are at
www.englishacousticcollective.org.uk/summerschool.

PW: I was fascinated to read that you had recently spent a couple of
weeks working in India. What was it like collaborating with Indian
musicians? Were they familiar with the English concertina?

RH: Yes, I was part of a British Council project called Folk Nations in
2013.  Our project took place in Nagaland, in the far north-east of
India, which is quite far removed from 'the mainland' and the
musicians we were working with were from the different tribes of
that region, playing music that was very different from the Indian
Classical music that people might be familiar with. I don't think
anyone was familiar with the English concertina! It was a fascinating
project to be part of. I ended up making a four-note adaptation of a
morris jig to play with a player of a one-string fiddle (which he
called a Been). In the end, he lent me one of his instruments to play
it on and we ended up doing a duet of it, and it's not a bad tune
even though it only uses four notes!

 PW: Finally, what future projects have you got in the pipeline? I
know a little bit about the Leveret group  we’re planning to see
your concert at New Mills on December 12th.

RH: Leveret is a new trio I've formed with Sam Sweeney and Andy
Cutting.  We play instrumental music, mostly traditional and some
newly composed, and we've been digging a lot of old tunes out of
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manuscripts. There are no fixed arrangements – we listen and play
off each other, so it's proper music-making and a really exciting
band to be part of. We've just released our first album 'New
Anything' (which is the name of one of those old tunes), we're
touring in February, there are quite a few festivals coming in and
another tour being planned in October so it's all go for that band!
We're at www.leveretband.com if people want to find out more about
us.

I'm in the process of mixing a second duo CD with fantastic Anglo-
Swedish fiddle player Emma Reid, so we'll be doing some live gigs in
England and Sweden later in the year to promote that.  There's also
a tour in May with The Full English, which will be the final outing for
that project (at least in its current form). I'm teaching on the
Swaledale Squeeze, leading the English Acoustic Collective Summer
School and also teaching on the Folkworks Summer School
(concertina on both youth and adult courses), then later in the year
there's a short tour of Sam Sweeney's Made in the Great War show,
and another Leveret tour.

Along the way I'm trying to get more of my own tunes up onto my
website, with video and audio clips, and I'm thinking a bit about
getting some concertina teaching material on there too.  And the
studio in Wales where we recorded the Leveret CD was such a nice
room to play in that it actually got me thinking that maybe
recording some solo material isn't such a bad idea, so you never
know...

PW:  Thanks Robert  oh and I’m still hoping for that solo album one
day!    <>

PS: There will be a videoclip on the ICA Youtube channel with
Robert Harbron and in the music supplement (center pages) you
find some tunes selected by Rob  as used by him at the Swaledale
Squeeze May 2015.(PS) <>
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Temperaments Again
Johan de With

In CW 461 Geoff Wooff wrote (in my view) a splendid article about
alternative temperaments for concertinas (p. 34ff). As I myself own
two Lachenals in quarter-comma meantone temperament I can
really share his enthusiasm about the pure major thirds. Of course,
as he states, too: one cannot have everything, and there are
disadvantages. In what he calls ‘outer keys’ (like B major, F# major,
D♭ major) some badly sounding major thirds (in reality diminished
fourths) appear, indeed. Wooff deserves respect, I think, for
venturing to handle a so complicated matter in CW. It gives me the
courage to have a try at it, too.

What Wooff doesn’t mention is, however, that by reducing the fifth
by ¼ comma and thereby having a pure (‘just’) major third, you
have as a consequence a minor third which is ¼ comma too small,
too.
Minor triads, therefore, are doubly impure, having on their root a
too small fifth as well as a too small third. But this can be seen as a
lesser evil, because minor keys have, since the 19th century, more
and more been used for expressing sad and gloomy moods, anyway.
And it is probably one of the reasons why compositions from the
heyday of meantone temperament usually end with a major triad
(having the ‘Picardic’ major third), or with having no third at all in
the final chord.

Furthermore, on p. 35 Wooff says: “It is possible to achieve a set of
‘Perfect’ intervals if an instrument does not need to change key.”
This depends on what he means by ‘a set’; certainly he cannot
mean ‘a complete set’. The problem is that already in one key you
have to choose.
If you want to have the three main triads of a major key pure
(‘justly’ tuned), that is perfectly possible. In C major that would
mean a pure major triad on c, on f, and on g. But then there arises
a problem with the d. That tone cannot be perfectly in tune with g
and with a at the same time. To prove that one needs some
calculating with fractional numbers. (Readers who don’t like that
can, of course, skip the following section, and simply trust the
statement to be true.)

The tones that form the triads concerned can be computed as
follows: d as a pure perfect fifth on g, e as a pure major third on c, f
as a pure fourth on c, g a pure fifth on c, a a pure major third on f,
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b a pure major third on g. Now a perfect octave has the frequency
ratio of 2  :  1, a perfect fifth one of 3  :  2; and accordingly a
perfect fourth, as one octave minus a fifth, one of 2  :  1 divided by
3  :  2 (= multiplied by 2  :  3), that is   4 : 3. The e as a pure
major third on c has the ratio 5  :  4, a as a ditto on f (5  :  4 times
4  :  3, = 5  :  3) and b as third on g (5  :  4 times 3  :  2, = 15  :
8).
So far, so good. But when you consider the d (fifth on fifth on c, so
3  :  2 times 3  :  2, = 9  :  4, and then one octave lower: divide by
2), you get 9/8. As a is 5  :  3, the interval from d to a is 5  :  3
divided by 9  :  8 (that is, multiplied by 8  :  9), so 40  :  27. And
that is somewhat less than a ‘just’ perfect fifth (3  :  2). The exact
value of that difference is 3  :  2 divided by 40  :  27, that is 81/80.
This is the Syntonic Comma mentioned in Wooff’s article (p.36).
Now the ear can readily tolerate a fifth ¼ comma too small, but a
whole comma too small will not do. As the interval of a fifth is ruled
by the number 3, that of a third by 5, and no power of 3 will ever be
the same as a power of 5 (or of 2, for that matter), a really perfect
tuning (‘just intonation’) of all the triads in a major key cannot be
achieved.
In classical harmony chord ‘cadences’ (endings) usually consist of
Subdominant, followed by Dominant (Vth degree), followed by Tonic
(I). As the Subdominant is not always the chord on the IVth degree,
but very often that on the IInd (frequently in an inversion), one
could start with a d that is one comma low. Then the Subdominant
chord on II is pure. But to have, thereafter, a pure Dominant chord
on g (containing a d!), that g would need to be lowered by one
comma, too, and consequently also the following c in the final Tonic
chord.
Using the measuring unit of cents, as in Wooff’s article (p. 38), that
would mean that each really ‘justly’ tuned cadence I-II-V-I would
lower the tonic with slightly more than 21.5 cents. This phenomenon
is sometimes called a ‘comma pump’. Someone has calculated that
in an average Mozart opera there occur more than thirty such
cadences, which would mean that in ‘just’ temperament the pitch
you started with thereby would be lowered by almost a fifth (702
cents) in the end…
But of course, our usual musical instruments do (fortunately?) not
allow for such things, and accordingly do not permit a really just
intonation, even if one would stay in one key.
To burden Kipling with a musical/mathematical persiflage: ‘Oh, 3 is
3 and 5 is 5, and never the twain shall meet.’ And the same applies
to 2, too. <>
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Music Supplement:

Happy playing! Some notes to the tunes on the next pages
Rob Harbron
www.robertharbron.com

With the exception of my composition Cossack Square, all the tunes
here are dance tunes that I've taken from manuscripts or tune
books. I didn't learn any of them by ear which means that I haven't
had the benefit of hearing the huge amount of stylistic detail that a
good player would put into tunes like these; instead I've done my
best to synthesise that process, in order to get these tunes off the
page and back into the aural tradition.

It's worth remembering that this notation was never intended as
anything other than an aide memoir: unlike classical music where
the written notation will contain all the performance direction
necessary to perform the piece completely (tempo, dynamic,
phrasing, articulation, etc), these tunes are written down in a form
that presumes that the reader will know how they should be played.
So we should feel free to work the tunes into our established playing
styles or to experiment with different aspects of the tune in order to
come up with something that works for us.

It's easy to get drawn in to adding ornamentation and extra
harmony but it's the more fundamental elements of tempo, rhythm
and swing (which taken together I'd usually call 'feel') which we
need to work on first, and we can use other tunes in our repertoire
as templates for this process. For example, with the two 4/4
hornpipes (Stoney Steps and Calgarth) we need to decide if we want
them to be played straight or dotted (swung) - it's usual for tunes
which are normally played dotted (eg Harvest Home)  to be written
straight so the manuscript can never be taken too literally. I tend to
play both these tunes straight rather than dotted, so they end up
feeling like tunes I'd play for dances where people do a rant step
(eg Morpeth Rant, although I'd probably play them a bit slower than
that tune is often played).

To me the two 3/2 hornpipes feel quite different to each other.
Camberwell seems quite sparse and stately (on my new CD with
Emma Reid we've paired it with a Swedish polska and they're a
great match for each other); the notes to think about are the
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minims which need to need to convey the underlying rhythm rather
than stopping it. Butcher's Hornpipe (also on the new cd with Emma
Reid) feels a bit more swaggery and perhaps there should be a hint
of swing in the quavers. The tempos are probably quite similar,
though, and in fact I'd play them at the same speed crotchet for
crotchet as Stoney Steps.
The jig and slip jig from the William Winter MS (a fiddle player from
Somerset) are both in the original key of Bb and it's interesting how
many of the tunes in his tunebook are in the flat keys which tend
not to be popular among modern folk musicians. They might feel
unfamiliar at first, but on the English system they work very well
and sound lovely - and the fingering is often easier because in using
notes on all four rows we can make more use of the third finger and
it can feel as though there's more space on the fingerboard
(compared to playing the same tune in C or G). The important thing
here is lightness and space: I would never let the notes get even
close to overlapping. Rather than black notes on a white page,
imagine the notes being cut out of a sheet of black card which is
held up to the light. That's closer to how I think they should sound!

My tune Cossack Square is a sort of amalgamation of a jig and a
slip jig and it's quite fun applying a familiar feel to an unfamiliar
meter. Again, the important thing here is lightness and space, and
as with many tunes the challenging thing is often to get the feel
right but keep the tempo steady and not let the tune run away with
you.   The most important thing with all the tunes is to make sure
you've made yourself at home with them and found the way to play
them that suits your style - so have fun with them, and when you've
finished, go looking for more! There are hundreds if not thousands
of tune in the English tradition which have fallen out of common
circulation but which are freely available in published tunebooks or
in manuscripts which can be found online, so please have a go at
finding some.

Camberwell and Butcher's hornpipe is recorded on Flock and Fly by
Rob Harbron and Emma Reid (available soon from
www.robertharbron.com)
Cossack Square is recorded on New Anything by Leveret (available
from www.rootbeatrecords.com)
Mother Goose and No Song No Supper are recorded on English
International (from www.rootsrecordsonline.co.uk)
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Waltzing Matilda once more:

Following up from the music supplement in CW 461 an arrangement
by David Cornell of Waltzing Matilda. There will be a sound file to
listen to this tune played by Leslie Henniker on the ICA website
www.concertina.org. PS
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An ‘Alto’ concertina
Johan de With

In CW 461 I wrote something about the enigmatic name ‘alto con-
certina’, found in the Russian writings of Al’fred Mirek and in Hector
Berlioz’s ‘Grand traité d’instrumentation’; and, rather amazingly,
also (but only one time) in one of the Wheatstone ledgers (nr.
32325). My last sentence was: “Has anybody ever encountered oth-
er ‘Alto’ English concertinas?”
I was pleasurably surprised when Martin Henshaw mailed me that
he had received a response.
Not from someone who knew other ‘altos’, but from the present
owner of nr. 32325: Mike Acott!
Mike sent me a mail with some photos and a sketch of the keyboard
layout.

I had assumed that an ‘Alto’ must have a compass lying between
that of a Tenor and that of a Treble. That proved to be true, al-
though in a manner not quite as simple as I had thought. But
Charles Wheatstone’s principles were there:

- In the English system the naturals lie in the two middle rows;
that can be seen as being in the key of C major.

- Next to each natural lies the ‘most probable’ alteration of
that same note, so, next to g a g sharp, not g flat, next to a
an a flat, not a sharp. (‘Most probable’ meaning: needed in
keys not too distant from C major.)

Thus, when an instrument is mentioned as ‘in E♭’, that would mean
that the two middle rows could only have the notes of the scale of E
flat, so: e♭, f, g, a♭, b♭, c and d. That turned out, indeed, to be the
case. But what are the ‘most probable’ alterations of those notes?

My approach to find that out was: take a Tenor (to be seen as being
in the key of C major) and transpose that a minor third up. That
means: in a Tenor next to a lies a flat, and when you put both of
them a minor third up, they become a c and a c flat. Uncommon as
that last name may sound, it is the only way to see the inherent
logic, as Wheatstone must have meant it to be. There is also a b,
but, of course, as an alteration of the b♭ in the inner row, next to it:
a transposition of the g# in the Tenor. As the instrument was made
in 1930 there is no difference in pitch between c♭ and b any more,
and the same applies to g♭ and f#.
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But the lowest note was not, as I had expected, an e♭ (as would
have been logical, as a transposition of the c of the Tenor). Instead
of that, this Alto has two notes more, lower than the e♭: a d and a
d♭. That means, that the instrument’s compass in the low region is
only a semitone higher than that of the tenor!
The makers, by the way, seem to have used a slightly different ap-
proach: not raising a Tenor by a minor third, but lowering a Treble
by a major sixth. That amounts to the same notes, only left and
right hand interchanged. Therefore the e♭ below middle c is on the left
side, not on the right.
Thus, the layout of this Alto is:

I am very grateful to Mike for his quick answer to my question.
When this is, indeed, the only Alto the Wheatstone firm ever made,
he clearly owns a unique concertina! <>
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Dead Men Talking
Warren Fahey

Australian cultural historian and English concertina player, Warren
Fahey, is currently in a stage play titled ‘Dead Men Talking’. The
play finds Australia’s two colonial literary bards, Henry Lawson and
A. B. ‘Banjo’ Paterson, in the Leviticus Bar & Grill, Heaven’s Gate,
where they discuss their literary legacies and sing, recite and play
music. Fahey plays ‘Banjo’ Paterson, best-known for his ‘galloping
rhymes’ and Australia’s unofficial national anthem ‘Waltzing Matilda’.
Henry Lawson, often referred to as Australia’s Mark Twain, is played
by veteran actor Max Cullen, best known for his roles in ‘Great
Gatsby’, ‘X-Men’ and ‘My Brilliant Career’. In the beginning of the
musical Lawson questions ‘Banjo’ about having a ‘constant squeezer'
instead of a celestial harp - ‘Banjo’ explains how he much-prefers
the concertina and plays a few tunes to ‘shake the angels up a bit’.
He also uses the instrument to accompany some of his songs such
as ’The Bushman’s Song’, ‘Freedom on the Wallaby’ and The
Billygoat Overland’. The musical has been extremely well-received
and will be touring for the next twelve months. Warren plays a 1905
Lachenal Edeophone. Rouseabout Records has released a CD of
some of the songs and poems from the show.

Fahey told Concertina News that "both Lawson and Paterson played
a vital role in Australian history. Around the end of the 19th and
beginning of the 20th century, coinciding with Australia’s Federation,
the country experienced a dramatic population shift whereby within
the space of a decade the population balance shifted from the rural
or ‘bush’ to the coasts and cities. The old pastoral industries like
cattle and sheep farming gave way to commerce and
manufacturing. These city-dwellers still needed to connect to the
bush and the two poets and storytellers wrote about the old ways
and old days in a way that people felt reassured". Lawson’s short
stories in ‘While The Billy Boils’ and his hundreds of poems showed a
darker side of bush life and Paterson, a more romantic and lighter
side. Humour played a role in both men’s work. The concertina
appears occasionally, especially in Lawson who, in one very
memorable story, explains how the instrument was used as a
football! In another he tells how the instrument was used to scare
away snakes. Lest readers think the popularity of the concertina was
limited to the bush Fahey explains that the instrument had a long
and successful history in the colonial cities. The instrument was
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favoured by the ‘larrikin’ youths - the Australian equivalent of ‘street
hoods’ - who played the instrument to accompany impromptu
dancing, particular polkas.

There is a www at
http://www.warrenfahey.com/performance/dead-men-
talking-stage-play/ and a Facebook page at
https://www.facebook.com/deadmentalkingshow   <>

                                   Henry Lawson>

                                          <“Banjo”Paterson
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Playing at a Music Festival
John Adey

The Taunton Festival of Music, like many others up and down the
United Kingdom, is an event where individuals and groups  perform
a small programme on their chosen instrument before an
adjudicator. This might be a solo performance – with or without
accompanist, or as part of a duet or band. There are classes for all
sorts of instruments, strings, woodwind, brass as well as voice. After
your performance the adjudicator gives feedback and awards a
rating on how well you’ve performed. If there is more than one
entrant in each class and section then the entrants might also be
rated as to which is the best.

In 2013, the organisers of the Taunton Festival were persuaded to
accept entries from free reed instrument players and a group of us
from the WCCP duly performed. There was the band, J25 led by
Claire Wren, as the only entrants in the band class, whilst my friend
Colin Sleath and I entered the duet class along with another duet
from Bristol, Angela Hammond and Annie Snow. We were all well
received by the adjudicator and the band were awarded a cup whilst
Colin and I were given distinctions and medals as winners of the
duet section.

The adjudicator on that occasion was very gentle and had clearly
learned to give his feedback in a way that was encouraging and
positive whilst, at the same time, honest in that he did not shy away
from pointing out our weaknesses and areas that we could improve
upon, but it was all done in a very gentle manner.

So, there we, Colin and I, were again on February 3 of this year,
waiting to go on to the stage in this year’s festival. I was wondering
why on earth we’d decided to do this again and swearing that this
would be the last time! That was despite the fact that this year we
were the only entrants and so there was no element of competition.

We had eight minutes to impress the adjudicator and chose our own
arrangement of a couple of Alistair Anderson tunes, 'The Road to the
North' from the 'Steel Skies' suite which involved, in our
arrangement, a change of instruments from treble to baritone and a
change of rhythm from straight common time to a dotted rhythm on
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the repeat. The second piece was 'Windy Gyle', which many will
know from the 'Syncopace' CD. For the benefit of those unfamiliar
with it, this latter tune has an interesting structure, consisting of a
slow air in 6/8 time and a slip jig in 9/8. The tricky part is playing
the two tunes at the same time, fitting two bars of the slip jig into
the same time as one bar of the air, yet still, hopefully, finishing
together! Well, we managed it and had a very positive adjudication
as well as being awarded a distinction and coming home with a
medal each. We were just pleased to have survived and performed
it reasonably competently having aimed at mastering it for some
time.

Colin also played in the solo class, again the only entrant. He played
a Handel recorder piece and was superbly accompanied on piano by
the same Angela Hammond who had played her concertina as part
of a duet in the last festival. Colin was again awarded a distinction
and medal. The other free-reeders performing were J25 band, which
again included Colin. They performed superbly and were given yet
another distinction.

Despite my misgivings before performing, on the way home I found
myself wondering what we might put together for next year’s event.
The anxiety I experience in performing is not something I enjoy. I
tend to play just for myself most of the time so I avoid all that,
along with the accompanying tremor that leads to what Colin calls
an 'unrehearsed vibrato'  But, despite all that, performing in this
sort of event does focus one's attention on a short piece of music
and I found myself analysing the music in a way that I don't do
normally, taking each bar apart and thinking about the structure
and, as a consequence, seeing new subtleties and nuances that I'd
not noticed before.

Which brings me to the purpose of posting this contribution. I
recommend this sort of event to you. If there is a music festival in
your area, with classes for different instruments, I suggest you try
to persuade the organisers to open a free reed section (ours came
under the 'wind instrument’ class in the programme). It's a great
way of raising the profile of the instrument - neither the organisers
of this event nor the adjudicator knew before what a versatile
instrument the concertina can be and we were showered with warm
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appreciation of the music we played and our introducing them to
some of its capabilities.

If you're within reach of Somerset then you might think of entering
this event next year. Keep an eye on the website for dates:
http://www.tauntonfestival.org.uk/events/music-festival/
<>

HAWKWOOD CONCERTINA BAND  -  Marches on...

[Conversations collated by PW 30.1.15]

Jenny Cox, founder and supremo of Hawkwood Concertina
Band gives Christine Bagnall, Rosemary Kavanagh and Paul
Walker (all new to the Band Weekend in 2015) a behind-the-
scenes tour, and discusses problems and prospects for the
band. Steve Ellis, conductor, also joins in. (These
conversations started during the weekend and continued in
cyber-space.)

JC: This morning I suddenly thought that a “what was HWD like for
me, warts and all” from you could make a different-style  short
article which would be a good read.     N.B. I do ***Not*** want a
lot of guff!

CB: I still haven't stopped smiling, (it was that enjoyable), or
humming the tunes.  There was a lot of support and encouragement
around. I was asked by different people at regular intervals how was
I doing and how was I finding things.   There was a lot of good food
around as well – frequently!

RK: I was so impressed with everything: the preparation before, the
lovely welcome into the group and the amazing music.  Like
Christine – still smiling!
PW: What’s the history of the Hawkwood Concertina Band Jenny?

JC: The prime force in early days (1988,89 and on) was Dave
Townsend bringing and  leading new concertina band arrangements
to West Country Concertina Players’ residential weekends at
Halsway Manor, then his Concertinas at Witney starting 1991 always
including band, then his separate Concertina Band Witney w’end in
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1996, 97, 98, 99.  This led to me setting up HWD as a separate
residential band weekend in 2000, with Dave leading. I invited
Steve Ellis to come and conduct in 2002 (n.b. Dave Townsend was
still prominent at Hawkwood in 2015, as a tutor, band member,
leading sessions and his wonderful new band piece "Battle of the
Somme").

JC: You’ve all said you enjoyed this year’s choice of music; any
suggestions for future addition to the band repertoire?

CB: There is music (that I'm sure they've already had a go at), that
would be fantastic to hear in future - a tango, for instance. If the
band can sound like bagpipes, then I'm sure it can sound like a
bandoneon. Or a concerto (like Haydn's Trumpet Concerto, for
example), with 2 or 3 players on the solo line?

RK: I loved the choice of music – a varied repertoire with degrees of
challenge.

JC: So- “warts and all”- any criticism, Paul?

PW: Well I’ll preface this by saying this Hawkwood weekend has
been a little bit wonderful Jenny. But if I can play the “Devil’s
Advocate”: because attendance here is by invite only- how do you
respond to the criticism that HCB is elitist?

JC: Irrelevant really- there are good “introducing-C. Band”
opportunities with WCCP, Swaledale, Concertinas at Witney,
Banding Together, some Folk Festivals and  local groups across the
country. HWD is for intermediate +++ folk with experience of being
conducted. And the invitation list is open to new people: when
booking starts I reserve two places for them.

RK: I’m hoping I can come back and have a better stab at the
Messiah Overture – my only disappointment of the weekend was
that I could find no “anchors” in the T3 part – I knew the notes but
couldn’t fit in.  I like the music to be a challenge – that’s how we
improve.

CB: Thinking of the future of concertina bands, I know you (Paul)
mentioned your concern about the “post-retirement age of many of
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the attendees”, but the other thing that I always notice (at West
Midlands Concertinas and at Swaledale) and noticed at Hawkwood is
the fact that away from the formal sessions, the 'default setting' for
concertinas in informal sessions is folk music, by and large.
PW: True Christine, (and by the way I’m one of those “post-
retirement age attendees”!) although I’m not sure whether this is
due to lack of confidence of individual players or the attraction of
the red wine and nibbles…

RK: Though it is possible that the “comfortable” age of the average
player is an attraction too.  Too much effort to attract younger
people could completely over take the style of the activity.

CB: There must be many people (concertina players among them)
who only encounter  concertinas playing one-at-a-time and from a
certain repertoire and who couldn't imagine 40 players working on
Handel or a piece of Early Music. Some of this may be due to the
gap that seems to exist between those who largely play by ear and
whose sight-reading is not so strong (if they read music at all), and
those whose reaction to having the music taken away is to be
unable to play at all (I'm in the latter category) - and there are
obviously shades in between.

RK: I turned up at Kilve a few years ago without having considered
Concertina Band – I was overwhelmed and still am! There are plenty
of folk sessions for the people who play by ear.

SE: I feel privileged to have become involved with this group and it
is very satisfying to hear a year-on-year improvement in all aspects
of the band playing. There is no doubt that this is due to many loyal
members returning, having improved their playing and sight reading
by practice away from Hawkwood.

PW: Steve, I’ve played in local bands (folk, ceilidh, rock) most of my
life and I’ve had some incredibly exciting and nerve-racking
moments playing before live audiences. Is that missing from the
Hawkwood set-up…?

RK: I hope not!  I love the feeling that it’s producing music as a
personal experience not as a production for performance.

SE: We have tried to generate an atmosphere of live performance
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on the Sunday afternoon play-through of pieces, but it is artificial. It
would be great to be able to take the group to a local hall to ensure
what we have achieved in the weekend. The reality is that logistics
make this very difficult and there is no guarantee of having an
audience to play to.

PW: …But I also think that excitement keeps you striving to attain
higher standards…

SE: Live performance is not for everyone of course, but we do
manage complete performances of each piece worked on, and there
are always one or two of these run-throughs that become a
highlight of the weekend.

CB: The concertina has a future, I would have thought, as a folk
instrument but I fear it might always struggle to re- establish itself
as a band instrument.

JC: Keep playing. And thinking of ways of encouraging other people
to take up the concertina, for all the good reasons we know. Tell
them that playing in bands from written music is fun, challenging,
and very worthwhile. Remember we are a continuing tradition from
the late 19th-century Concertina Bands which paralleled brass bands
and had competitions like them.

RK: I so agree. It has been a recognised band instrument in the
past, though I think the (high) costs of the decent instruments is
more likely to be a barrier now.

SE: I think it (the concertina) has re-established itself - look at the
number of groups that are now meeting regularly, as well as the
various workshops mentioned. It may not be accepted into
mainstream music (neither are brass bands) but it is important to
show what is possible to the relatively few that enjoy the
instrument; so much has been achieved by Jenny that others are
picking up the baton (pun intended) and will move the genre
forward.

PW: Jenny, you mentioned there’s a tension at some concertina
weekends between on the one hand it being a convivial get-together
of folk who share a love of concertinas, and on the other a
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necessary hard slog to play difficult pieces of music. What about at
Hawkwood?

JC:  Both achieved:  Steve was very impressed at our discipline and
effort in rehearsing 7 pieces Sunday morning. Yes, some of it was
distinctly tricky. And fast. Yes, I would have liked more time with
some of the items. However, it’s by challenging ourselves under
expert leadership that our skills, perceptions and music-making
improve.   The Hawkwood Band sound has improved, year after
year, much of that due to expert tuition and insistence that we can
play better, and us going home and working to do so.

RK: Whatever the tensions, I would say it was pretty well perfect.. I
liked the hard concentration and focus balanced with a lovely
atmosphere.

PW: Jenny it’s been obvious, as you’ve shown us round, the massive
amount of organisation that goes into running the Hawkwood
Concertina Band weekend. Traditionally it’s fallen on your shoulders
(and stalwart spouse, Peter) - have you any plans to delegate this,
perhaps find new leaders,  so that the band would continue to grow
in the event of you being unable to carry on with that responsibility?

JC: I’ve been thinking about this for some time. People help, many
provide support through the weekend. A new "supremo" might well
take a new approach. Fine. I could be part of the band as a mere
player.

PW: That last comment Jenny, should give people a lot to think
about.

JC: Meanwhile Hawkwood Concertina Band is booked into
Hawkwood office for 29 - 30 - 31 January 2016 and we are looking
forward to it.

CB: So back to the real world: I returned home minus my
concertina, but this was on purpose as it’s gone north with Dave
Elliott to have work on its valves. Hopefully this will stop the
increasingly frequent occasions when a random note starts to sound
like a cat in distress on either the pull  or the push.
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RK: Through the contact sent out in preparation for Hawkwood, my
concertina was cured of an annoying sticky key by Dave E the week
before. He’s a real star too!

JC: Someone asked about the aim of Hawkwood: that’s simple; us
all playing together as Hawkwood Concertina Band, under the baton
of a fine conductor, which is the core point of the event. You’ll have
realised it’s not a rest-cure!  <>

Email to the Editor by Steve Taggart

Hello Pauline,

May I be permitted to comment on the super article by Paul Walker
on the subject of playing jazz on the concertina, and his interview
with Johan Verbeek?

It has always puzzled me as to why our instrument seems never to
have been taken up by the jazz musicians of the past, especially as
the height of the concertina's popularity and the so-called "Jazz-
age" occurred very nearly simultaneously.

Paul mentions the "Real Book" as an ideal source of sheet music
(which it is), though there has been quite a lot of controversy over
the publisher's claims that all the original mistakes have been
corrected (which they haven't) and there is also dismay that many
favourite tunes have been omitted from the "legal" edition.

An excellent website from whence many of these missing tunes can
be printed off, for free, is:-
http://www.guitarcats.com/realbook-jazz-standards/A

Johan's suggestion to use jazz tunes that are already in your head,
and to pitch them in keys with which you are familiar, is good
advice. He mentions standards like "Autumn Leaves", and may I add
here that the arrangement by Fred Read, available from the ICA
library, is an excellent start.  Other good tunes to try include
"St  James Infirmary", "Brother can you spare a dime?" "April
Showers", "Summertime", and even folk tunes like "Orkney Rope
Waltz" can develop into great "bluesey" arrangements.
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"Note Bending" is also touched on, and here may I suggest trying
that old war-horse "Careless Love" and, as Johan advises, putting it
into the familiar key of G.  The first note in Bar 1 is then Bnat. and it
makes a nice effect to slide up to it from the Bb below, "blues-harp"
style.

Other bits of advice that I have picked up along the way, and from
people far wiser than me, but which might be useful for those
contemplating trying a jazz style include:-
"You don't have to harmonise every note". Frank Butler
"A little harmony goes a long way on the concertina". David Cornell
"If you play a treble.......get an F key down there instead of the low
[duplicate] Ab". Louis Killen
This is really useful in the jazz keys of Bb, F, C etc. and also helps
with a nice full chord of G7.
"Buskers' books are the best place to find tunes". Peter Mattingley,
Jeffries duet, Grantham.

I should qualify this last suggestion by saying that, although making
your own full arrangements is immensely satisfying, it does all take
time. If you can learn your chords and how they are constructed,
and learn to play from "lead sheets" you might go some way to
saving a small forest in computer printer paper!

The book "Jazzology" by Rawlins and Bahha (pub. Hal Leonard
again) can be a great help in understanding the basics of jazz
harmony.

In the concertina we have the ideal instrument for playing jazz
solos, and somebody once said "With any concertina you have a
band in your hands, if only you can develop the ability to get it out".
Well, in spite of all that, if we still like the idea of playing with a full
backing group, we can always try "Learn Jazz Standards" on
Youtube!
https://www.youtube.com/watch?v=3sLsATLj_iE

May I say in closing that CW 461 is yet another great issue and, to
cap it all, we also get an interview with that inspirational player of
jazz standards on the English concertina, Randy Stein!
What more can one ask?
Regards,
Steve          <>



Concertina World 462,             editor: Pauline de Snoo © 31-05-2015                                                32

Email to the Editor from Jill Townsend
Melodeons and More Workshop

Hello Pauline

Well, my big news is
that I went to the
Melodeons and More
workshops at the
weekend and had a
great time. Our
tutors sent us four
tunes with sheet
music and on a CD a
few weeks before the
event, so we had
plenty of time to practice which was such a help. We worked on the
tunes in our workshops and then 'showcased' what we had learnt in
front of everyone (about 150 people) at the end of the day! The
photos are of me with one of my workshop groups.

The tutors were Keith Kendrick and Sylvia Needham, both excellent
players and singers. If you are interested in their website, here it is
http://www.keithkendrick.com/sylvia.htm

Your idea of a neck strap has been a huge help to me (see photo!)
and I have also used your tutor book to successfully take my
concertina apart and remove a bit of dust that was causing a
problem. Terrifying but 100% successful!

I am loving my concertina. Thank you for your tutor book and
emails.

Kind regards
Jill

PS
A little bit of background about the neck strap ... I have some back
problems (like so many other people) and gave up playing my guitar
many years ago because it made it so much worse. I had resigned
myself to listening to music rather than playing until I retired. Then
someone I met suggested that I play the tenor recorder in a small
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group that enjoyed playing folk dance music. That set me off on the
traditional English music trail and eventually I saw someone playing
a concertina.

Aha! I thought. I could play that without affecting my back.
However, when I bought one, I realised that resting it on one knee
still involved some twisting and bending, so your advice about a
neck strap was perfect for me.

To make mine, I cut some small strips of thin leather to make loops
which I attached with the strap 'screws'. Then I bought two sets of
'D' rings from a haberdashery shop, normally used to make belts.

Then all I needed was some thick elastic. Perfect. <>

Button Box is selling a neckstrap but it seems the explanation
includes drilling a hole in the concertina which I would only advise
for people with good technical skills: (PS)
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Geoffrey Alan Thorp
2nd October 1935 – 16th March 2015

Martin Henshaw

It is with great sadness that the Chiltinas announce the passing of
founder Geoff Thorp whilst on holiday with Carol and their Spanish
Language Group in Spain.
A memorial service was held on 9th April in Maulden Parish Church
in which the Chiltinas played two of his favourite tunes Ashokan
Farewell and All in a Garden Green. After the service there were
refreshments at the White Hart public house where the Chiltinas
played some more tunes that we regularly played together.

Geoff founded the Chiltinas on 23rd February 1997 and the first
meetings were held at his house.  After a while the membership
grew to such an extent that a larger room was needed and the
venue moved to Maulden Church Hall.

Geoff was well known in the UK concertina world for running the
Friday and Saturday night sessions at Kilve and Swaledale where he
turned chaos into order and gently cajoled people into playing a
tune, singing a song or reciting a poem.

We usually drove to these events together, Geoff telling hilarious
stories and me trying to keep control of the car, singing and putting
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the world to rights. We would stop en route at a pub selected by
Geoff from the CAMRA guide for lunch and a pint of “Good Ale”.

Geoff was born in Sale, Cheshire and survived polio in his early
years. He left school at 14 to work as a lab technician at ICI. He
married Mavis in 1956 and had a son Howard.  At about this time he
and his family moved to Middleton 5 miles north of Manchester.

Geoff continued his education at night school studying chemical
engineering. After completing his studies he worked at Clayton
Aniline a dye manufacturer which later was taken over by Ciba
Geigy. Sadly Mavis died aged 50 and not long after he was made
redundant. He then found himself a job at ABB in Bedfordshire. He
initially lived in Shillington but after he met and married Carol they
moved to Maulden.

Geoff had a fine singing voice and sang mostly unaccompanied folk
songs. He also loved jazz and played the cornet, guitar and
melodeon as well as concertina. Other interests were walking in the
hills, cycling, gardening, photography, bee keeping, French and
Spanish. He loved real ale and good wine. He had his own grape
vines in France, the grapes of which went to make his own branded
wine. He kept ducks, hens, geese and bees at the bottom of his
garden. He was also active in politics having been a trade union
representative and a Labour Party member.

He was married to Mavis for 27 years and then to Carol also for 27
years.

Geoff was always good company and there was always laughter in
his presence.

Geoff influenced many lives and will be missed by all who knew him.
<>
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Programme West Country Concertina Players

Sun 5th July 2015
11:00am - 5:00pm Ruishton Village Hall
Concertina Day Workshop
Committee Meeting

Mon 3rd Aug to Fri 7th Aug 2015
SIDMOUTH FOLK FESTIVAL
Concertina Morning Workshops

Sun 6th Sept 2015
11:00am - 5:00pm Ruishton Village Hall
Concertina Day Workshop
ANNUAL GENERAL MEETING

Fri 23rd Oct. to Sun 25th Oct. 2015
Kilve Residential Weekend for beginners and post beginners

Sun 1st November 2015
11:00am - 5:00pm Ruishton Village Hall
Concertina Day Workshop
Committee meeting

Sun 3rd January 2016
11:00am - 5:00pm Ruishton Village Hall
Concertina Day Workshop
New Year Party!

Sun 7th February 2016
11:00am - 5:00pm Ruishton Village Hall
Concertina Day Workshop
Committee Meeting

http://thewccp.org/





List of upcoming events:

7 June 2015
SqueezEast  in Stamford

www.lomil.co.uk

19 – 21 June 2015
BANDING TOGETHER  @ SEALE-HAYNE

estrvenn@esthervenn.plus.com

4 - 12 July 2015
43rd Willie Clancy Summer School,
Miltown Malby, Co. Clare, Ireland

www.scoilsamhraidhwillieclancy.com

3 - 7 August 2015
SIDMOUTH FOLK FESTIVAL

Concertina Morning Workshops

25 - 27 September 2015
Concertinas at Witney

Dave Townsend 01865 714778
dtmellstock@aol.com

23 - 25 October 2015
West Country Concertina Players

 Kilve Residential Weekend
for beginners and post beginners

http://thewccp.org/

6 - 8 November 2015
Button Boxes and Moorthies,

Aberdeen, Scotland
www.buttonboxesandmoothies.com

 www.concertina.org


