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Dutch Daly: 

Comedy and Concertinas 

on the Variety Stage1

RANDALL C. MERRIS 

The mayor of the town talks, in his public addresses, a lingo that would make the  
fortune of a vaudeville comedian of the Dutch Daly stripe . . 

Iseult Kuhk, ‘Behind the Scenes in St. Louis’, 
The Iconoclast, 10 (1897), 81 

And there’s Dutch Daly! 

I have never been quite able to understand why Dutch Daly 

is not made more of. He has a charm that is absolutely unique; and his 

story-telling is more delightful because of his musical art, that captivates and enchants.     
Penny Illustrated Paper, 18 February 1911

Introduction:  William ‘Dutch’ Daly (1848-1924) was a popular comedian and 
concertinist throughout the golden age of the variety stage.2  His career coincided with 
the development and evolution of variety entertainment on both sides of the Atlantic, 
and his comic and musical talents took him from American minstrelsy, burlesque, and 
vaudeville back to the music hall in his native Great Britain.  A pioneer of German-
dialect comedy, which grew into an immensely 
popular brand of variety-stage humor,3 Dutch 
paired his comedy monologues with performances 
of popular music and novelty imitations on the 
concertina, which, though  sometimes mentioned in 
variety reviews, were overshadowed by his 
celebrity as a ‘funny man’.  Yet with the passing of 
time and the variety-stage era, Dutch was largely 
forgotten, both as a concertinist and as a comedian. 
 

Dutch’s popularity in the 1890s is 
documented by an indisputable symbol of success—
a Dutch Daly caricature by Max Beerbohm,4 famous 
for his witty portraits of writers, actors, politicians, 
and other British notables.  Beerbohm’s caricature 
of Dutch with concertina in hand appeared in a 
December 1894 issue of Pick-Me-Up, a popular 
magazine of the day (see Fig. 1).  

As a recording artist, Dutch’s wax cylinders 
and 78-rpm records— both of his concertina playing 
and comedy monologues—belonged to the first 
generation of musical and spoken-word recordings 
(a list of his recordings appears in Appendix I), 
while his prominence was bolstered by the relative 
novelty of a concertinist in vaudeville and music hall 
(Appendix II presents biographical sketches of his 
concertina-playing contemporaries).  Finally, in a 

Fig. 1. Max Beerbohm’s caricature of Dutch Daly 
in the magazine Pick-Me-Up (29 December 1894). 



Page 2 PICA, 4 (2007)

career that spanned more than four decades, Dutch appeared on programs with 
many famous or soon-to-be-famous artists whose talents ranged from comedy, 
singing, dancing, and acting to juggling and tightrope artistry.  It was not for nothing 
that Dutch’s milieu was called the ‘variety’ stage.

Beginnings:  William James ‘Dutch’ Daly was born on 4 November 1848 in St. 
Helier, Jersey, Channel Islands. His parents were William James Daly (c. 1824-1907) 
and Jemima L. Daly (born Tarvis, c. 1818). The 1861 British census shows that 
Dutch, age twelve, had left school and was working as a plasterer, also the 
occupation of his parents, who had moved from St. Helier to Chelsea, London. Soon 
thereafter, Dutch went off to sea and, after a single voyage, made his way to India, 
where he worked as an ‘engineer’.5  By the time of the 1871 census, Dutch’s parents 
also had left the plasterer’s trade.6 

In the late 1860s, Dutch returned to England before setting off on his first 
voyage to the United States.7  In 1870, he married Catherine ‘Blanche’ Moncrieff 
(born 1853 in Canada), a music-hall actress, and by 1881 (according to the census 
of that year), they had taken up residence in Brighton.  And though American 
theatre patrons often assumed—given his associations with American theatre 
companies and his extensive tours in the United States—that Dutch was a U.S. 
national, he remained a lifelong British subject despite his frequent residencies 
overseas.8

The concertinist:  With little in the way of competition, Dutch Daly became the 
best-known concertinist on the nineteenth-century American variety stage.  There 
were, however, some other names to be reckoned with: Alfred Blair Sedgwick 
(1821-1878), James W. Sharpley (1844-1902), and Robert Spice (1846-1920), all 
British born.  By the early 1870s, however, Sedgwick and Spice had moved on to 
other pursuits, while Sharpley never received public notice on the scale of Dutch’s. 
On the lighter side, and rather short lived as a concertinist, was John F. Fields, a 
comedian/concertinist in the black-face minstrel act of Fields & Hoey in the late 
1870s.  Thus despite his frequent trips back to England, Dutch maintained his 
position as the premier concertinist on the American variety stage throughout the 
1880s and early 1890s. 

Dutch did not face much early competition on the British variety stage either,9  
although by the early 1880s, he was beginning to share the modest amount of 
concertina publicity with the team of ‘Virto &.Thompson’ (Albert Virto and Harry 
Thompson) and John Hill Maccann, billed as Prof. Maccann.10  In fact, Dutch’s aura 
as the premier concertinist of the British music hall diminished as the decade wore 
on, as two other concertinists, Prof. Maccann and Percy Honri—both among the 
all-time greats on the Maccann duet—gained prominence.  And while Maccann 
specialized on the concertina, Honri was also a stage actor and producer.  Yet despite 
their shifting fortunes, Dutch, Maccann, and Honri considered themselves comrades-
in-arms, as it were, not rivals.11

Dutch and Maccann crossed paths no later than 1885, when they both 
performed at the Canterbury Theatre of Varieties as part of an engagement billed as 
‘Nine Hours Amusement for One Shilling’.  Prof. Maccann, Arthur Lloyd, and Harry 
Randall were on the afternoon program, while Dutch performed in the evening.  The 
two concertinists shared the stage again in June 1887, this time at Moss’s Theatre 
of Varieties in Edinburgh, where they were billed as ‘DUTCH DALY, The Great Dialect 
Comedian’ and PROFESSOR MACCANN, The Famous Concertina Soloist’.  Dutch’s 
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display of virtuosity—a courageous act in the presence of Maccann’s mastery—was 
rewarded by a favorable comment in The Scotsman for 14 June 1887 (p. 5): 

Mr Maccann maintained his reputation as a clever and artistic player on 
the concertina, and the manipulation of this instrument by Dutch Daly, 
and the remarks with which he introduced his business, were much 
appreciated by the audience. 

In Working the Halls, Peter Honri provided a snippet in which the concertina playing 
of Dutch and Percy Honri were informally compared during the course of Percy 
Honri’s tour of the United States in 1898:

Whilst at Philadelphia The Item trotted out their expertise on concertinas 
and their players with the phrase ‘[Percy Honri] showed a few twists on 
the concertina that were made known by neither Dutch Daly nor Joe 
Cawthorn. . . ‘,12 

while a later take on Dutch’s playing was offered by K.V. Chidley in the course of his 
appraisal of Alexander Prince and Percy Honri: 

Prince was a magnificent player but Honri was equally as good. It is 
difficult to compare them, however, as their styles were so different. I 
knew them both. Prince had a brother and sister who were very fine 
players of the Duet. . .I gathered from my father [Edward Chidley] that 
Dutch Daly’s stories were much better than his playing!13  

Yet given the longevity of Dutch’s popularity as a concertinist, less-than-favorable 
reviews of his playing were few and far between.

Dutch Daly played all types of English-made concertinas: English, Anglo, and 
duet. The Beerbohm caricature in Figure 1 shows Dutch holding a concertina with 
hand straps such as appear on an Anglo or duet.  The concertina in the drawing has 
18-fold bellows, compared with the five or six folds of the typical Anglo or duet 
concertina.  Perhaps the elongated bellows is a Beerbohm exaggeration, or perhaps 
Dutch had a specially designed instrument with more folds than usual.

Among the special features of Dutch’s concertina repertory were his 
‘imitations’; these included the tuning of a violin, Irish bagpipes, mockingbird and 
canary songs, bugle calls, church organ, and the chiming of church bells.  Novelty 
keys (buttons) for imitating various bird calls, a cock’s crow, and a crying baby could 
be custom-ordered from a concertina manufacturer, and it appears that Dutch used 
such a key for his mockingbird imitation; however, he seemed to have relied on his 
ample technique for the other imitations that appear on his recordings.  Dutch also 
played a miniature concertina in his act, and an artifact from Dutch’s relationship 
with Percy Honri is a miniature Anglo concertina that Percy acquired from Dutch and 
then passed along to his grandson, Peter Honri.  In Working the Halls, Honri writes 
about the little Lachenal-made instrument: 

In the film [Oliver, 1968] I can be seen from time to time with a 
concertina—a large black one, or with the tiny concertina which years 
ago Grandpa got from Dutch Daly, another concertina player of the early 
halls and the first treasurer of the Variety Federation.14
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Dutch played and endorsed Lachenal concertinas, and a large photograph of 
Dutch was prominently displayed in the Lachenal & Co. showroom.15 Also associated 
with that firm were Percy Honri, who demonstrated their concertinas at the Lachenal 
display stand at the Chicago Worlds Fair in 1893,16  and Professor Maccann, whose 
Maccann-patent duet was produced by Lachenal’s.

At the turn of the century, Dutch also endorsed the Crane concertina, a newly 
designed duet model manufactured by Lachenal & Co. and marketed by the patent 
licensee, the Liverpool-based Crane & Sons.  We can see Dutch’s handwritten 

Fig.  2.  Dutch Daly’s endorsement of the Crane concertina, 1899;  reproduced 
courtesy of Geoffrey Crabb.
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endorsement of the instrument on the back of a flier advertising a Crane & Sons 
method book for the instrument (Fig. 2).17  The endorsement reads:

I have great pleasure in stating that I consider your new patent 
concertina has the most simple method of fingering I have ever seen and 
should say a person who had never even seen the instrument could very 
quickly learn it. I hope to introduce it in my entertainment in the near 
future. 

Fig. 3. Advertisement for the Crane concertina in Penny Illustrated Paper for 3 
February 1900 (p. 15).
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Another Crane & Sons advertisement, this one from a February 1900 issue of the 
Penny Illustrated Paper, contains Dutch’s testimonial with slightly revised wording 
(Fig. 3).

 Finally, Dutch made his wax-cylinder and 78-rpm recordings in 1903 and 1904, 
just a few years after Percy Honri became the first concertinist to record, in October 
1898.18  As we can see from Dutch’s discography (Appendix I), his recordings consist 
of a handful of tunes and imitations on the concertina, story-telling, and a 
combination of concertina playing and patter.  The instrumentals—some solo, some 
with accompaniment—include Auld Robin Adair, American Airs, The Spring Song, 

Wedding March, and Carnival of Venice. 

The comedian:  Dutch was a stand-up comic who delivered jokes, stories, and 
assorted patter.  We can glean some insight into his style from theatre notices and 
variety reviews, which describe him as a ‘raconteur’ who was ‘eccentric’, ‘quaint’, 
‘clever’, ‘droll’, and ‘dry’—all seeming to fit with his German-dialect persona.  
Moreover, he constantly updated his act, combining tried-and-true material with 
fresh commentary on topics such as the temperance and suffrage movements.19

One of Dutch’s jokes appeared in The Christian Herald around the time he retired in 
1917: 20

A certain man, feeling exceedingly unwell, inquired of a friend whom he 
should consult, and was recommended to an eminent specialist.
‘Is he very expensive?’ asked the patient.
‘H’m, no; he’ll charge you $5 for the first visit and $2.50 afterward.’
So the invalid went off to the doctor in question, and upon being 
admitted to the consulting room slammed down $2.50 accompanied by 
the remark ‘Well, doctor, here we are!’
The doctor calmly picked up the money, opened his desk, placed it 
therein and locked the drawer.
The patient waited events. ‘Well, aren’t you going to examine me?’ he 
said at length. ‘No’ said the specialist, ‘there is no need to do it again. 
Just keep on the same medicine. Good day’.      

  
 The joke provides only a glimpse into Dutch’s humor, which depended heavily 
on timing and delivery; and his recorded monologues dealt with such diverse topics 
as Adam and Eve in the Garden, a husband’s trip to the store to buy stockings for his 
wife, and an American chap who lacked the $1.80 to pay his restaurant tab. 

Stage life:  Dutch made his stage debut as a concertinist prior to joining the Kelly & 
Leon Minstrel Troupe (also called Kelly & Leon ‘Christy’s’),21  which provided the 
opportunity to develop his comic and acting skills in New York theatres and on the 
American minstrel circuit.  He also went abroad with the Kelly & Leon troupe, 
appearing at the Coliseum Theatre in Liverpool in 1876 and the Canterbury, Oxford, 
and Harwood theatres in London in 1877.22  In April 1878, the Kelly & Leon troupe 
departed for Australia and New Zealand.  Dutch stayed behind in England for his first 
independent engagements in London, where he performed at the Canterbury Theatre 
(May-July 1878), Oxford Theatre (February 1879, billed with Charles Godfrey), and 
Her Majesty’s Theatre (February-March 1881, the program featuring Charles 
Coborn). 

Afterwards he sailed to the United States and joined a tour of the Rentz-Santley 
Novelty and Burlesque Company, owned by M. B. Leavitt;23  and in 1883, he returned 
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to England as a member of another Leavitt touring company.  Relations between 
Leavitt and the performers soured at the end of the tour, when Leavitt refused to pay 
their expenses.  On 27 October, a variety columnist with the Dunkirk, New York, 
Evening Observer sided with the members of the troupe, who contended that any 
revenue shortfalls were Leavitt’s fault:

In the Mirror of last week, M. B. Leavitt in a letter explains as the reason 
of his base desertion of the company of actors taken by him to Europe, 
that they did such poor business that he could not pay their expenses. 
The story looks very thin, particularly in the light of correspondence from 
several members of the company. Miss Lizzie Paine . . .  states that 
business had been very good indeed, all the time and money plenty. Miss 
Annie Sutherland, Dolph Levino and Susie Dillon . . .  speak of the 
excellent business during their tour. We cannot help but think that Mr. 
Leavitt has done an act unworthy of a manager or even a respectable 
man. The company was an excellent one, and any failure in it must have 
been in the managerial department. The charming Miss Paine, the 
piquant Sutherland and Levino and Dillon are stars of the first 
magnitude, and cannot fail to please any audience if properly managed. 

Leavitt later made amends sufficient enough to persuade Dutch to join another 
States-side tour with the Rentz-Santley troupe in 1886; it would be Dutch’s final 
association with Leavitt. 

 Following the British tour with Leavitt’s company, Dutch arranged his own 
engagements in Moss’s Theatre of Varieties in Edinburgh (November 1884 and June 
1887, the latter program headlined by Dutch and Professor Maccann) and other 
major venues in London: Alhambra Theatre (December 1884-May 1885), Canterbury 
Theatre of Varieties (1885), London Pavilion (November 1886-January 1887 and 
March-June 1887), Royal Holborn (February-March 1887 and December 1888), and 
Royal Aquarium (October-December 1888 and May 1890).  The programs for the 
relatively long engagement at the Alhambra included such major stars as Vesta Tilley, 
Charles Coborn, and Jenny Hill, while Dutch shared various segments of the Pavilion 
engagements with the likes of Arthur Lloyd, Harry Randall, Paul Cinquevalli, G.H. 
Chirgwin, Lottie Collins, and the dancer Carmencita; ‘The Great Blondin’—tightrope 
conqueror of the Niagara Falls—appeared during part of the October-November 1888 
engagement at the Royal Aquarium. 

During this period, Dutch ventured into variety management and theatre 
ownership with Dolph Levino, a burlesque and vaudeville trouper who had been a 
member of the 1883 Leavitt tour.24  Their partnership included a short-lived variety 
company, Levino & Daly, which had a highly successful American tour in 1887, as 
evidenced by several reviews from Massachusetts.  As the Holyoke Transcript for 25 
November 1887 wrote (p. 5):

To-night and Saturday evening will be the last two of the Levino & Daly 
company in the opera house.  So popular is this meritorious show that 
300 persons were turned away last evening.  The panorama is the best 
ever in the city.  It is a triple, with moving figures.  The paintings are 
capital.  The show consists of an agreeable diversity.  “The Wanderers” 
comprising Dolph and Susie Levino, vocal and instrumental performers, 
and Mr. Levino, who is a fine lightning sketch artist.  Mr. Daly is a 
German dialect comedian of ability as a humorist of originality and 
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strong laugh inducing power, besides being an incomparable performer 
upon the concertina, from which instrument he produces wonderful and 
pleasing effects of various imitations. . . .

The following week, several issues of The Fitchburg Sentinel ran advertisements for 
the company: 
 

Forty-eight consecutive performances in Boston; Eulogized by the entire 
Boston press; Endorsed by the public as the Greatest, Grandest and 
Best Entertainment of its kind that ever appeared in Boston; Over three 
tons of Magnificent Scenery used in this Production.

In 1887, Dutch and Dolph Levino purchased their own variety theatre (renamed 
Levino Hall) on Queen Street in Cardiff.  The venture was equally short-lived, as they 
discovered that rehabilitating the theatre was incompatible with their demanding 
travel and performance schedules.  They sold the theatre to Oswald Stoll (later Sir 
Oswald Stoll) in 1889.  In his autobiography, M. B. Leavett—mistaking Dutch’s 
nationality—provided an unflattering account of the Levino-Daly venture:25

It was in the 1890s that Mr. Oswald Stoll laid the foundation for his 
future career by purchasing Levino’s Hall at Cardiff, which he opened 
under the title of the Cardiff Empire on the two houses a night principle 
with little success—the two performances realizing only twenty-five 
shillings. The Hall had been formerly owned by two American 
performers, Dolph Levino and Dutch Daly, who had gone abroad with 
one of my attractions in 1883 and who had sunk their entire savings in 
the venture. Soon after Stoll had acquired the theatre, the premises 
were destroyed by fire, but he pluckily rebuilt the place and made it a 
great success. 

Stoll (1866-1942) later acquired more music halls, several of which 
were incorporated into   the Stoll-Moss Corporation formed with H. E. 
Moss in 1899.26

 Dutch’s popularity in the United States reached its height during the years 
1887-1892, when his performances at top-rate variety theatres in the East were 
interspersed with touring elsewhere in the country and return trips to Great Britain.  
In December 1887, he joined the Harry William’s Own Specialty Company, and 
eventually headed the bill for this troupe of twenty vaudeville artists.27  In 1889, he 
was with Rich & Harris’ Boston Howard Athenaeum Star Specialty Company, widely 
recognized as one of the finest assemblages of vaudeville talent.  March 1890 saw his 
top billing at Philadelphia’s Central Theater (with Lottie Collins on the program) 
prominently displayed in the Philadelphia Inquirer (Fig. 4), while a cross-country tour 
included an appearance Proctor’s Theater and Koster & Bial’s Theater (with dancer 
Carmencita on the program) in New York City. 

 In August 1890, Dutch traveled to Scotland for engagements at theatres owned 
by H.E. Moss (later Sir Edward Moss).  The top billings at the Theatre of Varieties in 
Edinburgh and Cooke’s Circus in Leith alternated between two musical comedians:  
‘Dutch Daly, The Inimitable Humourist’ and ‘G. H. Chirgwin, The White-Eyed Musical 
Kaffir’.  Dutch received a glowing review in The Scotsman for 12 August 1890 (p. 5):
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The chief attraction among the new arrivals was ‘Dutch’ Daly, as he terms 
himself, who gave an exhibition of his skill with the concertina. Mr. Daly 
is a perfect master of his instrument, and his solos and imitations of 
various instruments and birds were exceedingly well rendered. The great 
attraction of this performer in the eyes of the audience, however, seemed 
to be the constant flow of undiluted nonsense which flowed from his lips.
 

Fig. 4. Dutch Daly, Headliner, Philadelphia Inquirer, 9 March 1890.
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Back in the United States just one month later, he appeared at a benefit event 
for British and American charities, a Saturday evening concert aboard the passenger 
liner Alaska. Dutch ‘played it straight’—along with a banjoist, a violinist, and a 
pianist—for the program of recitations, vocals, and instrumentals.28   In October, he 
rejoined the Boston Howard Athenaeum troupe, appearing at the Park Theatre in 
Brooklyn and the New National Theater in Washington, DC, before embarking on still 
another cross-country tour, this one lasting six months and including such well-known 
artists as the vocalist/dancer Lottie Collins and the juggler/balancer Paul Cinquevalli.29  

In 1891, Dutch unveiled a new facet of his career: comic acting30 with 
appearances in Boston, New York, and the touring company of U and I, a comedy for 
which the major roles were advertised as ‘John T. Kelly, The Funniest of Funny 
Irishmen, assisted by Dutch Daly, The Quaint German Comedian’. Florrie West, an 
English comedienne/songstress imported from London’s Alhambra Theatre was third 
on the bill.  The play’s thin plot31 was supported by a bevy of beautiful ladies, and a 
twist of the plot incorporated Dutch’s concertina.  Their performances were lauded, 
but the play was lambasted by some critics.  Before the play opened in Ogden, Utah, 
the reviewer for The Standard wrote (22 November 1891, 3):

“U & I,”  the reigning comedy sensation, with John T. Kelly, the best of 
stage Irishman, in the principal role, will cause unbounded merriment . 
. . . The New York Herald pronounced it the funniest and brightest of all 
farce comedy productions. . . .John T. Kelly has scored an emphatic hit. 
Originality is imparted to everything . . . . Dutch Daly, his confrere, is 
another of the brightest stars in the cast. His dialect is both natural and 
artistic, and very much unlike that of the average german comedian, 
while his concertina work is alone worth the price of admission, 

and then continued after seeing the play (The Standard, 26 November 1891, 3):

John T. Kelly and Dutch Daly have long borne well established 
reputations, and they are always good entertainers. . . . As to the play 
itself, we are in accord with the New York critic who said, after seeing its 
first production, ‘There is no excuse for its ever having been put upon 
the stage’ . . . . we believe John T. Kelly and Dutch Daly far ahead of 
their piece.

U and I fared well enough to survive, though, and after some reworking, the play 
toured through 1893 and 1894 (though without Dutch in the cast).

After the U and I tour, Dutch returned to his variety act, appearing with top 
billing at Hyde & Behman’s Theater, Brooklyn, in May 1892.  Yet just when his act was 
back on top in the United States, the Brooklyn Eagle for 12 August 1892 announced 
(p. 19): ‘“Dutch” Daly, one of the variety performers who are really fun, has been 
engaged for the English music halls for three years.”

Dutch’s new arrangement called for Moss theatre engagements interspersed 
with appearances at the Syndicate Halls—the Oxford, Pavilion, and Tivoli Theatres in 
London.32 In April 1893, Dutch headed the bill as ‘The Funny Comedian and 
Instrumentalist’ at Moss’s New Empire Palace Theatre in Edinburgh, and followed this 
with a December engagement at the Pavilion Theatre, where Albert Chevalier, Gus 
Elen, Charles Godfrey, and Bessie Bellwood were also on the bill.  By April 1894, Dutch 
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was back at the Empire Palace Theatre on Nicolson Street in Edinburgh, now sharing 
the spotlight with Gus Elen.

In June 1894, the remainder of his contract with the Syndicate Halls in London 
was cancelled by mutual consent, and Dutch arranged a multi-year contract with the 
Empire directorate headed by H.E. Moss.33  The cancellation of the Syndicate contract 
came at the conclusion of Dutch’s highly successful engagement at the Oxford Theatre 
on a program with three of the biggest stars in music hall comedy—Dan Leno, Little 
Tich, and R. G. Knowles.34  (There would be a less amiable cancellation at the Oxford 
Theatre in December 1907.) Subsequent engagements at the Empire Theatre in 
London included those in June-July 1894, December 1894-April 1895, June-July 1895 
(with Paul Cinquevalli’s act), and December 1895-July 1896 (again with Paul 
Cinquevalli). 

There is a strange aspect to Dutch’s career at this time: although his name 
appeared in more than two hundred classified advertisements in The Times, there 
were only a few reviews. One of these, dated 27 December 1894 (p. 4), included a 
somewhat dubious compliment: ‘Dutch Daly and Mr. Duncan’s dogs are by no means 
the least enjoyable items in a good evening’s entertainment’, though he fared better 
exactly one year later (27 December 1895, 5): ‘Dutch Daly appeared and convulsed 
the house with his grotesque and broadly humorous “patter”’. 

Dutch’s contracts with Moss-Stoll remained semi-exclusive, thus allowing him—
with Stoll’s permission—to accept other engagements in London and elsewhere.  This 
arrangement continued for years.  Thus  February 1895 saw Dutch at the South 
London Palace, billed as ‘Dutch Daly, Concertina Player and Humourist’ (while in the 
middle of a long engagement at the Empire Theatre).  In November 1895, he returned 
to the stage of the Empire Palace Theatre in Edinburgh, while August 1896 saw him 
at the Olympia Theatre in London (on a program that included Arthur Lloyd, R. G. 
Knowles, and Joe Elvin).

In September 1896, the peripatetic Dutch was back in New York for a three-
month engagement at the newly built Hammerstein’s Olympia Music Hall.35  This 
seems to have been his last appearance in the States.  In fact, even after the turn of 
the century, American variety columnists posted status reports on Dutch Daly’s 
whereabouts and health, awaiting a return that never materialized.36 

By late 1896, Dutch was back in London for two engagements at the Palace 
Theatre: December 1896-April 1897, with either Gus Elen or Fred Russell sometimes 
on the bill, and   June-July 1897, with ‘co-stars’ Lottie Collins and Anna Held.  In June 
1897, he shared the program with Marie Lloyd at the Royal Standard Theatre, London, 
billed as ‘Dutch Daly, Eccentric Comedian and Instrumentalist’, while the remainder 
of the year had him at the Tivoli Palace in Liverpool (September), the Empire Palace 
Theatre, Edinburgh (October), and the prestigious Queens Hall, London (December), 
where he contributed his talents to a charity concert for the benefit of the Tilbury and 
Gray’s Cottage Hospital Benevolent Fund.  The years 1898-1899 saw more of the 
same: April-May 1898 at the Alhambra Theatre, London (with the comedian Joe 
Elvin); December 1898 at the Empire Theatre in Glasgow; May 1899 at the Empire 
Theatre, Liverpool; and December 1899 at the original Shaftesbury Theatre, London 
(with R.G. Knowles).

In April 1900, Dutch appeared in another charity benefit at the Queens Hall.  
The event, a ‘Grand Afternoon Concert to aid the Metropolitan Hospital, Kingland 
Road, N.E.’, was under the patronage of H.R.H. Princess Louise, Marchioness of Lorne 
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(daughter of Queen Victoria), who probably attended, as she had ‘expressed her 
intention, if possible, to be present. . . .’37 In November of that year, Dutch 
participated in a less glamorous charity event—a ‘smoking concert’ at the Artists’ 
Volunteers headquarters to welcome a volunteer company of soldiers returning from 
the Boer War (The Times, 3 November 1900, 12).  This followed an appearance at 
the Metropolitan Music Hall in June, and was followed in turn by one at Collins’s 
Musical Hall in Islington.38  

Dutch’s career was temporarily interrupted by illness in 1901, after which, 
following his convalescence, he divided his time between stage appearances (in 
London and elsewhere) and trips to the recording studio.  Thus a one-week 
engagement at the Zoo Hippodrome Theatre, Glasgow, in June 1903 (for which 
Dutch needed Oswald Stoll’s approval), was followed almost immediately, in August, 
by Dutch’s first major recording session, while two more trips to the recording studio 
occurred in 1904.

The first decade of the twentieth century is also marked by one of the 
mysteries of Dutch’s career. We know that he participated in at least one world tour, 
which can perhaps be assigned to 1905, since that would explain his absence from 
major British and American stages that year.39  In any event, he was performing at 
the Tivoli Theatre, London, in February 1906, sharing the program with four-
foot/six-inch comedian and pantomimist Harry ‘Little Tich’ Relph.  And though his 
appearances at the Empire Theatre in Edinburgh had grown infrequent, he returned 
there late that same year to an appreciative Scotsman review on 6 November 1906 
(p. 7):

A clever raconteur, Dutch Daly, had a flattering reception on his 
appearance after a somewhat prolonged absence from this theatre, 
and his concertina selections, and particularly those in which he gave 
various imitations, earned for him a thrice-repeated recall. 

The last major sidetrack in Dutch’s career came about through his association 
with the Variety Artistes Federation (V.A.F.) and the ‘Music Hall War’—the variety 
artist’s strike of 1907.  Dutch joined the Variety Artistes Federation almost 
immediately after it was founded in 1906 and was elected its first treasurer (an 
honorary post).  The variety artists went on strike from 21 January to 13 February 
1907, whereupon the dispute was submitted to an arbitrator, G.R. Askwith.40  
Though Dutch supported the strike, the affair was overshadowed by another, more 
personal event.  In his Music Hall Warriors, Peter Honri quotes the testimony of the 
ventriloquist William Herbert Clemart, a witness at the arbitration hearing on 21 
March 1907:41 

Mr Dutch Daly was engaged at the Oxford three or four weeks ago, in 
fact he should have appeared with me . . . Owing to his father being 
seriously ill, and likely to die, living in Jersey, Mr Daly had to go to 
Jersey to see his father . . . Consequently he missed his first week's 
engagement at the Oxford out of four. The Oxford retaliated by 
cancelling the whole four weeks. Mr Daly's father has since died.  
Surely, in such a case, I think a little bit of sympathy might be 
extended to a man in Mr Dutch Daly's position. . . .
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The testimony represents one of the very few glimpses that we get into Dutch’s 
family life.

In November 1907, Dutch performed at a charity benefit for the Co-operation 
of Trained Nurses Sick Fund.  The advertisement in The Scotsman for 22 November 
1907 reads: ‘Dutch Daly (By kind permission of Oswald Stoll, esq., Managing 
Director of Moss Empires, Ltd.)’.  The charity event was followed by what would be 
Dutch’s last engagement at Edinburgh’s Empire Palace Theatre.  Once again, The 

Scotsman fills us in:

Mr Dutch Daly performed upon a concertina most artistically, and put 
the house in good humour with amusing stories and jokes, admirably 
told (26 November, 1907, 7).

Some months later, on 23 June 1908 (p. 8), The Scotsman offered a review of 
Dutch’s final appearance at Glasgow’s Empire Theatre:  

 At the Empire this week W. C. Fields, a very entertaining juggler, is a 
prominent member of the company. Dutch Daly, with his concertina 
and funny stories, provides a good turn. . .

Dutch’s engagements at the Tivoli Theatre in March-July 1908 and February 
1909 (with Marie Lloyd, George Formby,42 and G.H. Chirgwin) show that his 
relationship with the Oxford-Pavilion-Tivoli Syndicate had been repaired relatively 
soon after the cancellation of his Oxford Theatre engagement in December 1907.  
His subsequent appearances in Syndicate Halls include several at the London 
Pavilion (December 1909, April 1910, June 1910, February 1912, and February 
1913) and the Tivoli (August 1910 and February 1911). He appeared at the Coliseum 
Theatre (Oswald Stoll, Managing Director) in April 1910 and November 1911.   

Finally, we may point to a very different kind of notice—another ‘personal’ one  
—about Dutch that appeared in The Times on 26 May 1910 (p. 3): 

John Harris, 28, a dealer, who pleaded ‘Guilty’ at the last sessions to 
stealing a diamond pin valued at £100 from William James Daly, a 
music-hall artist, known as ‘Dutch Daly’ near Charing Cross on April 
30, was brought up for sentence. 

Final years:  Dutch retired in 1917, though his career had been winding down for 
some time.  Following the outbreak of war in 1914, his concertina playing and 
‘straight talk’ took precedence over his German-dialect shtick, for if World War I was 
bad for variety artists in general, it was particularly unkind to German-dialect 
comedians in a country at war with Germany.43   In October 1916, Dutch had played 
concertina at a charity concert at the Coliseum Theatre for the benefit of soldiers 
and sailors wounded in the war; this may have been his last performance in a 
top-tier venue.   

Dutch Daly died on 22 December 1924. Two of his obituaries read: 

DEATH OF “DUTCH DALY”—“Dutch Daly,” who was for many years a 
popular music-hall performer, died suddenly yesterday, while walking 
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on the front at Brighton, where he had been living for the last three 
years. He was 77, and Daly was his real name. As a comedian, he 
aimed at broad, by no means subtle effects, which he obtained by 
means of his concertina, his exaggerated clothes, and his rapid 
“patter.” Fifty-four years ago he married Miss Blanche Moncrieff, a 
Canadian, who was also a music-hall artist. Mr. Daly is to be buried in 
Jersey (The Times, 23 December 1924, 12).

VETERAN COMEDIAN’S DEATH—Dutch Daly, the well-known 
comedian, collapsed and died in the shop of Brighton wine merchants 
yesterday when making purchases for Christmas. He was 76 years of 
age, and had lived at Brighton for the past three years. He retired from 
the stage seven years ago. The deceased was a popular “star” for 
many years, giving concertina turn with topical patter. He was a 
favourite on the “halls.” (The Scotsman, 23 December 1924, 8). 

Significance:  Few variety entertainers enjoyed as long and successful a career as 
Dutch Daly.  With a concertina and comic wit, Dutch worked his way to the stage in 
his early twenties—late by variety standards—and continued to perform for nearly 
a half century.  He was one of the few comedians and probably the only concertinist 
who had credits both in American minstrelsy, burlesque, and vaudeville, on the one 
hand, and in the British music halls, on the other.  As much as anyone, then, it was 
Dutch who popularized the concertina among variety audiences on both sides of the 
ocean.  

Appendix I:  Dutch Daly Discography

Discs recorded in London, 1903

Matrix No.  Title            Company  Catalogue No.

4078-R         Stories by Dutch Daly  G&T*   GC-1255
4079-R         Stories by Dutch Daly  G&T   None** 

4080-R         Wedding March/    G&T   GC-9137***
   Carnival of Venice
4081-R          Imitations on a    G&T   None**
   Concertina 

Disc recorded circa 1903

Title               Company  Catalogue No.
Auld Robin Adair      Zonophone  Z 12814

Wax cylinders recorded in London, 1904

Title               Company  Catalogue No.
Stories No. 1      Edison  13027
Imitations on the Concertina    Edison  13028
A Few Words on Love     Edison  13029
American Airs      Edison  13030
Stories No. 2      Edison  13031
The Carnival [of Venice]    Edison  13032
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Discs recorded in London, 1904

Matrix No.  Title     Company  Catalogue No.
28217 Dutch Daly’s Yarns - Part 1  Columbia  2056
        Regal   G 6426
28218 Dutch Daly’s Yarns - Part 2  Columbia  2056
        Regal   G 6426
28219 Dutch Daly’s Yarns - Part 2  Columbia  2216
        Regal   G 6427
28220 Dutch Daly &the Spring Song  Columbia   2216
        Regal   G 6427
28021 Dutch Daly on Love   Columbia  2015
        Regal   G 6425
28022 Dutch Daly’s Imitations   Columbia  2015
        Regal   G 6425

___________
*G&T: Gramophone & Typewriter Company.
** Limited release or unreleased.
***Available on CD: The Navvy’s Motor Ride (Cylidisc CD 510, Music Hall, Surrey) at 
http://mysite.wanadoo-members.co.uk/musichall.

Sources: Brian Rust, British Music Hall on Record (Middlesex: General Gramophone 
Publications, 1979), 35-36; David Moore, Dinosaur Discs: Music Hall and Edwardian 
Variety, online at www.78rpm.co.uk/CD2.htm.

Appendix II:  Variety Concertinists of the Dutch Daly Era

1.  British-based performers

Henri Albano (1867-1928—Henry Alban—Manchester)44 came from a family of 
professional musicians.  His father John, mother Alice, and brothers Stephen (age 
sixteen) and Conrad (age twelve) were listed as musicians in the 1891 census, 
suggesting a family act. His uncle Adolph was a traveling musician, while another 
uncle, George, was also a musician and later a piano tuner.  Unabashedly promoted 
as ‘The Monarch of All English Concertina Players’ and ‘The “Paganini” of the 
Concertina, Absolutely the Greatest Concertina Act (One Man) of the Age’, he was 
advertised as ‘Making Things Hum Nightly in Vaudeville’. He is remembered for his 
imitations of church bells and organ and his concertina-in-each-hand rendition of 
‘Echoes of the Wood’.45  Though engaged mainly at British theatres, he undertook a 
world tour, and also arranged music for violin and piano under his real name, Henry 
Alban.46 

Stephen Bartle (1877-1936—Durham) was a professional concertinist by his early 
twenties. Billed as ‘Steve Bartle, Edeophone and English Concertina Soloist’, he 
performed at the King’s Theatre in Edinburgh and other venues, mainly in Scotland 
and the north of England. By 1911, his act included his wife Estella (born 1878) and 
daughter, also named Estella (born 1899, stage name Essie), on concertinas.  
Starting in 1912, they were billed as The Royal Bartle Trio.  Toward the end of the 
decade, daughter Barbara Mary (born 1908, stage name  Babs) was old enough to 
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join the act, which became ‘The Royal Bartle Quartette, with Gold Concertinas’, 
highlighting the Bartle sisters’ special Lachenal Edeophones with gold fretwork.  By 
1924, Bartle had returned to solo performances,47 while Barbara (using the name 
Barbara Bartell) developed her own career playing both concertina and musical 
glasses and doing male-impersonation pantomime.48  

Jack Clevoner (1873-1953—John Henry Hartford—Hunslet, Yorkshire) was an 
ironworker and amateur concertinist, having joined the Holbeck Concertina Band at 
age ten.  He turned professional after winning a concertina contest officiated by 
Professor Maccann in Sheffield in 1903.  Billed as ‘The Wizard of the Concertina’, he 
played ‘Classical, Comedy, and Novelty Concertina Conceptions’ in regional variety 
halls.  His gimmicks included playing two concertinas at once—one with his left hand 
and one with his right—and playing two tunes simultaneously on a single Maccann 
duet concertina.  He also composed band marches, made recordings, and appeared 
on radio broadcasts.  His son, James Henry ‘Jimmy’ Hartford (1896-1969), 
performed on concertina and piano accordion.49

Walter John Dale (1873-1939—Birmingham) was based in Glasgow for most of 
his life.  Having brought his amateur concertina playing to the Clyde River 
steamboats, he became a professional player in his late twenties.  He performed in 
variety theatres, taught concertina, made several recordings, and appeared on 
Scottish radio broadcasts into the 1930s. He also tried acting in pantomime.50  His 
propensity for performing close to home may have been related to his managing 
the family cycle-building business which he acquired after the deaths in 1894 of 
both his father and his brother (both named Alfred).51  Dale was sometimes billed 
as ‘Wattie Dale, Concertina Expert’.  One of his daughters—Mary (born 1899) or 
Catherine (born 1901)—supposedly was a fine concertinist, and his son Thomas 
(Tommy) also performed on concertina, mainly on recordings and Scottish radio.52 

Tommy Elliott (1902-1987—Thomas Varley—South Shields District, near 
Newcastle) began his career as a variety-stage comedian/concertinist in 1913 and 
continued to appear on  stage until 1980.  In 1924, he married Florence Hazel Elliott 
(1902-1960) and adopted her surname as the family’s stage name.53  They became 
The Musical Elliotts—Tommy, wife Hazel, and daughter Viona (born 1928).  After 
Viona married the theatrical agent Raymond Lane in 1952, sister Julia (born 1938) 
took her place in the act.  Tommy played the concertina to age 84.

Percy Honri (1874-1953—Percy Thompson—Thorpe Mandeville, 
Northamptonshire) first took the stage as a five-year-old clog dancer.  In the early 
1880s, he joined his father’s act, Virto & Thompson, which toured the Continent 
with Percy (stage name Honri) billed as the ‘Champion Boy Tenor of the World’.  
Following Virto’s departure in 1884, the act became The Thompson Trio (later Royal 
Thompson Trio), with Percy on concertina, trombone, and vocals, and his father 
Harry and mother Mary (1852-1914).  By 1887, Percy had made the transition from 
boy tenor to virtuoso concertinist, having mastered the Maccann duet concertina 
shortly after its invention.  He toured the United States as a member of the family 
trio in 1893 and then as a solo act in 1898-1899. His earliest solo appearances in 
London were at the Pavilion Theatre and Collins’ Music Hall in May 1899.54 He 
subsequently turned his talents to stage productions that showcased his concertina 
playing.55  During the 1930s and 1940s, he performed with daughter Mary 
(soprano, pianist, and piano accordionist) in an act billed as A ‘CONCERT-IN-A’ 
TURN.56  
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Will King (1856-1954—William Emms—Barrows, Furness) was a music-hall 
comedian and one-man band (concertina, drums, musical glasses, cornet, clarinet, 
banjo, and tambourine).  His daughter, Hetty King (born Winifred Emms, 1883-
1972), was a music-hall comedienne, singer, male-impersonator, recording artist, 
and screen actress. 

Jen Latona (1881-1955—Emma Jane Letty Carter)—took the stage as a youngster 
and, by age sixteen, was appearing as ‘Jennie Gabrielle’ at the Empire Palace Theatre 
in Edinburgh. Her specialty was ‘Songs of Humour, self-accompanied by Piano and 
Concertina’ (Maccann duet). In 1900, she married Frank Latona (born Benjamin 
Franklyn Titus in 1857, Frankfort, Michigan), a well-traveled musical comedian and 
a widower with three children.  Though based in London, they owned homes in 
Jackson, Michigan, and Darien, New York.57  They performed as ‘Frank and Jen 
Latona’ in both Great Britain and the United States, and undertook a world tour in 
1909.  Jen (or ‘Jenny’) became a solo performer in 1910, and joined the Tivoli 
Theatre tour company in the 1920s.  A lyricist/composer (‘Promise Me You’ll Take Me 
Home Again’ and other songs) and a prolific recording artist, she retired in London 
in the 1930s, shortly after Frank Latona’s death in 1930.      

John Hill Maccann (b. 1861—Birmingham) was the son of a music shop proprietor 
and concertina player.  He began to play concertina at age seven, and performed 
before Napoleon III at age eleven.  His London performances, which got underway 
in 1881, included appearances at the Royal Holborn Theatre, Collins’ Music Hall, 
‘Syndicate’ Halls, and other venues.  In 1883, he established a music shop in 
Plymouth and soon after patented the Maccann duet concertina.58  Billed as ‘Prof. 
Maccann, The English Concertina King’, he played for Queen Victoria, two Princes of 
Wales (including the future Edward VII), and other royalty.  He toured the United 
States (1890-1891 and 1901),59  South Africa (1894), and Australia (1902), gave 
concertina lessons, composed/arranged music for the instrument,60 and wrote two 
method books.61  His 78-rpm recordings include solo and piano-accompanied 
performances of popular, semi-classical, and classical music. His brother, William H. 
Maccann, was a concertina dealer, tuner, and teacher at the music store in Plymouth.

Minnie Paget (b. 1890—Birmingham) had engagements at The King’s Theatre in 
Edinburgh, where she was billed as ‘Miss Minnie Paget, Vocalist and Concertina 
Expert’. She performed popular airs and bagpipe and church organ imitations on 
concertina.  She later teamed with her sister Ada and brother Albert in The Paget 
Trio, remembered for their duet concertinas of square-end design, as displayed in a 
1918 autographed photo of the trio.     

Alexander Prince (1874-1928—Alexander Sutherland—Scotland) was the eldest of 
eight children of William and Christina Sutherland.  Together with his father and two 
sisters,   Christina and Florence, he performed in ‘The Prince Family’ musical act.  
Upon his father’s death in the late 1890s, he settled in Nottingham and established 
himself as a leading Maccann duet soloist, gaining special prominence owing to his 
prolific output of wax-cylinder and 78-rpm recordings of concertina music.62

Harry Thompson (1850-1937—Banbury, Oxfordshire) was the father of Percy 
Honri.  He served an apprenticeship as a butcher, before becoming a traveling 
auctioneer and honing his skills on the concertina.  He made his music hall debut 
near Banbury at age fourteen and, by the early 1870s, had become well known in 
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the area as a comedian and versatile instrumentalist.  In 1881, he and Albert Virto 
formed ‘Virto and Thompson, The Musical Savages’, a musical-comedy act that 
incorporated the harmonium, concertina, banjo, mandolin, violin, trombone, and 
other instruments.  After breaking with Virto in 1884, Harry (later known as Harry 
Tomps) formed The Thompson Trio, which included himself, his wife Mary (1852-
1914, maiden name Mary Horwood, stage name Marie Mandeville), and his son 
Percy.  In 1890, the trio became the Royal Thompson Trio.  Though Harry’s own 
performances on the English concertina became less prominent as Percy’s stature 
as a duet player grew, he continued to perform on a miniature Anglo concertina, 
which he produced with slight-of-hand from his giant bow tie (a gag later used by 
Percy).  He was also a songwriter and artists’ agent during the 1880s and leased the 
Lyceum Theatre, Stratford, in the 1890s.63

Joseph Webb (b. 1860) and Arthur Webb (1862-1930) were London-born musical 
clowns who teamed as ‘The Brothers Webb, JoJo and Ruté (or Root-Toot)’ in both 
circuses and the music halls, where they combined acrobatics and juggling with 
concertinas and other instruments.  They performed in Henglers’ Circus in London 
as early as 1885 and at the Coliseum Theatre in London as late as 1926.  As 
concertinists—they had learned the instrument from George Jones, the well-known 
manufacturer—they occasionally stepped out of their clown costumes and 
performed in concert settings.  Joseph’s daughters were ‘The Fayre Four Sisters’—
Tina (Martina, born 1897), Inga (1899), Lillian (1901), and Sylvia (1903)—a 
concertina quartet around 1918, with one of the highlights of their act being a 
number in which they danced in pairs while playing golden Wheatstone concertinas 
held between them.64

2.  American-based performers

Joseph Cawthorn (1868-1949—New York) first appeared in minstrel shows at age 
five.  Two years later he went to England and was successful as a child performer. 
Upon returning to the United States, he launched a career as a German-dialect 
comedian and concertinist in which he was second only to Dutch Daly. By 1895, he 
had left vaudeville to become a musical comedy actor in several Broadway 
productions, including an appearance in the title role in Mother Goose (1903). He 
also was successful as a comedy songwriter and vocal recording artist, most 
memorably with ‘You Can’t Play Every Instrument in the Band’ (1913) and ‘I Can 
Dance with Everybody but My Wife’ (1916).65  He played out the final portion of his 
career in Hollywood, appearing in more than fifty films from 1927 to 1942.  His wife, 
Queenie Vassar (1870-1960), was a Scottish-born musical/comedy actress of stage 
and screen.  

John F. Fields (b. 1853) first took the stage as a boy vocalist with the San Francisco 
Minstrels in New York City in 1865.  After a short partnership with Fred Sharpley in 
1874, he teamed with William F. Hoey (later known as ‘Old Hoss’ on the New York 
stage) in a black-face musical act in which Fields performed on concertina and Hoey 
on fiddle. Upon dissolving the act in 1878, Fields performed for many years as part 
of the comedy act of Fields & Hanson (first with Frank Hanson until 1885, and then 
with other partners).66

Alfred Blair Sedgwick (1821-1878) was well known as a classical concertinist 
thanks in part to his having been a member—together with Richard Blagrove, 
George Case, and Giulio Regondi—of the highly-regarded concertina quartet 
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founded in London in 1844.  He arrived in New York in October 1851, and was 
immediately engaged as a concertinist at P.T. Barnum’s American Museum in 
Manhattan. In August 1856, his eldest son, the eight-year-old Alfred Charles 
Sedgwick (stage name Charles and sometimes billed as Charley), began to 
accompany him on bass or baritone concertina. They performed together into the 
early 1860s, with Alfred Sr. performing selections from the classical concertina 
repertory along with some lighter musical fare, and eventually trying his talents as 
a comedy vocalist.  Other of his activities included teaching concertina, writing 
method books for both concertina and cornet, directing and conducting vocal and 
instrumental groups, and owning both a music store and a performance space.67  By 
the time he died on 4 January 1878, he had become a prolific composer of highly 
successful operettas.68  As for Alfred Jr.:  he married in 1875 and set up shop as a 
music teacher/dealer and piano tuner in Missouri.   

James W. Sharpley (1844-1902—Liverpool) emigrated to the United States in 
1863.  During the 1870s, he performed with brothers Fred and Charles in an act 
called The Three Sharpleys; his solo career beginning after Charles’s death in 1879.  
Billed variously as ‘The Blind Minstrel’ and—outlandishly?—‘The Finest English 
Concertinist in the World’, he performed in New York theatres and on US tours.69

Robert T. Spice (1846-1920—Norfolk, England) is listed as ‘analytical chemist’ 
residing in Marylebone, London, in the 1871 census. After arriving in the United 
States in March 1872, he played concertina on the variety stage, where he seems to 
have favored Richard Blagrove’s arrangements of classical music.  In November of 
that year, the Olympic Theater in Brooklyn (then a separate city) billed him as 
‘Robert Spice, The Wondrous Performer on the Orchestarian’.70  Apart from his 
playing, he continued his profession as a chemist, and, in 1874, taught the subject 
to no less a student than Thomas Alva Edison, who hired him a year later as a 
consultant in connection with his acoustic-telegraphic experiments.71 Spice taught 
chemistry and natural philosophy in the Brooklyn school system and at various 
institutes of higher learning. He would sometimes weave a turn on the concertina 
into his public lectures—his topics ranged from the art of magic to the properties of 
sound, light, motion, magnetism, and electricity—and he continued to perform on 
the concertina in such venues as churches, schools, and assembly halls.72 

NOTES

1.  I appreciate the comments that Chris Algar, Stephen Chambers, Geoffrey Crabb, 
Alan Day, Roger Digby, Robert Gaskins, Viona ‘Elliott’ Lane, Max Tyler, Neil Wayne, 
Wes Williams, and Dan Worrall offered upon reading an early draft of this article.

2. ‘Dutch’ derives from ‘Deutsch’ (German), and was used as it is in ‘Pennsylvania 
Dutch’.  

3. Other early German-dialact comedians included Joseph Kline Emmet, Charles A. 
Gardner, and Gus Williams. Later notables were Pete Baker, Joseph Cawthorn (also 
a concertinist), Snitz Edwards, ‘Happy’ Fanny Fields (possibly the only German-
dialect comedienne), George S. Knight, Al. H. Wilson, Harry Watson, Ada Jones and 
Len Spencer, Fostell and Emmett (A. E. Fostell and wife Florence Emmett), and the 
especially well-known team of Joe Weber and Lew Fields.  German-dialect comedians 
supposedly influenced Rudolph Dirks, the American-born creator of The Katzengam-

mer Kids, a German-dialect cartoon strip that first appeared in the Sunday comics 
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of The New York Journal in December 1897.  The comedians and the cartoon strip 
were influenced by the German children’s stories in Wilhelm Busch, Max und Moritz 

(Munich: Braun & Schneider, 1925), first published in 1865.  

4. See John Lane, The Works of Max Beerbohm (New York: C. Scribner’s Sons, 
1896).

5. Who Was Who in the Theatre: 1912-1976, 2 vols. (Detroit: Gale Research 
Company, 1978), ii, 591.

6.  Having returned to St. Helier, his father became a ‘Grocer’ (1871 census) and 
a ‘Grocer and Spirit Merchant’ (1881 census), while his mother was no longer 
employed outside the home.

7. William Daly, British nationality, born c. 1848, is shown in the passenger list of 
the steamship City of Paris, which arrived in New York (from Liverpool) on 26 April 
1869.  See Passenger Lists of Vessels Arriving at New York, New York, 1820-1897, 

(Micropublicaton M237, Rolls 95-580, National Archives, Washington, DC).  

8. Misinformation was spread by a number of ill-informed variety writers: ‘Not only 
are American players of legitimate drama known to the British public by this time, 
but also American variety actors. . .[including] Dutch Daly. . .’ (Brooklyn Eagle, 26 
December 1886, 2); ‘London is suffering from Americamania. . .I went over there 
to see novelties on the variety stage.  The nearest approach to a variety I saw was 
Dutch Daly. He is all the rage at the Empire now.  The variety halls swarm with 
American performers’ (The National Police Gazette, 15 September 1894, 2); 
‘Among the Americans at London music halls during the last season were. . .Dutch 
Daly’ (Philadelphia Inquirer, 17 November 1895, 29); and ‘Most of the Americans 
I see have colds.  Among them  Dutch Daly, the concertina chestnut comedian’ 
(Washington Post, 17 April 1899, 6).  

9. George Jones claimed that he, already in the 1850s, was the first music-hall 
concertinist.  Most mid-century music halls were small establishments, unlike the 
ornate and spacious variety theatres built later. See George Jones, ‘Recollections 
of the English Concertina, from 1844, by George Jones, Born February 29th 1832’, 
Concertina Magazine, 13 (Winter 1985), 4-5, and 14 (Spring 1985), 4-7; and Frank 
Butler, ‘Concertinas on the Commercial Road: The Story of George Jones’ (with 
notes and comments by Joel Cowan), Concertina & Squeezebox, 20 (Summer 
1989), 5-14; both articles online at www.concertina.com.

10. Starting in the 1840s, many concertinists appeared outside the variety perfor-
mance circle, playing mainly classical music in salons, drawing rooms, and recital 
halls.  The music halls in which they played were all-music or music-and-drama 
venues such as London’s Royal Albert Hall and Queen’s Hall, the London Academy 
of Music, the George Street Music Hall in Edinburgh, and the Glasgow Music Hall. 

11. The camaraderie among variety-hall concertinists is exemplified by an April 
1891 event at Hengler’s Cirque, Liverpool.  On that occasion, Maccann presented 
Honri with an engraved silver medal ‘for his marvelous playing on the duet 
concertina’.  See Peter Honri, Working the Halls (Farnborough: Saxon House/D.C. 
Heath, 1973), 39.
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12. Honri, Working the Halls, 99. 

13. World Accordion Review, 4/6 (1950), 21.  Chidley became the production 
manager of the Wheatstone firm in 1924.  Edward Chidley, K.V.’s grandfather, 
purchased the Wheatstone firm around 1870; see Stephen Chambers, ‘Some Notes 
on Lachenal Concertina Production and Serial Numbers’, Papers of the International 

Concertina Association, 1 (2004), 20, n. 18.  K.V.’s father, also Edward Chidley, took 
over the firm in 1899, following the death of  Edward, Sr.

14. Honri, Working the Halls, 77.

15. On Lachenal concertinas, see Stephen Chambers, ‘Louis Lachenal: “Engineer and 
Concertina Manufacturer” (Part 1)’, Free-Reed Journal 1 (1999), 7-18;and ‘Some 
Notes on Lachenal Concertina Production and Serial Numbers,’ Papers of the 
International Concertina Association, 1  (2004), 3-30.

16. Honri’s Working the Halls, 97.

17. H. Wilton-Bulstrode, Crane’s Patent English Combination Concertina Tutor 
(Liverpool: Crane & Sons, c. 1898).  Geoffrey Crabb found the flier among the 
family’s records.  He notes, though, that the term ‘duet’ does not appear in Crane 
& Sons’ publicity for the instrument, which they referred to as the ‘Crane Patent 
Concertina’ and ‘Crane’s Patent English Combination Concertinas’.  Crane’s rights to 
the instrument were obtained from the patentee, John Butterworth, ‘Improvements 
in English Concertinas’, Patent No. 21,730, 1 October 1897. 

18. Percy Honri’s first recording was a concertina improvisation with piano accom-
paniment: ‘Happy Darkies’ (E. Berliner, E. 9107, 1 October 1898); see grandson 
Peter Honri’s Working the Halls, 140-43.

19. A typical ‘turn’ on the variety stage lasted five to twenty minutes, depending on 
both the individual act and the duration of the entire program. Dutch was usually 
allotted ten minutes, though he sometimes got as much as twelve or even fifteen.
  
20. It was syndicated in a number of newspapers; I cite The Washington Post, 1 July 
1917, 4.

21. Edwin Kelly (1830-1898) and Francis Leon (born c. 1840) started as black-face 
(or sometimes white-face) comedians before Leon became well-know as a female 
impersonator.  Before Dutch joined their troupe, they had suffered through notoriety 
that resulted from a showdown with Sam Sharpley—manager of a rival minstrel 
troupe—and Sharpley’s brother, Tom. On 11 December 1867, an argument led to 
gunfire.  Kelly shot and killed Tom Sharpley, and Sam Sharpley shot Kelly in the 
head. Sam Sharpley was not charged.  Kelly recovered, was tried for murder, and 
was acquitted.  On the shootings and Kelly’s trial, see Brooklyn Eagle, 12 -14 
December 1867, 2 (each issue); and 1 May 1868, 2; online at 
http://eagle.brooklynpubliclibrary.org.  On Kelly and Leon, see Col. T. Allson Brown, 
‘Early History of Negro Minstrelsy’ (William L. Slout, ed.); online at www. 
circushistory.org/Cork/BurntCork2.htm.  

22.  Who Was Who in the Theatre, ii, 591.
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23.  Michael Bennett Leavitt named the Rentz-Santley company for two of his star 
acts—Madame Rentz’s Female Minstrels and Mabel Santley, a dancer who gained 
good-for-business notoriety from her conviction for a can-can performance in San 
Francisco in 1879.  She paid a $200 fine and continued to perform in Rentz-Sant-
ley shows for several years.  Though viewed as somewhat risqué, early burlesque 
did not have the tawdry image that would eventually be associated with it.   

24. Started in the 1870s, Dolph Levino’s act evolved from The Levino Bros. (with 
brother Henry) to Dolph Levino & Susie Dillon and then to Dolph & Susie Levino, 
after their marriage in 1884.  Dolph also composed music—‘An Autograph Album’ 
and ‘O’Grady’s Daughter,’ both published by C.H. Ditson in 1883 (see Library of 
Congress, Music for the Nation: American Sheet Music)—and, with Don Crimmins,  
co-authored a burlesque play: Sultans of Ballehoho (see Library of Congress, 
American Memory, English-Language Playscripts). In the 1890s, Dolph was the 
stage manager of theatres in Tacoma, Washington, and co-illustrator of a Wild West 
novel: William Devere, Jim Marshalls’s New Pianner and Other Western Stories 

(New York: M. Witmark & Sons, 1897).  As late as 1918, their act still garnered 
favorable review: ‘Dolph and Susie Levino have a comedy cartooning offering that 
goes well’ (Bridgeport Telegraph, 8 March 1918, 14).  

25. M. B. Leavitt, Fifty Years of Theatrical Management (New York: Broadway 
Publishing, 1912), 212.  Leavitt’s book contains more than five hundred photo-
graphs, but none of either Dutch or Dolph.  

26. Stoll had earlier vied for the affections of the already-famous Vesta Tilley.  He 
acquired Levino Hall and moved from Liverpool to Cardiff after Vesta’s engagement 
to rival theatre owner Walter de Frece.  Still Stoll’s friend, Vesta accepted a 
small-salary engagement to promote the Cardiff theatre. 
27.  Washington Post, 18-21 February, 1888, 5 (each issue); and the Morning 

Oregonian [Portland, OR], 30 December 1889.

28.  New York Times, 8 September 1890, 5.

29. Lottie Collins was a member of the Boston Howard Athenaeum troupe; Paul 
Cinquevalli joined in mid-tour.

30.  Dutch already had acting experience from such ‘after pieces’ as A Big Mistake 
and The Daughter’s Banker, presented by Harry Williams’ Own Specialty Company 
and the Rentz-Santley troupe, respectively. An ‘after piece’ was a stage production 
that utilized the entire troupe after the individual acts had completed their ‘turns’. 
Dutch was listed as a ‘Music Hall Artist’ in the 1901 census, but as an ‘Actor’ in the 
1881 census. 

31.  The Philadelphia Inquirer, 10 April 1892, 11, offered this synopsis:  ‘”U and I” 
will be remembered as a bright satire on the apartment house system in New York, 
and deals with the incongruous dispositions of many nationalities coming together 
within the four walls of a Gotham flat’. 

32.  The ‘Syndicate’ was an owners’ group formed in 1891. 
 
33.  The Era, 9 June 1894, 17.
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34.  Penny Illustrated Paper, 9 June 1894, 10.

35.  In the middle of Dutch’s engagement, the theatre was renamed the Olympia 
Auditorium..

36.  Four notices from The Washington Post: ‘Dutch Daly is still in London’ (11 March 
1900, 4); ‘Dutch Daly is in London’ (28 October 1900, 4); ‘Dutch Daly has been ill 
in England since April 1, but now is convalescing’ (16 June 1901, 4); and even as 
late as 1917, having slipped from public notice, he was referred to as ‘Dutch Daly, 
an entertainer, once well known in this country, but now a favorite in England. . .’ 
(1 July 1917, 4).

37.  The Times, 21 April 1900, 1.

38.  The performances evoked favorable comments in News of the World:  ‘Dutch 
Daly shows he still ranks foremost as a teller of funny tales, and his manipulation of 
the concertina is as ever a musical treat’ (17 June 1900, 4); ‘the ever popular Dutch 
Daly, whose ability as a story-teller and concertina expert makes him a perpetual 
favourite’ (8 December 1900, 4).

39.  Promoters of world tours actively advertised for variety performers who were 
ready to travel to the British colonies such as South Africa, India, Ceylon, Australia, 
and New Zealand.

40.  Together with the National Association of Theatrical Employees and the 
Amalgamated Musicians Union, the V.A.F. had assembled their demands regarding 
salary scales and other things in the ‘Charter of the National Alliance’.  Askwith’s 
arbitration award, presented on 14 June 1907, met most of the demands. On the 
V.A.F. and the 1907 strike, see Honri, Working the Halls, 115-33.
41.  Peter Honri, Music Hall Warriors: A History of the Variety Artistes’ Federation 

1906-1967 (London: Greenwich Exchange Publishing, 1997), 34; Honri draws here 
upon the ‘Askwith Arbitration’, paragraph 3620.

42.  This George Formby was the father of the better-known ukulele player of the 
same name. 

43.  The anti-German sentiment can be gauged by the sad fate of juggler Paul 
Cinquevalli, who, despite the Italian-sounding name and having been a loyal British 
subject for more than twenty years, was ostracized at the start of the war because 
of his Prussian birth.  In the United States, Julius Henry Marx, better known as 
‘Groucho’ (1890-1977), abandoned his German-dialect routine, while Joseph 
Cawthorn’s accent in his recording of ‘I Can Dance with Everybody but My Wife’ 
(1916) was marketed as Yiddish, not German.

44.   At their most complete, the entries in parentheses following the name include 
dates of birth and death, original name (if the main listing is a stage name), and 
place of birth.

45.  See Allan W. Atlas, ‘Imitation of Church Bells and Organ, arranged by Henri 
Albano (London: C. Wheatstone & Co. no date): Notes’, The Free-Reed Journal, 3 
(2001), 108-12; and Stuart Eydmann, ‘The Life and Times of the Concertina: The 
Adoption and Usage of a Novel Musical Instrument with Particular Reference to 
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Scotland’ (Ph.D. diss., Open University, 1995), Chapter 7; both items online at 
www.concertina.com.

46.  Henry Alban, Six Melodious Studies for Violin (London: St. Cecilia Music 
Publishing, 1891); Six Short Pieces for Violin and Piano in the First Position (London: 
Moore, Smith, 1910); and Three Melodious Solos for the Violin (London: St. Cecilia 
Music Publishing, 1903).

47.  His last engagement at the Empire Palace Theatre in Edinburgh received a 
favorable comment (though the instrument itself did not): ‘Steve Bartle shows what 
can be done with that rather démodé instrument the concertina. . . .’ (The 

Scotsman, 25 April 1933, 10).    
 
48.  See Chris Algar, ‘Barbara Bartell and Her Golden Edeophone’, Papers of the 
International Concertina Association, 1 (2004), 38-40; online at www.concertina. 

org/pica.

49.  See J.A. Travers, ‘Jack Clevoner, “The Concertina Wizard”’, World Accordion 

Review, 5 (March 1950), 20.  
 
50. Dickory Dok at the Royal Princess Theatre, Glasgow (1908), and the lead role in 
Mother Goose at the Palace Theatre, Manchester (1911), and the King’s Theatre, 
Edinburgh (1912).

51.  His occupation was ‘Cycle Builder’ in both his marriage (1898) and his death 
(1939) certificates.  It was ‘Musician Concertinist’ in the 1901 census, ‘Teacher of 
Music’ on son Thomas’s birth certificate (1904), and ‘Musician (Deceased)’ on son 
Alfred’s death certificate (1949).

52.  On Walter and Tommy Dale, see Eydmann, ‘The Life and Times of the 
Concertina’, Chapter 7. 

53.  Hazel Elliott was born into a family of circus and stage performers.  The Elliott 
Family—a cycling act composed of the six children of James Bedford Elliott (Hazel’s 
grandfather)—toured with Barnum & Bailey’s and other circuses in the 1880s.  In 
the 1890s, the act included more members and diversified into comedy and a 
multi-instrument music ensemble, separately billed as The Musical Savonas.  In the 
1920s, Hazel Elliott had her own musical comedy act—Hazel Elliott’s Candies (later 
Hazel Elliott’s Musical Serenaders).     

54.  The reviews in The Era (27 May 1899) were excellent.  His Pavilion Theatre 
debut brought forth rather staid comments: ‘a refined musical performance by Percy 
Honri, who plays the concertina like an artist.  Several of these instruments are 
manipulated by the performer whose skill and taste are unquestionable. . .’; his 
Collins debut prompted more dramatic remarks: ‘the concertina used to be regarded 
as an instrument of torture by peaceable inhabitants of the London suburbs, but 
musical taste and culture have changed all that, and Mr Percy Honri who is positively 
a virtuoso gets most charming effects. . . .’

55.  Concordia, his premier assembly of musical sketches, made its debut in 1906 
and ran for six years.  His later productions were titled The Power of Music, Bohemia, 
Quick March, and What About It?
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56.  The most thorough account of his career is in his grandson Peter Honri’s 
Working the Halls.
 
57.  Not to be confused with the better-known Darien, Connecticut, a fashionable 
suburb of New York City.

58.  John Hill Maccann, ‘Improvements in Concertinas’, Patent No. 4752, 12 March 
1884.

59.  See Robert Gaskins’s articles, ‘Professor Maccann’s North American Tour 
(1890-1891)’and ‘Professor Maccann: America’s Champion Concertinist’, both online 
at www.concertina.com.

60.   His original compositions include The Empire Quick March and The Palace Quick 
March.

61.  John Hill Maccann, The Concertinist’s Guide: The Most Simple Modern Methods, 

How to Play Correctly, With or Without a Master (London: Howard, 1888), and How 

to Play the Concertina: English, Anglo, German, and Duet Instruments (London: 
Howard & Crew, 1902), both available online at www.concertina.com.

62.  On his approach to teaching the concertina, see his correspondence with an 
amateur concertinist, as excerpted in Richard Evans, ‘Alexander Prince’, Concertina 

Magazine, 18 (1986), 21-23; 19 (1987), 18-19.  On Prince’s wide-ranging 
repertory—classical music to popular song to dance tunes—see Eydmann, ‘The Life 
and Times of the Concertina’, Chapter 7.  One of his brothers, William Sutherland 
(born c. 1889), tutored Reuben Shaw on Maccann duet concertina; see ‘Memoirs of 
a Concertina-Playing Man: Reuben Shaw’, Concertina & Squeezebox 30 (Winter 
1993), 12-17; online at www.concertina.com. 

63.  See the account of his career in Honri, Working the Halls.

64.  See Frank Butler, ‘The Webb Brothers: A Memorial’, Concertina & Squeezebox, 
18-19 (1989), 11-14;  Richard Carlin, ‘The Fayre Four Sisters: Concertina Virtuosi’, 
The Free Reed Journal, 3 (2001), 79-88, both online at www.concertina.com; see 
also, Carlin, ‘Frank Butler: An Interview’, Papers of the International Concertina 

Association, 1 (2004),  25-26; online at www.concertina.org/pica and at 
www.concertina.com.

65.  Audio excerpts are available online at  ww.archive.org/details/Joseph

Cawthorn.

66.  On Fields and Hoey, see Edward LeRoy Rice, Monarchs of Minstrelsy: From 

‘Daddy’ Rice to Date (New York: Kenny Publishing, 1911), 250-51, 264.

67.  These were Sedgwick & Day’s Music Repository (later Sedgwick’s Music Store), 
23 Court Street, Brooklyn, and the Brooklyn Music Rooms, located above the music 
store.

68.  See Michael Meckna, ed., The Collected Works of Alfred B. Sedgwick. Nineteenth 
Century American Musical Theater, 7 (New York: Garland, 1994). 
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69.  Writing before Dutch Daly had established his own reputation in the United 
States, a reviewer for the Colorado Springs Gazette wrote, on 5 May 1880: “Mr. 
Sharpley is probably the best concertina player on the stage and will give some good 
old fashioned music with a tune to it, together with imitations of bugle calls, drums, 
etc.’; on the Sharpleys, see Rice, Monarchs of Minstrelsy, 182, 315-16.

70.  Brooklyn Eagle (5 November 1872, 1). 

71. See ‘The Edison Papers: Chronology 1847-1878’ at http://edison.rutgers. 
edu/chron1.htm.

 
72.  He is credited with a musical arrangement for concertina: ‘Fantaisie Brilliante 
on Guglielmo’s Celebrated Song, The Lover and His Bird’ (London: Weippert & Co., 
c. 1870). Background information on Spice is found in the 1861 and 1871 England 
Census Records; 1910 US Federal Census Records; New York Petitions for Natural-

ization (Provo, UT); Brooklyn, New York Directories; 1888-1890; and various issues 
of the Brooklyn Eagle, 1872-1902.
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Joseph Astley, Oldham Concertina Band 

and the MHJ Shield1

STEPHEN CHAMBERS

Around a century ago the concertina and concertina bands were at the peak 
of their popularity with working men in the industrial towns of the North of 
England.  The following recollections by Harold Mellor of Ashton-under-Lyne2 —‘an 
amateur player of the English [concertina], having learned this instrument as far 
back as 1899’—take us right back to that time. But it should be remembered in 
reading them that they are written in the first person, and that they were first 
published almost sixty years ago:

Two of the best-known players in the North, some thirty years 
ago, were the Astley Brothers, Joe and Arthur. It has been said that Joe 
could get more out of the 48-key Treble than any other man in England. 
I have heard that he never played any other than a 48-key.

Arthur Astley3 (who, incidentally, was my old teacher) was a 
grand exponent of the Baritone and, on one occasion, won a Baritone 
Edeophone at the Crystal Palace,4 offered by Lachenal’s for the best 
Baritone solo. He died recently, but this particular instrument which he 
won is still in the possession of an Oldham player. I saw it quite 
recently, and it is still in good condition.

Joe Astley5 died many years ago. He kept a cycle and music shop 
in Manchester Street, Oldham, where one could always obtain the best 
models [of concertina] and Concertina music. I should say that quite 50 
per cent of the instruments sold in the North about thirty to forty years 
ago passed through his hands. He was, incidentally, the founder and 
leader of the Oldham Concertina Band.6

The concertina scene in Oldham seems to have been a flourishing one in the 
late nineteenth century, and in 1888 the concertina artist ‘Professor’ John Hill 
Maccann was able to name the following concertina dealers and teachers there:7 

Oldham, Lancashire. --James Pallitt [sic, read Pollitt],8 131, 
Yorkshire Street, (Dealer); Collins, 23, Mumps, (Dealer); J. Taylor, 92, 
Round Tom Road (Teacher Anglo); J. Astley (Teacher, Dealer Duet 
and English).

He also noted that a successful band already existed by mentioning that ‘Mr. 
Joseph Astley, of Oldham, Lancashire, has—a Band who can give a good account of 
themselves’.9

In that same year (1888) Astley was elsewhere listed as a ‘concertinist’ at 1, 
Pendleton Street, Oldham,10 though at the time of his marriage five years earlier he 
had been employed as a ‘Cotton Piecer’.11 In 1891 he was a ‘Music Dealer’ at 21, 
Railway Road12 and by 1895 a ‘cycle agent & professor of the concertina’ at 4, 
Railway Road.13 
 

Soon afterwards, Astley moved to 188, Manchester Street, where the 
business was to remain, and this is the address overprinted on a Price List of 
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Fig. 1.  Price List of Lachenal & Co.’s English Patent Concertinas, c. 1896-1897, 
overprinted with Astley’s name and address.
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Lachenal & Co.’s English Patent Concertinas (Fig. 1, pages 28 & 29)14 which 
probably dates from around 1896-1897.15 He is also to be found living there in 
1901, described as a ‘Music & Bicycle Dealer [and] Shop Keeper’,16 and listed as a 
seller of musical ‘Small goods, bicycles, &c.’ in editions of the same music trade 
directory from as far apart as 1903 and 1937.17

The Oldham Concertina Band ‘rehearsed over his shop in Manchester Street 
on Sunday mornings,’18 and the photograph for the lithographically printed post 
card (Fig. 2) was taken outside those premises. It shows the Band with twenty-three 
members.  

As David Shannon has noted:19

The postcard was published by Cecil; he is the one kneeling on the right 
with the concertina in his hand.20 The chap to the left without the 
concertina is probably the drummer. Seated far left is Arthur [with a 
baritone Edeophone, probably the one he won at the Crystal Palace], 
standing far right is Fred.21 Joseph is the bandmaster in the centre. We 
reckon the picture was taken just before a march in recognition of the 
Coronation [of King George V, 22nd] June 1911, 

and no doubt that is why there are a crown and ‘GR’ decorating the windows behind 
them.22 Close scrutiny of the image reveals that almost half the band members are 
wearing neck straps or cords to help support the weight of the larger instruments 
while the band was on parade. 

Fig. 2.  Post card of Oldham Concertina Band outside Astley’s shop, June 1911.
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In many ways the concertina band movement echoed the larger and better- 
established brass band one, but though various local concertina band contests took 
place in the North of England in the 1880s-1890s, there was not the recognition of 
any prestigious National championship for them, such as existed for the brass 
bands. However, that changed in 1905, when a competition for concertina bands 
was added to the British Open Brass Band Contest at Belle Vue, Manchester,23 and 
in 1906 also to the premier National Brass Band Championship at the Crystal Palace, 
London.24 

The Oldham Band won the second annual Concertina Band Contest at Belle 
Vue, on Saturday, 15 September 1906, becoming ‘the only band that ever brought 
a first from Belle Vue to Oldham’,25  and in consequence a very informative article 
about their victory appeared in the Oldham Evening Chronicle the following 
Monday.26 I make no excuse for quoting it in its entirety, as it contains much factual 
information, as well as being highly evocative of the proceedings:

CONCERTINA BAND CONTEST AT BELLE VUE

VICTORY FOR OLDHAM BAND

On Saturday afternoon about 300 [sic]27 persons with small 
square boxes might have been seen in Belle Vue, anxiously awaiting 
the “drawing for place” at the second annual concertina band contest. 
Eleven bands entered for a championship cup and £70 in prizes. Nine 
bands took part, the test piece being “Don Sebastiano” (Donizetti), 
arranged by Lieut. Charles Godfrey,28 Bandmaster of the Royal Life 
Guards. The judge was Mr. Fred Vetter, of Manchester, musical director 
and specialist in English concertina playing. The pavilion ballroom was 
crowded, and each band had a large following, so that concertina band 
contests are likely to become as hardy annuals as the brass band 
contests. Soon after six o’clock the judge’s decision was given:—

First prize, silver challenge cup and a Wheatstone’s English 
concertina, valued £21, and £10 in cash, with silver medal for the 
bandmaster and the “Military Band Journal” for 1906, value 29s. 6d., 
awarded to Oldham Band (Mr. Joe A. Astley, conductor).

Second prize, Heckmondwike.
Third, Ashton.
Fourth, Mexborough.
We congratulate the Oldham lads and Mr. Astley on their 

excellent performance. The tone of the fine and well-balanced 
combination of real English instruments was a revelation to all lovers 
of good instrumental music present. The following constituted the band 
[of 18 members]:—

Conductor, Joe A. Astley; 
soprano, Cecil Astley; 
1st treble, Harold Ward; 
re-piano [sic, read ‘repiano cornet’], A. G. Shaw; 
2nd treble, A. Jessop; 
3rd cornet, Robert Wild; 
1st tenor, W. Clegg; 
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2nd tenor, Geo. Allen; 
3rd and 4th tenor, W. Rouch; 
flugel-horn, S. Jackson; 
1st baritone, G. Stephens; 
2nd baritone, Arthur Quin; 
solo euphonium, Robert Arthur Astley; 
1st trombone, Wm. Grindrod; 
2nd trombone, W. Howard; 
bass trombone, W. Holland; 
1st bass, Fred Astley; 
contra bass, T. Collins.29

Considerable local interest was taken in the contest, and the 
Oldham players received quite an ovation as they drove up Manchester 
street to their bandroom. After their stiff day’s work adjournment was 
made to the Packhorse Inn, where refreshment was provided by the 
host and hostess, Mr. and Mrs. Walter Bethel. The loving cup having 
passed round30 Mr. G. Paton, recital chairman for the band, proposed 
the conductor’s health and success to the English concertina. He 
pointed out that the instrument was much misunderstood. The 
harmony produced by such a combination as Mr. Astley conducted at 
Belle Vue that day, could not be surpassed by the best theatrical band. 
Invented in 1827 [sic] by Wheatstone the up-to-date English 
concertina was so perfected to-day that all the sounds of the organ, as 
well as the rapidly executed and clean, clear notes of the violin and 
’cello were easily produced on it. For recital and obligato in concert 
rooms, the concertina band was superior and not so loud as brass 
instruments. Mr. Joe Astley in reply said the work performed at Belle 
Vue contained many pitfalls for the concertinist, but all the better for 
that; his men had done well and were now the champion cup holders. 
He and they were hard at work preparing for the Crystal Palace contest 
on 29th inst. If they played as well there as they had done that day the 
£50 [sic, read ‘guineas’] challenge shield would be brought from 
London to Oldham. The English concertina had entered on a new era, 
and would now rank with the best reed or wind or string instruments.

At the inaugural Crystal Palace concertina band competition, the Oldham 
Band are reported to have played well, but there was a mishap involving a stray 
pigeon and their hopes were dashed, as they finished second to Mexborough 
Chromatic. The correspondent of the Oldham Evening Chronicle once more 
reported on the event in detail, with an account from Joseph Astley himself that 
evokes the experience (and his manner of speech) wonderfully for us:31

The Crystal Palace Band Festival of 1906 will not alone be 
noteworthy because of the fact that the attendance of brass bands has 
broken all records but also because for the first time an English 
concertina band contest has taken place there. London is behind 
Manchester in this respect. . .not alone in solo work but in a well-
balanced combination did several of the contesting [concertina] bands 
give a rendering of Cope’s “Carmelite”32  that, for beauty of tone and 
excellence of harmony, could not have been excelled by the best 
orchestra. . .There was a special prize for the best soloist (a Lachenal 
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48-keyed Edeophone concertina of £20 value), awarded to Oldham’s 
soloist, Mr. Harold Ward, Manchester street. . .A London paper whose 
musical critic was present speaks of Oldham’s performance as 
“sounding just like an organ, only softer and more marvellously sweet. 
Under the inspired baton of Mr. Astley Oldham’s rendering of the test 
piece will stand out, in the memories of those who heard it, a revelation 
in tone, colour, and beauty of sound; the phrasing was grand, the whole 
brilliant and artistic.”

Mr. J. A. Astley, the conductor of the Oldham band, says:—To 
take part in a Crystal Palace contest is not only to be possessed of 
musical talent, but to be capable of any amount of physical endurance. 
Oldham band are all working lads. Friday’s work over, we met for a final 
rehearsal at 10.30 on Friday night. From then till 11 o’clock next day 
(Saturday), when we reached the Palace, we were pent up in railway 
carriages or tramping, as we did, across London from station to station 
(Marylebone to Victoria) for twelve hours without chance of sleep. I 
pass over the hustling and crowding in London on a Crystal Palace Band 
Contest day. Magnify Belle Vue, say, six or seven times and you may 
form some idea of the bustle. Arrived there, and we wash and brush up 
and have dinner, draw for place and on the platform we find ourselves 
before a packed crowd, largely composed of musical experts, 
instrumentalists and instrument makers, embrio conductors and 
composers, and a very few personal followers, not forgetting the judge, 
who is oblivious to all but the sounds we send him and how they 
compare with his copy of the test piece—the present, but unseen, 
recorder of our deeds, and on whose judgement rests our hope or 
despair. It’s no fun going to a band contest, for a band of men of a 
score or more are like so many links in a chain. One is weak or out of 
form and gives way and the whole day’s work is lost. A slip, a wrong 
note, or mistaken phrasing of his part and we are undone. Then pity 
the sorrows of a conductor of an amateur band. I don’t say my lads 
make no mistakes, but I do say they make less than their competitors, 
while the light and shade we put into our work with the best 
instruments kept in the most perfect tune ought to make up a highly 
creditable performance, whether we win prizes or not. If we made any 
mistake on Saturday it was when a tame white pigeon that had 
somehow got into the hall came flying down and alighted on the stand 
of our trombone soloist just as we were in one of our most expressive 
moments. The incident, happening in full view of the audience but 
unseen by the judge, was unsettling to the instrumentalist and took his 
eye off and doubtless lost us first place. I am perfectly satisfied with 
the result of the day’s work, for it will add materially to the popularity 
of the genuine English concertina.

However, Oldham were to prove victorious at the Crystal Palace in the two 
following years, 1907 and 1908, and our next photograph (Fig. 3) ‘was taken in 
1908’33 when ‘for the second year in succession the Oldham Band won premier 
honours, a challenge shield valued fifty guineas and £10 cash, also a 48-keyed 
concertina valued at eighteen guineas, and a bandmaster’s cup valued at a 
guinea’.34 
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It shows fourteen band members posing with the challenge shield, 
enlargement of which reveals that it is engraved ‘The Crystal Palace Band Festival’ 
above its boss, and ‘1906’ immediately below it, but unfortunately the lettering 
beneath the date is unreadable. However, the prominent initials ‘MHJ’ can also be 
discerned on the rectangular metal plate at its head,35 suggesting it must have 
been the Musical Home Journal that was the sponsor of the shield, rather than the 
‘Home Music Journal’ as cited by Nigel Pickles (seemingly quoting an unidentified 
newspaper report).36 The central motif of the trophy (at the boss of the shield) 
depicts one of Wheatstone’s then recently introduced octagonal Æolas,37 with the 
young lady to the right of it holding an early example of the model (which may 
have been the prize Wheatstone concertina from Belle Vue in 1906).38

1909 proved to be the final year for the concertina band competitions at the 
Crystal Palace,39 and Oldham fared disappointingly, coming third. First prize was 
won by their Yorkshire rivals ‘The Heckmondwike English Concertina Band [who] 
emerged from [the contest] with flying colours, winning the 50 guineas shield, a 17 
guineas instrument, £10 in money, and a black ebony silver-mounted baton’.40 They 
are to be seen proudly posing with the Shield in our last photograph (Fig. 4), and as 
Councillor R. L. Bowling declared:  ‘This trophy was an emblem of victory at the 
greatest contest in England; therefore it was a great honour for the band to win’.41

 In 1910 the Oldham Band was avenged, defeating Heckmondwike at Belle 
Vue. But thereafter neither of them was to win again, and Ashton-under-Lyne 

Fig. 3.  Oldham Concertina Band with MHJ Shield, won 26 September 1908.  
Reproduced courtesy of Barbara and David Shannon.
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must have seemed unbeatable, winning six of the remaining seven contests that 
were held. 

DISCOGRAPHY

In April 1907 the Oldham Prize Concertina Band42 and Joseph Astley made a 
number of wax cylinder recordings for Edison Bell.43

Oldham Prize Concertina Band:

A Sailor’s Life—Descriptive: Edison Bell 10113
The Contest—March (Thompson/arr. James Ord-Hume): Edison Bell 

 10114
La Carmélite (Hahn)—Selection: Edison Bell 10115
Boccaccio (Suppé)—Selection: Edison Bell 10116
Albion March: Edison Bell 10117

J. A. Astley:  

Dresdina Gavotte, Concertina with piano accompaniment: Edison Bell 10119
Rocked in the cradle of the deep (Joseph P. Knight / Emma H. Willard), Bass     
   concertina with piano accompaniment: Edison Bell 10133.

Fig. 4.  ‘Heckmondwike English Concertina Premier Prize Band, 
Crystal Palace September 25th 1909’, with MHJ Shield.
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NOTES

1.  This article was originally to have been a short ‘Picture Gallery’ feature, but as I 
searched for information and various people answered my questions, or volunteered 
assistance, ‘like Topsy, it grew and grew’. My thanks are extended to those 
responsible: Barbara and David Shannon (Astley family), Catherine and Charlotte 
Drummond (Oldham Local Studies and Archives), Marie Bray (Huddersfield Local 
History Library), Alan Day, Gavin Holman, Keith Chandler, Randy Merris, and Wes 
Williams.

2.  The recollections are to be found in Accordion Review, 5/2 (1950), 30. The towns 
of Ashton-under-Lyne and Oldham almost merge; they are separated only by the 
wooded gorge of the River Medlock valley. 

3.  Robert Arthur Astley, born Heywood, Lancashire, 2Q (second quarter) 1872. He 
is listed as a ‘Bassinette Hood Maker’ on the 1901 Census (RG13/3804), so he was 
quite likely one of the 1,300 employees of the major Oldham concern Bradbury & 
Co. Ltd. (1852-1924), manufacturers of ‘motor cycles, cycles, sewing machines, 
machine tools, children’s bassinettes and mail carts’. A ‘bassinette’ (or ‘bassinet’) is 
normally a basket-like bed for a baby, but in this context it means a baby’s pram, 
deriving from the earliest four-wheeled type which had a bassinette-style body; see 
www.webperambulatormuseum.com/index_files/Page1133.htm. 

4. A reference to this in Accordion Review, 4/4 (1949), 22, is confused, but indicates 
that he won the instrument at the final Crystal Palace competition, which was in 
1909. Edeophones are twelve-sided concertinas, and were the top-of-the-range 
model from the manufacturer Lachenal & Co.

5.  Joseph Andrew Astley, born Bury, Lancashire, 5 April 1863, died Stockport, 
Cheshire, 20 October 1942. There seems to be some ambiguity about his middle 
name, as both the 1871 Census (RG10/3950) and Worrall’s Directory of Oldham 
1888-9 give it as Ambrose; but it is Andrew on the Census for 1901 (RG13/3809), 
and Barbara Shannon (his great-granddaughter) has told me that ‘My father was 
very close to his grandfather [and] always called him by his full title of Joseph 
Andrew, and that is his name on his birth, marriage and death certificates as well as 
a solicitor’s letter that I have’. (Personal communication, 14 January 2007.)

6.  And not only the Oldham Band it would seem; according to an article on 
‘Cheetham Walters’ by J. A. Travers, in World Accordion Review, 6/1 (October 
1950), 31, Walters (real name Walter Cheetham, from Heywood) ‘made the 
acquaintance of many leading players, amongst them being that outstanding 
performer, Joe Astley . . .Between them, they formed the “Heywood Concertina 
Band” which performed with great success’. Indeed, there is a photograph of the 
‘Heywood English Concertina Prize Band’ (so taken after their 1907 Belle Vue win) 
in which Joseph Astley is the bandmaster, wearing the same uniform as in the 
Oldham photos. The programme for ‘The Ninth Annual Concertina Band Contest 
[Belle Vue] Saturday, July 8th, 1922’ reveals that he conducted no fewer than three 
of the ten bands at that event:  Oldham, Heywood, and Pendleton Victoria. 
(Programme in the possession of Barbara Shannon.)

7.  John Hill Maccann, The Concertinist’s Guide (London: Howard, [1888]), 11.   
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8.  James Pollitt sold some fine Anglo concertinas stamped ‘POLLITT’S PEERLESS 
ANGLO OLDHAM,’ which were made especially for him by John Crabb in London. 

9.  Maccann, The Concertinist’s Guide, 4.

10. Worrall’s Directory of Oldham 1888-9, 39.  

11. He married Alice Fletcher on 19 May 1883 in Heywood, where she was born and 
he grew up. They must have moved to Oldham before the birth of their son Fred 
there in the last quarter of 1887. 

12. 1891 Census, RG12/3303.

13. Slater’s Directory of Oldham 1895, 167. It was the ‘golden age’ of the bicycle, 
and whilst such a combination of occupations might seem unusual to us today, it 
seems not to have been so uncommon a century or more ago. For example, the 
Glasgow concertina player and teacher Walter Dale also managed the family 
cycle-building business around the same time (see Randall C. Merris, ‘Dutch Daly: 
Comedy and Concertinas on the Variety Stage’, in this volume of PICA), and the 
London concertina maker Thomas Shakespeare is listed as a ‘Cycle Maker’ on the 
1901 Census (RG13/516). The business founded by Joseph Astley stopped selling 
concertinas long ago, but continued into the twenty-first century as the bicycle shop 
Astley’s (Oldham) Ltd., at 288, Heron Street. However, it ceased trading on 31 
October 2002, following the death of George Astley (Barbara Shannon’s father).

14. Also online at: www.concertina.net/guide_lachenal.html. 

15. So dated because (1) it lists Lachenal’s exhibition awards up to the Diploma and 
Silver Medal they won at the Paris Universelle Exposition in 1889, but not their 
subsequent Silver Medal at the Brussels International Exhibition of 1897, and (2)  
Astley was listed at 4, Railway Road in 1895.  

16. 1901 Census, RG13/3809.

17. Musical Opinion & Music Trade Review Directory 1903, 3 and 157, and (by then 
renamed) Music Trade Directory 1937, 66.

18. Letter from ‘Oldtimer’ in Oldham Evening Chronicle, 27 November 1956. Whilst 
Barbara Shannon has added that ‘The bandroom was later made into two rooms, a 
small storeroom/playroom and my big bedroom. I spent the first fifteen years [of 
my life] sleeping in the bandroom’. (Personal communication, 4 February 2007.)

19.  Personal communication, 18 April 2006.

20.  Joseph Astley’s younger son, Cecil Arthur Astley, born Oldham, 3Q 1890. He 
later emigrated to Australia, where the family concertina connection seems to have 
been maintained as there is a mention, in ‘The Concertina’ section of World 
Accordion Review (8/4 [1953], 31), that ‘Rosa Loader has arrived safely in Australia 
and has already contacted the Astleys’.

21. Joseph Astley’s elder son, Fred Astley, born Oldham, 4Q 1887. ‘Fred [carried on 
his father’s shop, but] was more interested in bikes than music so the music side of 
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the business ceased’.  (Personal communication from his granddaughter Barbara 
Shannon, 4 February 2007.)

22. The Royal cypher GR standing for Georgius Rex, ‘King George’ in Latin.

23. First held at Belle Vue in 1853, the Contest took place annually thereafter on a 
Saturday in September. The Concertina Band Contests were interrupted by the 
outbreak of the First World War in August 1914, and resumed only for the four years 
1922-1925, but by then they had been relegated to the ‘Second Section’ Grand 
Shield Contest in July (from which brass bands could qualify for the British Open). 

Results, from a handbill for The Great Band Contest, Zoological Gardens, Belle 
Vue, Manchester, 1926, reproduced in Free Reed, The Concertina Newsletter, 17 
(January/February 1974), 26, were:

1905 – 1st Heckmondwike, 2nd Ashton-under-Lyne, 3rd Harrison Road     
   Temperance (Halifax), 4th equal Oldham & Mexborough; 

1906 – 1st Oldham, 2nd Heckmondwike, 3rd Ashton-under-Lyne, 4th       
  Mexborough 
1907 – 1st Heywood, 2nd Oldham, 3rd Manchester, 4th Heckmondwike 
1908 – 1st Heckmondwike, 2nd Oldham, 3rd Mexborough, 4th Ashton-under-  
  Lyne 
1909 – 1st Ashton-under-Lyne, 2nd Heywood, 3rd Heckmondwike, 4th Atherton 
1910 – 1st Oldham, 2nd Heckmondwike, 3rd Ashton-under-Lyne, 4th Atherton 
1911 – 1st Ashton-under-Lyne, 2nd Oldham, 3rd Heywood, 4th Bury 
1912 – 1st Ashton-under-Lyne, 2nd Oldham, 3rd Bolton, 4th Heckmondwike 
1913 – 1st Ashton-under-Lyne, 2nd Mexborough, 3rd Heckmondwike, 4th  
  Oldham
1922 – 1st Manchester, 2nd Heckmondwike, 3rd Heywood, 4th Mexborough 
1923 – 1st Ashton-under-Lyne, 2nd Heckmondwike, 3rd Oldham, 4th   
  Mexborough 
1924 – 1st Ashton-under-Lyne, 2nd Manchester, 3rd Castleford Roundhill, 4th  
  Mexborough 
1925 – 1st Ashton-under-Lyne, 2nd Heckmondwike, 3rd Manchester, 4th   
  Mexborough.
  

24.  First held in July 1900, and thereafter annually on the last Saturday in 
September, or first Saturday in October. See the recollections of John Henry Iles for 
the origins of the Crystal Palace Band Festival and an insight into how it was 
organised: www.harrogate.co.uk/harrogate-band/misc02d.htm.

Results of the concertina band competition, as published the following Monday 
in the Oldham Evening Chronicle each year, were: 

1906 (29th September) – 1st Mexborough Chromatic, 2nd Oldham, 3rd   
  Heckmondwike 
1907 (28th September) – 1st Oldham, 2nd Heywood, 3rd Heckmondwike, 4th  
  Mexborough
1908 (26th September) – 1st Oldham, 2nd Heywood, 3rd Heckmondwike, 4th  
  Mexborough 
1909 (25th September) – 1st Heckmondwike, 2nd Heywood, 3rd Oldham. 

25. Letter from ‘A lover of music’ in Oldham Evening Chronicle, Monday, 17 
September 1906. (So no local brass band had won the Contest at Belle Vue.) 

26. Oldham Evening Chronicle, Monday, 17 September 1906.
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27. Competition rules allowed a maximum of twenty-four players in a band, so 
probably more like two hundred?

28. From 1872 to 1921 he arranged every test piece used at the contest, and 
adjudicated most years too.

29. Notice the odd mixture of concertina and brass band terminology in describing 
the band parts. 

30. The loving cup was a large communal drinking vessel, usually filled with a 
spiced punch-type mixture and passed around at ceremonial celebrations. 
Sometimes synonymous with ‘wassail bowl’.

31. Extracts from the concertina band section of the report ‘Crystal Palace Band 
Contests — Success of Local Bands’, in Oldham Evening Chronicle, Monday, 1 
October 1906.

32. The Oldham Concertina Band recorded a selection from the 1902 opera La 
Carmélite by the Venezuelan-born French composer Reynaldo Hahn on a wax 
cylinder in April 1907—Edison Bell 10115. Presumably it was this (arranged for 
brass band by Sam Cope?) that was the 1906 Crystal Palace test piece. 

33. Personal communication from Barbara Shannon, 3 January 2007. 

34. Oldham Evening Chronicle, Monday,  28 September 1908.

35. Hence the ‘MHJ Shield’ of my title.

36. Nigel Pickles, ‘The Heckmondwike English Concertina Band’, article in the 
International Concertina Association Newsletter, 351 (October 1987), 8.  As far as 
I can ascertain there was no publication called the Home Music Journal, whereas 
the Musical Home Journal was published weekly by Cassell & Company Ltd. from 
1905 to 1908 (which may well explain why the Crystal Palace competition for the 
Shield was held only in the parallel years 1906-1909; sponsorship of prizes 
probably having to be organised the previous year). The Musical Home Journal was 
afterwards incorporated with Cassell’s Saturday Journal, and that publication 
provided the remarkably similar-looking Cassell’s Saturday Journal Shield as the 
‘Second Section’ brass band prize at the Crystal Palace (dates unknown, but it was 
won by Long Eaton Silver Prize Band in July 1927, and there is a photograph of 
them with it at http://homepage.ntlworld.com/robert.standsfield/   
Photographs/historical/1927a.htm). So it appears quite likely that the Musical 
Home Journal Shield was recycled to produce the Cassell’s Saturday Journal one.

37 ‘The Aeola, in its present [octagonal] form, was produced by my father [Edward 
Chidley] in about 1902’, according to ‘remarks. . .received from our Technical 
Advisor, Mr. K. V. Chidley’ (Production Manager of concertina makers C. 
Wheatstone & Co.), in Accordion Review, 4/6 (1949), 21.
 Up-to-dateness seems to have been considered a byword around the turn of 
the twentieth century; hence the introduction of harmonicas branded the ‘Up to 
Date’ by Hohner at the time, and the comments about ‘the up-to-date English 
concertina [of] to-day’ in the 1906 newspaper report on the ‘Concertina Band 
Contest at Belle Vue’ (quoted above). So perhaps that is why the most ‘up-to-date’ 
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concertina, the new octagonal Æola, was chosen for the central motif on the Shield, 
rather than a more generic instrument of traditional hexagonal shape. But the Æola 
was Wheatstone’s exclusive flagship model, which may explain why the trophy in 
the photographs has been described as ‘the Wheatstone Shield’ on the internet 
forum Concertina.net: www.concertina.net/forums/index.php?showtopic=1536.

38. The very presence of a female band member in the two Oldham Band photos is 
in itself noteworthy for the era, and unique amongst the images of (non-Salvation 
Army) concertina bands that I have seen dating from before the First World War. 
However, that conflict saw women take on many roles that had previously only 
been filled by men, and there is evidence that in the early 1920s a few of them did 
play in some of the bands (the ones that I’m aware of being Premier, Ashton-under-
Lyne, and Barton Hall). 

39. Nigel Pickles has commented that ‘One of the main problems was that these 
two contests were held within two weeks of each other in September and often 
caused financial hardships for bands to be able to compete at both. This led to there 
being only four or five bands at Crystal Palace on the four occasions that the contest 
was held’ (Pickles, ‘The Heckmondwike English Concertina Band’, 7), but the demise 
of the sponsoring Musical Home Journal, in 1908, was probably the most significant 
factor in its coming to an end the following year.

40. Cleckheaton Guardian, Friday, 1 October 1909 (published weekly, on Friday).

41. Unidentified press report, quoted in Pickles, ‘The Heckmondwike English 
Concertina Band’, 8. The formal presentation of the Shield by Bowling, at 
Heckmondwike Co-operative Hall on the night of Wednesday, 10 November 1909, 
was also reported in the Cleckheaton Guardian, Friday, 12 November 1909. 

42. Notice the addition of the word ‘Prize’ to the name, probably following their 
1906 Belle Vue victory.

43. Compiled from information provided on the website www.truesound
transfers.de/edb210.htm. 
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David Edward Hughes: 

Concertinist and Inventor1

DAN M. WORRALL

On a late spring evening in Charleston, South Carolina, in 1845, a small family 
band comprised of three children appeared in front of a large audience of well-to-do 
planters and town folk in that city’s Hibernian Hall. Each attendee had paid fifty 
cents to see and hear the little group, which performed four times over the course 
of a week in a highly-touted booking. The youngest member of the band was a girl 
of only seven, who sang operatic airs and played the harp ‘with great originality of 
genius’.2   A slightly older lad played the violin in a manner ‘creditable to old and 
experienced masters, not excepting Paganini himself’. Of the eldest boy, who was 
fourteen, it was said that ‘his flying fingers swept the lyre’. This boy also performed 
on the English concertina, about which the reviewer could only muster the phrase 
‘a most pleasing instrument’. For the past five years, David Edward, the fourteen-
year-old, and the ‘Hughes Family’ had been playing in similar venues across the 
United States, Canada, England, and the West Indies. 

These Charleston concerts, which took place on the 6th, 8th, 12th, and 15th of 
May 1845, are landmarks of sorts in the history of the concertina:  they mark the 
earliest documented appearances of the English (or any other kind of) concertina 
in American music circles.3 The band’s concertinist was David Edward Hughes 
(1831-1900), a musical child prodigy and mechanical genius whose later inventions 
did much to make today’s communication, broadcast, and recording industries 
possible, and who was one of the most decorated and renowned scientists of his 
day. And of particular interest to concertinists is this:  his scientific life and 
inventions, which followed his youthful days as a musician, display amazingly close 
similarities to those of Sir Charles Wheatstone (1802-1875), the inventor of the 
English concertina. Both scientists came from family backgrounds rich in music, 
both tinkered at length with schemes for mechanically made, transmitted, or 
recorded music early in their technical careers, and both went on to make major 
discoveries and quite similar inventions in the then-new field of long-distance 
electrical communication.  While Wheatstone’s life has been comprehensively 
described by Brian Bowers,4 this brief contribution will explore Hughes’s life, with 
emphasis on its parallels with that of Wheatstone.

The Young Concertinist

David Edward Hughes was born to musically talented Welsh parents in 
London on 16 May 1831.5   His father, David Hughes (born c. 1803), was the son of 
a Welsh bootmaker; about his mother, Catherine (born c. 1798), little is known. 
The couple had four children: Joseph Tudor (born c. 1827), David Edward, John 
Arthur (c. 1835), and Margaret (c. 1838), and tours of English concert halls began 
when the eldest son, Joseph Tudor, was only five.  Just when the family added a 
concertina to its act is uncertain, but we might note that there is an entry for a 
‘Captn Hughes’ in a Wheatstone sales ledger on 22 June 1836.6  Needless to say, 
considering the Captain a member of our Hughes family would go a long way in 
explaining how David Edward came to the instrument (see below).
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 In 1840, the family 
emigrated to America, 
arriving in New York City on 
the ship Catharine on 8 
October 1840.7  Their entry 
papers list David, Sr., as a 
‘teacher of music’, while the 
three boys are listed as 
‘musicians’.  The family 
began to perform on tour 
later that year, their 
performances even including 
one at the White House.  
Then, after a hiatus of some 
months following the tragic 
drowning of Joseph Tudor in 
the Hudson River in 1841, 
they resumed performing, 
and toured in Canada and the 
West Indies before settling 
down on a farm in Virginia.
 
 It is also from around 
this time that we have an 
engraving of the ten-year-old 
David Edward (Fig. 1 ), 
possibly the oldest surviving 
image of any musician 
playing a concertina.  It 
shows a fair-haired David, 
family concertina in hand, 
dressed in the style of the 
day, and with two medals 
proudly displayed around his 
neck.  Charming as it is, the 
drawing is naively executed:  
David’s feet are drawn overly 
(if fashionably) narrow, and 
the concertina is so crudely 
drawn that, while the thumb 
straps leave no doubt that 
we’re dealing with an 
English, an unknowing 
observer would find it hard to 
say just how many sides it 
has.

 Only a few period 
newspaper accounts of 
Hughes family concerts have 
survived. Five—year—old 

Fig. 1.  Engraving of David Edward Hughes, age ten 
(c. 1841);  the earliest known image of a concertinist.  

Reproduced  courtesy of Mr. Ivor Hughes.



PICA, 4 (2007) Page 43

Joseph played the harp at the Strand 
Theatre in London in 1832.8 A few 
years later another London concert 
featured two brothers,  with violin and 
harp being played.9 A third set of 
accounts describe the above-
mentioned 1845 concert in 
Charleston. This concert had been 
carefully planned, with several 
advertisements appearing in the city’s 
press in the days leading up to and 
during the performances.  One of the 
advertisements—that in The Southern 
Patriot on 7 May—contains an image 
of the ‘Hughes Family’ that seemingly 
includes the entire family of six (Fig. 
2).  The teenage David stands in the 
middle holding his concertina, flanked 
on his right by little Margaret with her 
harp. John Arthur, standing on a 
platform, holds his violin at the far 
right of the image, which also 
accounts for three other members of 
the family, though they seem not to 
have participated at the Charleston 
concerts:  the parents, David, Sr., and 
Catherine, both standing by harps, 
and perhaps, at the far left, a 
posthumous portrait of the deceased 
Joseph Tudor. The advert is also 
valuable for its information about the 
trio’s repertory: the choicest 
selections from the most favorite 
Operas and National Melodies, 
together with ORIGINAL AIRS and of 
their own composition.10 VARIATIONS, 
David’s musical skills were such that 
he was noticed by a German-American 
pianist named Herr Hast, who 
obtained for the nineteen-year-old David a professorship of music at St. Joseph’s 
College in Bardstown, Kentucky, a Jesuit school in a town just one step removed 
from the frontier.11 While there he wrote numerous compositions, one of which, 
titled Lizzie Polka, was published at Cleveland in 1852.12  At the same time, he 
developed such a proclivity for mechanical and physical sciences that he was also 
appointed to a chair in natural philosophy. As we shall see, Hughes came to the 
sciences through his interest in the physics and mechanics of music and sound, just 
as Charles Wheatstone had some thirty years earlier. Yet biographers of Hughes 
seem unaware of Hughes’s prior history with the Wheatstone concertina.  In fact, 
biographers of Hughes seem unaware of the amazing parallels between the work 
of the two men.

Fig. 2.  Advertisement for one of the 
Charleston, South Carolina, concerts by 
the Hughes Family in The Southern Patriot, 
7 May  1845.  David Edward Hughes is in 
the center of the group, holding  an English 
concertina.
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The Mature Inventor

 While teaching at St. 
Joseph’s, Hughes began to 
investigate the possibility of writing 
music in an automated fashion on 
paper by playing the notes on a 
keyboard; in effect, he sought a tool 
not unlike today’s midi devices. He 
devised a machine to do this that 
used pulses of electrical current 
sent by a piano-like keyboard to 
typeface characters set in a rotating 
wheel which printed onto a spool of 
paper tape.  Thus at the tender age 
of twenty-three, Hughes had 
inadvertently created the telegraph 
printer (Fig. 3), the direct ancestor 
of the telex machine, teleprinter, 
and, in many respects, the 
computer keyboard. 

This machine allowed for the first time the commercial transmission and printed 
reception of Roman letters rather than code.  Realizing the potential of his creation, 
he resigned his position at St. Joseph’s, and spent the next two years perfecting it. 
As his obituary in The Electrician puts it, the instrument  

. . .was speedily taken up in the United States as a formidable 
competitor to the Morse system, monopolised by the American 
Telegraph Co. A patent for this instrument was taken out in the United 
States in 1855, and in less than two years a number of small telegraph 
companies, including the Western Union—which was at that time in its 
early stages of development—had united to form one large 
corporation, the present Western Union Telegraph Co., to carry on the 
business of telegraphy on the Hughes system. 

In that same year Prof. Hughes returned to England for the purpose of introducing 
the instrument to the then existing Electric Telegraph Co., which controlled the 
telegraphic business in England. Failing in this endeavour, however, Prof. Hughes 
was compelled to carry his invention across the Channel to France, where it met 
with a much more enthusiastic reception at the hands of the French Government, 
which agreed to give the instrument a year of practical trial on the French land lines, 
and if found satisfactory it was to be finally adopted. Aided by his experience 
already acquired in America, Prof. Hughes was able to make the experimental trial 
a thorough and complete success. The instrument was adopted in France, and 
indeed throughout Europe. . . .13

 The only major industrialized country in which the Hughes system of 
telegraphy was not soon adopted was England, where the Wheatstone and Cooke 
system had been placed into commercial use soon after its invention in 1837; 
clearly that system was so entrenched that this new competitor was ignored. Yet 
even in England Hughes eventually enjoyed success, and his system was finally 
taken up there 1863.14  In an interesting parallel, Wheatstone also appears to have 

Fig. 3.  Hughes’s first telegraph printer, 
patented in 1855.
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considered and devised a telegraphic printer as early as 1841, but never brought it 
into commercial use, thinking it too slow and too expensive.15 There is no evidence 
that Hughes was aware of Wheatstone’s unpublished work, and his (Hughes’s) 
design shows no similarities in construction. 

Hughes spent much of the two decades following his invention of the 
telegraphic printer on the Continent, installing his system in one country after 
another. Following that, he settled in London in 1877, taking up residence at 108 
Great Portland Street, where—in another parallel with Wheatstone’s career—he 
developed the carbon microphone in 1878. It had been fifty-one years since 
Wheatstone had experimented with the transmission of sound waves along metal 
rods, speculating that such a non-electrical method might take music and messages 
from London to Edinburgh. At the same time, Wheatstone constructed a similarly 
non-electrical device consisting of two rods that amplified faint noises when brought 
close to the listener’s ears.  He coined the term ‘microphone’ for the device, though 
it had little more than its useful name in common with the electrical microphones 
that were to come a half century later.  In 1876, Alexander Graham Bell used a 
primitive electrical microphone invented by Emile Berliner in his first telephones. 
That microphone, however, was unsatisfactory, and severely limited the practical 
utility of the telephone. What Hughes discovered was that a loose contact in an 
electrical circuit between battery and transmitter produced a much better 
transmitted sound, and with this discovery he built the first carbon microphone, 
using such crude materials as toy boxes, sealing wax, and wires in the drawing room 
of his home. As the obituary in The Electrician states, ‘it was not until Hughes. . .that 
practical telephony became a possibility’.17 The carbon microphone is the direct 
prototype of most microphones in use today, and was a critical element in the 
development not only of telephony, but of the broadcasting and recording industries 
yet to come.

We may measure the character of the man by what he did with this latest 
invention. By now Hughes was already famous and well-to-do as a result of his 
telegraph printer. He therefore decided to simply give his new invention, the carbon 
microphone, to the world by refusing to take out a patent. He reported his invention 
to the Royal Society in London on 8 May 1878, and made it and its details available 
to the general public on 9 June. This streak of scientific idealism is a characteristic 
that Hughes had in common with Wheatstone, who forty years earlier had planned 
to simply publish his groundbreaking findings on the telegraph to ‘allow any person 
to carry them into practical effect’. Before Wheatstone could carry out his intention, 
however, his commercially-minded partner-to-be, William Cooke, convinced him to 
take out a patent and establish a commercial venture.18

Another of Hughes’s important inventions came in 1879, when he developed 
the induction balance, which saw early use in metal detectors. Originally, it 
consisted of an 

arrangement of coils whereby the currents inducted by a primary 
circuit in the secondary [circuit] are opposed to each other until they 
balance, so  that a telephone connected in the secondary circuit is quite 
silent. Any disturbance of this delicate balance, however, say by the 
movement of a  coil or a metallic  body in the neighborhood of the 
apparatus, will be at once reported by the induction currents in the 
telephone.19 

The very sensitive device was soon used in all sorts of metal detection, such 
as finding submerged torpedoes or in assessing the purity of metal in coins; it is still 
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used in modern metal detectors such as those in airport security. The device is also 
extensively used in today’s medical imaging through EMI (electro-magnetic 
inductance), a field that  began soon after Hughes invented the balance. In 1881, 
President James Garfield was shot by an assassin, and lingered for eleven weeks 
with a bullet lodged hidden in his back; he was soon to die from infection caused by 

Fig. 4.  David Edward Hughes, c. 1890.
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the hordes of physicians who tried to find the bullet. Alexander Graham Bell,  a 
friend of Hughes, had heard of the new invention and decided to try it in the race to 
find the bullet. Although Hughes’s balance was proven fully capable of finding the 
bullet through some practical tests that were devised in the hours before it was used 
on Garfield, the device failed on this critical first application because unbeknownst 
to Bell, the ailing Garfield was placed on a newly-invented coil spring mattress, and 
the metal bedsprings interfered with Hughes’s device.20 

Finally, we must mention Hughes’s work in discovering long-distance wireless 
transmission via radio waves. This came about in 1879, as he experimented with his 
home-built telephone, built to the specifications of his friend Bell’s invention of 1876. 
When using his new induction balance across the room, he heard clicks in the 
telephone and correctly inferred that they were produced by waves of 
electromagnetic energy as opposed to simple induction. To test this, he went from 
room to room in his house and then went outside into the London streets, listening 
to his battery-powered telephone receiver in what some term, in somewhat tongue–
in-cheek fashion, ‘the world’s first mobile phone call’.21 By way of these home 
experiments, Hughes was transmitting and receiving radio waves fully sixteen years 
before Guglielmo Marconi demonstrated radio transmission to the world. 
Unfortunately, Hughes did not publish his work.  Rather, as R.W. Simons (1996) 
writes, Hughes 

. . .showed this work to William Spottiswood (the President of the Royal 
Society), to Prof. Huxley, and to Sir George Gabriel Stokes, 
demonstrating transmission and reception from 60 yards (55m) to over 
500 yards (460m) and noting the variation in signal strength with 
range. Stokes said that all the results could be explained by known 
electromagnetic effects and he therefore could not accept the 
suggestion that electric waves existed. Hughes was so discouraged at 
not being able to convince them that he refused to write up his work in 
a paper until he had better proof. In fact he did no further work and the 
record of his discouragement only came to light in a letter to J.J. Fahie 
in 1899.22 

Much to his credit, Hughes never pushed his claim as the discoverer of radio 
waves, recognizing that the glory belonged to those who published their findings 
(Hertz demonstrated the existence of electrical waves in 1887, and Marconi 
demonstrated wireless telegraphy in 1896). Late in life, however, when asked to 
document those early experiments for posterity, Hughes wrote an account for the 
London journal The Electrician. And in that journal’s obituary for Hughes, we read 
that that account ‘abundantly proved’ that he had been ‘the first to transmit actual 
signals over a considerable distance by means of electrically-generated ether waves; 
which is, in fact, the basis and essence of wireless telegraphy on the Marconi 
system’.23 In 1922, Hughes’s forgotten home-built wireless apparatus was 
unearthed in a London tenement, and was placed on display in a South Kensington 
museum.24  Both Wheatstone, with his never-released telegraphic printer, and 
Hughes were graced with inventions of great import that never came to fruition. 

  Hughes was one of the most honored scientists of his day. A first honor 
came from France, where he was named a Chevalier of the Legion of Honor by 
Napoleon III in 1860. In 1867 the Paris Exhibition awarded him one of ten gold 
medals intended to reward the very highest achievements in science, and similar 
honors came from the nobility or leaders of each European country where the 
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Hughes telegraph system was installed.25 Honors in England were slower in 
coming, likely because of the unique position that the Wheatstone-Cooke 
telegraph system occupied there. Nonetheless, Hughes eventually received the 
Fellowship of the Royal Society in 1880 and, for his work on the microphone and 
induction balance, the Royal Society’s Gold Medal in 1885.  One year later, he was 
elected president of the Institution of Electrical Engineers, and in 1898, the Society 
of Arts conferred on him The Albert Gold Medal, a lifetime achievement-style 
award for all of ‘his numerous inventions, especially the printing telegraph and the 
microphone’.26 

Hughes was married twice. His first wife, London-born Maria M., about whom 
little is known, is listed with him in the London census of 1871. Later in the 1870s, 
he married the New Hampshire-born artist Anna Chadbourne (1826–1919); he had 
no children with either wife. Hughes was known to be ‘simple in tastes’ and ‘a most 
genial companion’.27 When he died in 1900, a colleague reported that ‘it can truly 
be recorded that David Hughes lived without making a single enemy, and died 
mourned by all whose good fortune it has been to come within the cheery circle of 
his friendship’.28 He left most of his considerable fortune to four London hospitals, 
with lesser amounts bequeathed to his wife, his sister Margaret, and several 
technical societies. 

Hughes and Wheatstone

 The parallels between the careers of Sir Charles Wheatstone and David 
Edward Hughes are many, even surprising.  Both men were among the foremost 
inventors of their respective generations, and both came to the physical and 
electrical sciences from musical backgrounds. Wheatstone’s family ran a music 
instrument shop and manufactured wind instruments, while everyone in Hughes’s 
immediate family was a musician, with David Edward himself playing Wheatstone’s 
greatest musical legacy:  the English concertina.  Perhaps inspired by this 
mechanical instrument, Hughes turned to the physical sciences and to acoustics. 
Here both Wheatstone and Hughes made lasting contributions to telegraphy, 
Wheatstone, by virtually inventing the field itself (concurrently with the Samuel 
Morse in the United States), and Hughes by furthering its rapid growth as a 
practical industry with his telegraph printer.  Finally, both men were captivated by 
the idea of long-distance transmission of sound, with Hughes bringing 
Wheatstone’s early concept of amplification and transmission of music to final 
fruition with the invention of the carbon microphone.  Although it seems 
inconceivable that Hughes and Wheatstone never met, no record of such a meeting 
has come to light.

A final thought:  the next time you listen to the radio or a CD, record a tune 
on your iPod, type some notes on your PC, or pass successfully through airport 
security, raise a glass both to the concertinist of that little family band of musicians 
who performed across the eastern United States in the early 1840’s and to the role 
that Wheatstone’s English concertina may have played in stimulating that teenage 
performer’s mechanical and scientific muse.

POSTSCRIPT:  After this article went to press, I turned up several more 
newspaper accounts of performances by the Hughes family in America; these 
include concerts in Washington DC in 1841 and 1843, New York in 1843, and 
Raleigh and Hillsboro NC in 1847.  Of these, a detailed program has survived for 
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the concert at New York's Shakespeare Hotel on 27 July 1843, at which David 
Edward Hughes performed De Beriot's Seventh Air (originally for violin) as a 

concertina solo.  Documentation for these concerts will appear at 
www.concertina.com.

NOTES

1.  I am indebted to Ivor Hughes for the engraving of the young David Edward  
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thanks also to Randall Merris, who kindly provided information from the census and 
immigration records for the Hughes family.

2.  This and the two excerpts from the reviews that follow come from the Charleston 
newspaper The Southern Patriot for 9, 12, and 15, 1845.

3.  But see the Postscript above. The next documented appearance of the English 
concertina in the United States comes with Richard Hoffman’s New York City concert 
on 25 November 1847; see Allan W. Atlas, The Wheatstone English Concertina in 
Victorian England (Oxford: Clarendon Press 1996), 8, n. 54, who, taking Hoffman’s 
publicity at its word—‘Richard Hoffman will have the honor of introducing to the 
American Public [a] New Musical Instrument called Wheatstone’s Patent 
Concertina—refers to Hoffman’s concert as the concertina’s United States debut.
    
4.  Brian Bowers, Sir Charles Wheatstone, FRS 1802-1875, rev. ed. Institution of 
Electrical Engineers History of Technology Series, 29 (London: Institution of 
Electrical Engineers, 2001).

5.  I have drawn on the following for the basic outline of Hughes’s life:  ‘Obituary, 
David Edward Hughes’, The Electrician (London), 26 January 1900, 457-58 (online 
at http://Earlyradiohistory.us/1900/hugh.htm); Dictionary of National Biography, 
xxii (London: Smith, Elder, 1906), 877-79); and two websites:  Ivor Hughes and 
David Ellis Evans, ‘A Welshman Who Became World's First to Transmit and Receive 
Radio Waves’ at www.rootsweb.com/~vtwags/DEHughes.html; and unsigned, ‘100 
Welsh Heroes’ (National Library of Wales), at 
www.100welshheroes.com/en/biography/davidedwardhughes.

6.  London, Horniman Museum, Wayne Archive, Wheatstone sales ledger C104a, p. 
5; the sale is for Wheatstone concertina No. 100; the ledgers are online at 
www.horniman.info.  

7.  Washington, D.C., National Archives and Record Administration, Registers of 
Vessels Arriving at the Port of New York from Foreign Ports, 1789-1919.  
Micropublication, M237, rolls 1-95. This information can be accessed online at 
www.Ancestry.com.

8.  ‘New Strand Theatre’, The Times, 18 February 1832.

9.  Personal communication from Ivor Hughes, January 8 and 9, 2007.

10. At the risk of claiming too many ‘firsts’:  the advertisement seems to contain 
the earliest image of a concertina as part of a musical ensemble.
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11. ‘Obituary’, 457.  I have not been able to identify Herr Hast.

12.  The publisher was G.W. Brainard & Co.; a copy of the original print is preserved 
in the Dwight Anderson Music Library, University of Louisville (KY); communication 
of 8 January 2007 from Ivor Hughes.

13.  ‘Obituary’, 458.

14  ‘Obituary’, 457.

15.  Bowers, Sir Charles Wheatstone, 148-50.

16.  Though Bowers’ work is the definitive biography of Wheatstone, it is worth 
consulting the  Wheatstone entry in ‘Wikipedia’,: http://en.wikipedia.org/wiki/
Charles_Wheatstone .

17. ‘Obituary’, 458.

18. Bowers, Sir Charles Wheatstone, 119.

19. John Munro, Heroes of the Telegraph (Seattle: Worldwide School Library, 
1997), Ch. 10;  one of the best resources for technical descriptions of Hughes’s 
inventions, Munro’s work is available on line at www.worldwideschool.org/library/ 
books/Tech/engineering/HeroesoftheTelegraph.html. 

20. R.J. Brown, ‘Alexander Graham Bell and the Garfield Assassination’, online at 
www.historybuff.com/library/refgarfield.html; see also, Today in History: July 2, 
1881: ‘American Memory’, Library of Congress; online at http://memory.loc.gov/
ammem/today/jul02.html. 
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Discoveries’; online at www.privateline.com/PCS/history3.htm 
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Communication’, General Electric Company Review, xi/1 (1996); online at 
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HISTORICAL DOCUMENT

George Bernard Shaw on the Concertina

INTRODUCTORY NOTE BY ALLAN ATLAS

 Among late-Victorian music critics, none seems to have appreciated and praised 
the English concertina as much as George Bernard Shaw (1856-1950).  Moreover, 
that he was knowledgeable about the instrument—in terms of both its technical 
capabilities and its social status—is evident from the care that he took to distinguish 
it from the German-style import (and, though he never specifically mentions it, its 
English-made counterpart, the Anglo), which he associated mainly with music on 
the streets (see No. 4).
 What follows are the references—seven in all—to the concertina in Shaw’s 
voluminous output of critical writing on music.  I have taken them from the three-volume 
collection of his   complete corpus of music criticism, Shaw’s Music, ed. Dan H. 
Laurence (New York: Dodd, Mead, 1981).  And since most of Shaw’s comments 
about the concertina are tucked into notices that range over a number of matters, 
I have introduced each excerpt with a note about the overall context of each review 
and, where I could, added brief notes that identify the people, compositions, places, 
etc. to which Shaw refers.  
 For those who would like their Shaw criticism in doses smaller than that offered 
by the hefty (2,855 pages) Shaw’s Music, there are a number of other, more compact 
collections that pull together either the criticism of a particular period or that on a 
given topic:  The Perfect Wagnerite (1898; reprint 1972), Music in London, 1890-94 
(1932; reprint 1973), London Music in 1888-89 as Heard by Corno di Bassetto (1937), 
Shaw on Music, ed. E. Bentley (1955), and How to Become a Musical Critic, ed. D.H. 
Laurence (1960).

1.  ‘Music for Connoisseurs’, The Hornet, 31 January 1877 [unsigned] 
         (Shaw’s Music, i, 86).

 It was at The Hornet, a satirical weekly, that the twenty-year-old Shaw found 
his first journalistic employment upon arriving in London in 1876.  This review deals 
mainly with the January 20th installment of the celebrated series known as the Popular 
Concerts of Chamber Music (or ‘Monday Pops’), produced by Chappell & Co. from 
1859 to 1898.  That Shaw is already writing knowledgeably about the English 
concertina (and see No. 2, which follows only three months later) makes us wonder 
if he had not become familiar with the instrument before leaving Ireland. 
 

Mr Richard Blagrove,(a) who has espoused the neglected cause of the 
concertina, gave the first concert of his second season on Thursday 
evening, the 25th inst.  He announces his intention of devoting the 
profits of these concerts to a fund for providing original compositions 
written for several concertinas.  Although we cannot help a passing 
reflection that it may be possible to have too much of a good thing, 
we wish Mr Blagrove every success.

NOTE:   (a) Blagrove (?1827-1895) was one of the great concertina 
virtuosos of the period, second, perhaps, only to Giulio Regondi; he 
played a particularly important role in commissioning works for the 
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instrument; he was also a first-rate violist, and taught and played viola 
at the Royal Academy of Music and in the Philharmonic Society Orchestra, 
respectively. 

2.  ‘Signor Gayerré’s Self-Complacency’, The Hornet, 25 April 1877
         (Shaw’s Music, i, 118-19).

 Here Shaw is concerned mainly with the appearance of the much-heralded 
Spanish tenor Julian Gayerré in Meyerbeer’s Les Huguenots, performed at Covent 
Garden.
 

For an enjoyable musical evening we are indebted to Mr Richard
Blagrove, whose fourth concert took place last Thursday at the Royal 
Academy of Music.  The concert room in Tenterden-street is so 
comfortable, and the surroundings so quiet, that it forms an agreeable 
refuge for those who are curious to hear something novel in music, 
and are tired of the blaze and crush of the opera.  The idea of a 
quintet by Mozart played on concertinas varying in size from a small 
oyster keg to a large hatbox may seem alarming; but the result is 
thoroughly agreeable, and proves that Mr Blagrove is an enthusiast 
and not a speculator.  A pretty and rather brisk movement, specially 
composed for these concerts by M. Silas, and unaccountably termed 
an adagio, was performed last week for the first time.(a)  Mrs Blagrove(b) 
lent valuable assistance in an arrangement of a portion of Hummel’s 
Septuor in D minor,(c) and subsequently accompanied Mr Blagrove in 
some Welsh airs and a selection from La Sonnambula.(d)  The English 
concertina closely resembles the Clarinet in tone—and, indeed, at a 
pinch, a worse substitute for Mr Lazarus(e) than Mr Blagrove might 
easily be found.  The substitution of reeds for strings produces a 
marked change in the effect of such works as Mozart’s quintet in G 
minor,(f) but does not detract from their charm.  The vocalists were 
Miss Bessie Stroud, who was unwise enough to attempt Schubert’s 
Ave Maria, and Mr Shakespeare,(g) who sang a song of his own 
composition.  He falls somewhat short of his celebrated namesake in 
point of originality, but his song was warmly received. 

NOTES:  (a) Edouard Silas (b. Amsterdam, 22 August 1827; d. London, 
8 February 1909) settled in England in 1850; a pianist and organist, he 
wrote at least six chamber works for one or another combination of 
concertina, strings, and piano; the work to which Shaw refers must be 
his Adagio in E for eight concertinas (none of these works was ever 
published); (b) Mrs Blagrove was a pianist, née Eliza Ann Freeth; she 
often accompanied Richard; (c) Johann Nepomuk Hummel (1778-1837) 
was considered one of the great composers of the early nineteenth 
century and probably its foremost pianist; the Septet in D minor, c. 
1816, was composed for piano, flute, oboe, horn, viola, cello and double 
bass; (d) likely Blagrove’s own Duet for Concertina and Piano on Welsh 
Airs (1867); if Blagrove wrote a Fantasia or similar piece on music from 
Bellini’s La Sonnambula, I am not aware of it (there is no listing for such 
a piece in the British Library’s online Integrated Catalogue); on the other 
hand there is a Fantasia on Airs from Bellini’s Opera La Sonnambula by 
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Regondi (1855), and perhaps this is the piece he performed; (e) Henry 
Lazarus (1815-1895) was considered the foremost clarinet player in 
Victorian London; (f) Shaw refers to the String Quintet in G minor, K. 
516; (g) Bessie Stroud was the daughter of Chaplin Henry (also known 
as Henry Charles Stroud), himself a singer of note; Mr Shakespeare is 
the tenor William Shakespeare (b. 1849—still alive as of 1897); he 
taught voice at the Royal Academy of Music from 1878; could he be 
related to the concertina maker Thomas Shakespeare, who was active 
from 1884 to 1892?         

 
3.  ‘The Bach Bicentenary’, The Dramatic Review, 28 March 1885
         (Shaw’s Music, i, 222). 

 Shaw wrote for The Dramatic Review in 1885-1886.  Here he reviews the 
performance of Bach’s Mass in B minor by the Bach Choir under the direction of 
Otto Goldschmidt, concentrating mainly on the revival of the oboe d’amore and the 
baroque trumpet, the latter instrument often having been replaced by clarinets(!) 
or cornopeans (cornet).  Once again, then, Shaw offers the concertina as a substitute 
for the clarinet (see No. 5). 

The rehabilitation of the old-fashioned trumpet was still more 
interesting.  Owing to the weakness of conductors, the indolence or 
incompetence of players, and the ignorance of the public, trumpet 
parts are habitually played upon the cornopean (I prefer to give the 
thing its hideous English name):  an instrument that, accompanied 
by the harp, can, in skilful hands, draw tears from a crowd at the 
door of a gin-palace by ‘The Pilgrim of Love’, or ‘Then you’ll remember 
me’,(a) but the substitution of which for the trumpet in the concert 
room is an imposture and an outrage.  It is easier to play, however; 
and whenever trumpet players find a conductor whom they dare 
trifle with, they play the cornopean.  On precisely the same ground, 
and with less injury to the general effect, clarinetists might play 
their parts on the English concertina, which is far more like a clarinet 
in tone than a cornopean is like a trumpet.

NOTE:  (a) the ballads to which Shaw refers are from Michael William 
Balfe’s The Bohemian Girl (1843) and Henry Rowley Bishop’s The Noble 
Outlaw (1815), respectively.

4.  ‘Street Music’, The Dramatic Review, 2 January 1886 [unsigned] 
        (Shaw’s Music, i, 439).

 Shaw rails against what he considered the offensive noise of street musicians, 
and  he laces into the German concertina.  (Surely, Shaw’s references to the ‘German 
concertina’ are directed more inclusively to the German-system concertina, the 
English-made Anglo included.)  Shaw, of course, was not alone in his anti-street 
music tirade.  Prodded by the brewing magnate and M.P. Michael Thomas Bass, 
who published his influential Street Music in the Metropolis in 1864 and enjoyed 
the backing of Charles Dickens, the illustrator John Leech, the inventor Charles 
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Babbage, et al., Parliament passed legislation on 7 July 1864 that restricted where 
and when street musicians (many of them immigrants) could ply their trade.  
Clearly, Shaw’s solution for the problem (and whether it was such—a problem—surely 
varied from one pair of ears to another) is rather more drastic and, as always, 
more humorous.  And that the matter was still a topic of concern at the very end 
of the century is evident from the essay by H. Heathcote Statham, ‘The Street 
Music Question’, The National Review, 31 (1898), 734-44, whose chief target, 
however, is the itinerant organ grinder.  
 The topic as a whole is treated in thorough fashion by both John M. Picker, 
Victorian Soundscapes (Oxford, Oxford University Press, 2003), and John E. Zucchi, 
The Little Slaves of the Harp (Montreal: McGill-Queen’s University Press, 1992); 
for Henry Mayhew’s interview with a mid-century, teenage concertina player on 
the riverboats, see the ‘Historical Document’ in PICA, 1 (2004).  

The following measures are quite as practical as some that are now
being rigorously carried out.  Every person found singly in the streets 
with a wind instrument should be compelled to wear a muzzle of a 
pattern to be approved of by the council of the Royal Academy of 
Music.  In the case of bagpipers, the instrument should be confiscated 
and destroyed.  Two or more musicians in company should be dealt 
with as a band in the following way:  they should be compelled to 
elect a responsible leader, recognizable by some badge or decoration.  
On the challenge of any householder or other person of substance, 
this leader should produce a tuning-fork, free reed, or pitch pipe 
giving the normal diapason of his band.  If on trial at a given 
temperature any of the instruments were found to be incurably out 
of tune, both the player of that instrument and the leader should 
suffer a month’s hard labor, and thereafter musically outlawed for 
the rest of their natural lives.  Pawnbrokers’ shops should be searched 
for second-hand brass instruments and German concertinas; and 
the law as to their possession should be assimilated to that concerning 
dynamite.  Amateurs wishing to practice should, until they can 
obtain a diploma from an examining board, be confined to a four-mile 
radius measured from the centre of Salisbury Plain.  And so on. Bad 
music is a worse evil than hydrophobia.  A nation which taxes and 
muzzles dog, and yet allows German bands to blackmail it without 
restraint, had better at once utilize some empty space and conceal 
a couple of useless excrescences by wearing its ears inside its head.

5.  ‘Some Instruments and how to Play Them’, The Star, 8 March 1889 
        (Shaw’s Music, i, 575-76). 

Shaw wrote for The Star in 1888-1890 under the pen name ‘Corno di Bassetto’ 
(or bassett horn).  Though Shaw’s remarks here might sound condescending (as 
if to say that the concertina is fit only for those who could not master the violin), 
nowhere, perhaps, does he pay the instrument a greater compliment.  And since 
Shaw will once again associate the concertina with the clarinet, it is probably time 
to pause over and consider Shaw’s coupling of the instruments in a little more 
detail:  (1) that the concertina was suitable for music originally composed for wind 
instruments was a recurring theme in the manufacturers’ publicity for the instrument 
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(though it was the flute in particular, not the clarinet, that was usually singled 
out); (2) Wheatstone’s themselves produced what they called a ‘clarionet’ model, 
its tone colored by its ‘fish tail’-shaped reeds (on the shape of the reeds, see Neil 
Wayne, ‘The Wheatstone English Concertina’, Galpin Society Journal, 44 [1991]), 
138); in fact, there are records of such instruments in the ‘production’ book C1054 
now housed in the Wayne Archive of the Horniman Museum, London; thus there 
are entries (p. 162) that identify Nos. 18831 and 18833 as ‘clarionet’ instruments 
in C and A, respectively (available online at www.horniman. info); and (3) a 
musician-friend of mine with a usually unerring ear who heard—but did not see—me 
playing my own Wheatstone 18090 (with riveted reeds) mistook it for, as he put 
it, a ‘period clarinet’.     

But I must not leave my inquiring amateurs without a word for those 
who most deserve my sympathy.  They are people who desire to 
enjoy music socially:  to play together, to explore the riches of 
concerted chamber music for mere love of it, and without any desire 
to expand their lungs and display their individual virtuosity.  Yet 
they are too old to learn to fiddle, or, having learnt, cannot do it 
well enough to produce tolerable concord.  Their difficulty is, 
fortunately, quite easy to solve.  The instrument for them is the 
concertina:  not the Teutonic instrument of the midnight Mohock,(a) 
but the English concertina of Wheatstone.  I presume Wheatstone 
and Co. are still flourishing in Conduit-street, although Mr Richard 
Blagrove and his quartet party have not been much in evidence 
lately.  You can play any instrument’s part on a concertina of suitable 
compass, the B flat clarinet being most exactly matched by it in 
point of tone.  The intonation does not depend on you any more 
than that of a pianoforte.  A good concertina is everlasting:  it can 
be repaired as often as a violin.  It costs from 16 guineas for a treble 
to 24 for a contrabrass(b) [sic].

NOTES:  (a) the ‘midnight Mohock’ was the street musician; (b) I am 
not aware of any Wheatstone & Co. pricelist from around 1890, but 
based on pricelists before and after (Wheatstone’s and other manufac-
turers’), Shaw’s prices seem right.  

6.  ‘Enough of Mere Ballet’, The World, 6 April 1892
        (Shaw’s Music, ii, 593)

 Shaw wrote for The World from 1886 to 1894.  The Brothers Webb—Joseph 
and Robert, known as Jo Jo and Root Toot, respectively—entertained audiences 
from the 1880s to the 1920s.  Joseph’s four daughters—Inga, Tina, Sylvia, and 
Lillian—continued the family tradition under the name of the Fayre Four Sisters.  
On the Webbs, see Frank Butler, ‘The Webb Brothers: A Memorial’, Concertina & 
Squeezebox, 18-19 (1989), 11-14; Richard Carlin, ‘The Fayre Four Sisters: 
Concertina Virtuosi’, The Free-Reed Journal, 3 (2001), 79-88 (also online at 
www.concertina.com/carlin).   

I heard also the Brothers Webb, musical clowns who are really 
musical, playing the Tyrolienne from William Tell(a) very prettily on 
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two concertinas—though I earnestly beg the amateurs who applauded 
from the gallery not to imagine that the thing can be done under my 
windows in the small hours on three-and-sixpenny German instruments.  
The concertinas on which the Webbs discourse are English Wheatstones(b) 
of the best sort, such as are retailed at from sixteen to thirty guineas 
apiece.

NOTES:  (a) surely from Rossini’s opera; (b) Shaw was mistaken about 
the Wheatstones (see No. 7).

7.  ‘Why Drag in Valasquez?’, The World, 20 April 1892
        (Shaw’s Music, ii, 604-5)

 Shaw refers back to his review of 6 April (No. 6), where he had written that 
the Brothers Webb played Wheatstone concertinas.  It turns out that he was wrong, 
as the concertina maker George Jones let him know in no uncertain terms.  In fact, 
Jones threatened to sue.  Shaw defuses the situation—at least from his vantage 
point—with a typical display of wit.  (We can probably assume that Shaw would 
have prevailed had they sparred verbally.)  

Jones (1832-1919), of course, was an important manufacturer in his own 
right, and played a role in developing the chromatic capabilities of the Anglo-German 
concertina (his patent No. 9314, ‘Improvements in Anglo-German Concertinas’, 23 
June 1884, is online at www.concertina.com/jones).  Further, Jones’s memoir, 
‘Recollections of the English Concertina from 1844 by George Jones. . .’ (1912), 
sheds  invaluable light on the concertina trade of the period (the original manuscript 
is now housed at the British Library, Add. MS 71124 Q [donated by Frank Butler], 
Jones’s grandson; edited versions have been published on two occasions:  ‘The 
Concertina Trade in Victorian Times: An Echo from the Past—Recollections of the 
English Concertina Trade by George Jones’, Free Reed: The Concertina Newsletter, 
16 [November 1973], 14-20; and ‘Recollections of the English Concertina. . .’, 
Concertina Magazine, 13 [Winter 1985], 4-5, 14; 14 [Spring 1985], 4-7; both 
versions are available online at www.concertina.com/jones).  Further on Jones, see 
Frank Butler (and Joel Cowan), ‘Concertinas in the Commercial Road: The Story of 
George Jones’, Concertina & Squeezebox, 20 (Summer 1989), 5-14, which draws 
heavily on the memoir; Stephen Chambers, ‘Louis Lachenal: “Engineer and Concertina 
Manufacturer”’, The Free-Reed Journal, 1 (1999), 7-8 (online at www.concertina.com/ 
chambers); and the unsigned article, ‘Men We Have Met: George Jones’, Musical 
Opinion & Musical Trade Review, 88 (1 January 1885), 203 (online at www.concertina. 
com/jones).  

In speaking of the performance of the Brothers Webb at the Empire(a) 
recently, I paid the concertinas they used the compliment of describing 
them as “English Wheatstones of the best sort.”  Here I unwarily fell 
into the old-fashioned habit of speaking of the English concertina as 
the Wheatstone concertina, the instrument having been invented by 
the late Sir Charles Wheatstone.  The house of Wheatstone still 
flourishes; but the manufacture of Wheatstone concertinas is no more 
peculiar to it today than the manufacture of saxhorns is to the house 
of Sax,(b) or of Boehm flutes to the representatives of Boehm.(c)  Now 
Mr Jones, of 350 Commercial Road, East, who manufactured the 
instruments I alluded to, and who claims the Messrs Webb as his 
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pupils,(d) thinks that my way of putting the case confers the credit due 
to him upon Messrs Wheatstone of Burlington-street.(e)

Accordingly, he not only asks me to correct my statement forthwith, 
but, I regret to say, deprives my willing compliance of much of its grace 
by adding that he will place the matter in the hands of his solicitor if I 
don’t.  The oddity of this threat lies in the fact that to mistake any 
English concertina for one made by Messrs Wheatstone, who have much 
the same prestige among concertina makers as Messrs Broadwood(f) 
have among pianoforte makers, is to pay it a very high compliment.  
Possibly Mr Jones feels on this point much as Mr Whistler did when he 
uttered his celebrated “Why drag in Velasquez?”(g)  But I wonder whether 
if I had by mistake attributed the portrait of Miss Alexander to Velasquez, 
Mr Whistler(h) would have threatened to place the matter in the hands 
of his solicitor?  I confess I wonder still more what could possibly happen 
to me if he did?  However, if I cannot quite understand Mr Jones’s legal 
position, I can sympathize with his desire to get full credit for his two 
fine instruments; and I shall in future take due care not to hark back 
ambiguously to the father of English concertina makers.

NOTES:  (a) surely a reference to the Empire Theatre, Leicester Square; 
Charles Dickens, Jr, describes it as follows in his Dickens’s Dictionary of 
London, 1888 (London, 1888; facsimile reprint: Moretonhampstead, Devon: 
Old House Books, 1993), 97: ‘A large commodious and very handsome 
structure, capable of holding about 1,500 persons, opened as a theatre on 
the 17th of April, 1884, and licensed as a music hall on the 12th of October, 
1887’; (b) Adolphe Sax (1814-1894), inventor of both the saxhorn and 
the saxophone; that Shaw would refer to the former reflects its widespread 
use in brass bands of the period; (c) Theobald Boehm (1794-1881), in 
effect, the ‘inventor’ of the modern flute; (d) it was Jones who also introduced 
Joseph Webb’s daughters to the instrument (see Carlin, ‘The Fayre Four 
Sisters’, 83); (e) Shaw is wrong about Wheatstone’s address, which was 
20 Conduit Street; as Stephen Chambers has pointed out to me, Shaw’s 
confusion results from the three streets—New Burlington Mews, New 
Burlington Street, and New Burlington Place—that intersect with Regent 
Street just south of Conduit Street; (f) Broadwood & Co. was England’s 
leading piano manufacturer in the nineteenth century; the firm reached 
the height of its success around mid-century and maintained it for another 
generation, producing about 2,500 pianos a year; (g) Diego Rodriguez de 
Silva Velásquez (b. Seville 1599-d. Madrid 1660), court painter to Philip 
IV; (h) James Abbot McNeill Whistler (b. Lowell, MA, 1834; d. London, 
1903); the painting to which Shaw refers is Harmony in Grey and Green: 
Miss Cicely Alexander (1872-1874), now in the Tate Gallery; contemporary 
critics often compared Whistler’s works, especially the portrait of Cicely, 
with those by Velásquez; Shaw, then, was up on his art criticism; see, 
among others, G.H. Fleming, James Abbot McNeill Whistler: A Life (New 
York: St. Martin’s Press, 1991).    
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REVIEWS

 
Juliette et le Concertina, 
Juliette Daum, English concertina (treble and baritone).   
Produced and distributed privately,
available from www.juliettedaum.com.

Reviewed by GENE MURROW

 This recording of seventeen short pieces totaling just over twenty-eight   
minutes is an eclectic, intensely personal collection offered to the listener ‘. . .with 
the hopes that you will feel some of what lies in my heart. . .’.  In her brief liner 
notes, which omit information about composers, pieces, or instruments played, 
Juliette Daum writes emotionally of her home in the Massif Central of central 
France—its beauty, the history and suffering of its people, the gardens, the 
gathering of mushrooms, her mother.  Her program consists primarily of transcrip-
tions (most likely her own, though there is no indication) of works for keyboard, 
lute, and guitar by J.S. Bach, John Dowland, and lesser-known composers.  Small 
pieces by Giulio Regondi (well known to concertinists), Luiz Bonfa, and the 
anonymous ‘Greensleeves’ complete the list.   It is essentially a ‘live recording’, 
with little apparent editing.  The overall effect is an intimate experience with an 
artist obviously dedicated to her instrument and its advancement.  
 Ms Daum’s classical technique is well beyond that possessed by those who 
play the English concertina primarily for monophonic folk music, with its occasional 
ornaments and simple chords to supply some harmony.  At times, however, the  
more complex polyphonic repertoire lies beyond her technical capabilities.  In 
some of the more intricate pieces, such as Dowland’s ‘Coy Toy’ (or ‘Coye Joye’) 
and several others, the rhythm is erratically interrupted to accommodate these 
limitations.  At other times, she rushes the simpler passages, further distorting the 
rhythmic pulse essential to pieces that are dances.  In contrast, her expressive 
playing of Bonfa’s popular song ‘Chanson d’Orfée’ (‘Manhã de Carnaval’) as a 
simple unaccompanied melody works well.
 The performances also suffer from an overall sense of muddiness, when 
transparency is what is needed to articulate several simultaneous voices.  Here 
the problem is not so much Ms Daum’s technique; rather, it is inherent in the 
transcription for concertina of music originally for keyboard, lute, or guitar.  When 
played on the intended original instruments, sustained notes or chords that 
underpin moving counterpoint or delicate ornaments decay rapidly after the initial 
attack, revealing the primary material.  In contrast, Ms Daum sustains these 
secondary harmonic elements for their full length, as originally written, often at 
increased volume due to the multiple reeds sounding simultaneously.  This 
practice nearly obliterates the melodies or ornamental filigree.  Again, Dowland’s 
exquisite lute compositions are swamped; the Ponce ‘Prelude VI’ literally wheezes.  
The problem is exacerbated by the unfortunate quality of the microphones and/or 
their placement, which favor pitches in the lower register.  An alternative approach 
is required, and perhaps Ms Daum will explore other possibilities.
 The unusual repertoire should be of interest to serious concertinists.   Claude 
Thomain was director of L’Orchestre d’Accordéons de Paris from 1976 to 1983.  
Ms. Daum interprets his ‘L’enfant Demon’ freely, with some good passagework and 
solid chords.  The ‘Minuet in G Minor’ is from the 1725 Anna Magdalena Notebook, 
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one of two compilations for keyboard that J.S. Bach assembled for his second wife.  
This minuet, known to all piano students, was copied by Anna Magdalena herself 
and is probably not by Bach (it is often attributed to Christian Petzold).  While Ms. 
Daum’s realization of the counterpoint is good, the erratic rhythm and odd 
phrasing detract.  Furthermore, she plays none of the specifically indicated 
ornaments (simple upper and lower mordents), which are important components 
of Bach’s didactic program.
 The pieces by the Elizabethan lutenist John Dowland fare least well.  ‘Orlando 
Sleepeth’ is too slow, causing the arc of the melody to be lost.  The second section, 
in 6/4, should ‘swing’ in triple-time in contrast to the duple meter opening, as is 
standard English Renaissance practice (the dotted half-note, or minim, should 
equal the preceding half-note).  Here it plods along, ignoring the proportional 
relation.  The remaining Dowland pieces are characterized by the rhythmic 
flaccidity and textural muddiness noted earlier, though ‘What If a Day’ has some 
nice passagework and phrasing.  A new timbre is heard on the familiar, traditional 
‘Greensleeves’; one must surmise that it’s played on a baritone.  The close miking 
of the instrument picks up some distracting key noise, while the puffiness of the 
baritone doesn’t seem suited to the charming melody.   
 The only pieces on the disc written originally for concertina (with piano 
accompaniment, which is inadvisedly omitted from this recording without explana-
tion!) are two selections (from a total of twelve) from Giulio Regondi’s Leisure 
Moments.  Again, the performances are marred in places by rhythmic unsteadiness 
and awkward phrasing, as well as the lack of the piano accompaniment.  Two 
measures given to the piano in the Allegretto Moderato of No.1 are simply omitted.  
On the other hand, the Andante from No. 2 is nicely done and is one of the better 
tracks on the disc.  The Larghetto is actually the second movement of No. 2 and 
should not have been listed as a stand-alone piece.
 The disc concludes with several transcriptions of pieces for guitar.   Manuel 
M. Ponce (1882-1946) was one of Mexico’s most celebrated composers and a 
friend of Andrés Segovia (who encouraged him to write for the guitar and who 
promoted his work).  The three ‘Preludes’ are executed fairly well but have a 
lumbering quality.  Majorcan guitarist Bartolome Calatayud (1882-1973) is repre-
sented by one of his several collections with the title ‘Tres Piezas para Guitarra’.  
These transcriptions work better than the others, as the melody is often in the 
bass, or the bass line is simple enough to allow material in the upper register to 
be heard clearly.  It’s nearly impossible to capture the fiery quality of the guitar 
when applied to indigenous Spanish dance forms, but Ms Daum’s interpretation of 
the Fandanguillo comes close.  
 Finally, the beautiful, haunting melody from Brazilian composer Luiz Bonfa’s 
(1922-2001) ‘Black Orpheus’ played on baritone, provides a positive conclusion for 
this varied, very personal first effort by Juliette Daum. 
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Giulio Regondi (1823-1872): Souvenir d’amitié, 
Compositions for concertina and baritone concertina.   
Helmut C. Jacobs, accordion.   
Dabringhaus und Grimm,  DG 903 1420-6  (2006). 

Reviewed by WIM WAKKER

 Most people think of all musical instruments with bellows and buttons as 
accordions, and usually associate them  with polkas, waltzes, and various folk 
traditions.  Insiders, however, know that there are different members within this 
bellows-and-buttons family, and that, as in any family, they have their own 
characteristics.
 In order to appreciate the unique quality of this CD, then, a little knowledge 
of family affairs is in order.  This family of bellows-driven aerophones, to use the 
‘official’ name, can be divided into three main groups:  accordions, bandoneons, 
and concertinas.  Each of these groups can be subdivided into smaller groups, each 
with its own specific history. What binds these instruments together, of course, is 
that they all sprouted from the same principle of the free-swinging reed and 
originated in early nineteenth-century Europe.    
 Both the accordion and the bandoneon were developed in Germany, copying 
each other’s techniques and production processes and catering to the same 
market.  During the nineteenth century, both instruments were used exclusively in 
the realm of popular music, a function that helped to determine their development 
and configuration.  Finally, the accordion, the more popular of the two, soon spread 
through all of Europe, and so became—at least in name—the standard barer for the 
family as a whole.  
 The concertina, on the other hand—at least the type developed by Wheat-
stone and that eventually came to be known as the English concertina—developed 
along very different lines, for unlike its Continental relatives, it was popular among 
the middle and upper classes and played a role in Victorian art music.  In addition, 
virtuoso performers-composers such as Giulio Regondi assured the instrument a 
socio-musical status that was somewhat elitist in character, unequaled by its 
European cousins. 
 This situation changed during the course of the twentieth century.  The 
concertina lost its place in the art music scene, and saw its musical environment 
shift to the music hall and folk traditions; it thus took on the role that its German 
cousins had had in the nineteenth century.  At the same time, the accordion moved 
at least in part in the opposite direction; for while the accordion—generically 
speaking—retained its standing in folk and pop traditions, the ‘concert’—or free-
bass—accordion gained a foothold  in art music circles.  And today that instrument 
is completely at home both on the concert stage and in conservatories throughout 
the world, and has a large repertoire of origiinal contemporary music.1

 Helmut C. Jacobs is a highly regarded accordionist who has shown an interest 
in the history and repertoire of other free-reed instruments, including the concer-
tina and the career of Giulio Regondi.2  And for this recording, he has married 
Regondi’s music to his Pigini free-bass concert accordion, an instrument of tremen-
dous versatility.3 
 Now, as someone who plays both the English concertina and the concert 
accordion, I can attest that the sound and playing style of the two instruments are 
quite different.  The intimacy of the concertina, playing only one reed per button, 
and its woody sound, not unlike that of the oboe or clarinet (especially if playing 
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upon a nineteenth-century instrument), have nothing in common with the modern 
accordion, which uses up to four reeds per button.  Moreover, whereas the two 
sides of the English concertina essentially divide the same continuous keyboard, 
those of the accordion are independent of one another and differ considerably in 
terms of their sound 
 Thus the accordionist who would perform music originally written for the 
English concertina has to make certain choices:  imitate the concertina by using 
single-reed registers (e.g., 8’ or 16’) and mimicking the keyboard layout of the 
concertina, or adapt the score to the wide range of possibilities of the modern 
concert accordion.  Jacobs has chosen the latter course, and his goal, then, is not 
to render a historically authentic performance, but to offer an ‘accordionized’ 
version of Regondi’s concertina music.  
 The CD consists of four Regondi compositions for unaccompanied concertina, 
two each for treble and baritone.  It is probably fair to say that these are among 
the most technically demanding pieces in the concertina repertoire.  Jacob’s begins 
the program with Remembrance for solo baritone concertina (1872).4 The opening 
Larghetto works surprisingly well on the accordion; the registration is well chosen, 
and the music fits the instrument like a glove.  The same holds true for the ‘Theme’ 
that follows.  Jacobs’s disposition of the melody in the right hand with simple block 
chords accompanying it in the left  makes us wonder if Regondi could have wished 
for a better instrument on which to perform the piece.  Yet the first and second 
variations put things back in perspective a bit.  This is clearly accordionistic 
playing, and no matter how well performed the thin concertina-like texture of the 
Larghetto and Theme are lost.  The timbre has changed, and is much more robust.  
Regondi’s harmonic and rhythmic development of the theme are simply overpow-
ered.  On the other hand, the third and fourth variations, while equally un-
concertina-like, work wonderfully on the accordion. 
 The second work, A Set of Three Waltzes for treble concertina (before 1848), 
is my favorite part of the recording.  Written for his friend and colleague George 
Case, the composition captures the atmosphere of the then-popular waltz in three 
short pieces, all with their own charming character.  Moreover, the delicate texture 
works very well on the accordion, and Jacobs’s performance succeeds in bringing 
the composition to life 
 The third work on the recording is probably the single most important—and 
technically difficult—solo composition in the English concertina repertoire:  the 
Hexameron du concertiniste (1853), which consists of six concert études for 
unaccompanied treble.  Here Regondi makes excellent use of the concertina’s 
unique keyboard layout.  Melody and accompaniment are always intertwined, as 
they are both played on what is (as I noted above) essentially the same continuous 
keyboard (split between the two hands).  Yet it is just this characteristic of both 
the concertina and the Hexameron that is lost on the accordion.  Though Jacobs’s 
playing is superb (except for some rhythmic inaccuracies in the first étude), it is 
the accordion that fails him and the music, as it lacks the modesty and delicate 
nuance of the Victorian concertina.  
 The last work on the CD is Souvenir d’amitié, which, like Remembrance, is 
for solo baritone and was published in 1872, the year of Regondi’s death.  And like 
Remembrance, this piece also works well on the accordion; in fact, Jacobs makes 
it sound better than it does on the concertina. 
 Finally, as I have learned to expect from this label, the acoustic quality of 
the recording is impressive, so much so, that it sounds like a live performance.  In 
addition, I think that the recording is a successful experiment, for while it might 
not be ‘authentic’ from a concertinist’s point of view, it will introduce this rarely 
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played repertoire to a larger audience than any concertinist could probably do.  
And in the end, the English concertina owes its Continental cousin a round of 
thanks, as we do Jacobs and Dabringhaus and Grimm.

NOTES

1. Unlike a ‘Stradella’ or standard accordion, which has either piano keys or 
buttons in the right hand and pre-programmed bass notes and chords in left, a 
concert accordion has a fully chromatic keyboard on both sides. There are no 
pre-programmed buttons. The range of the instrument is about seven octaves, and 
the fingering (all five fingers of both hands are used) is identical in both hands.   

2. In fact, Jacobs must be regarded as one of the leading authorities on Giulio 
Regondi; see, for example, his important study, Der junge Gitarren- und Concer-
tinavirtuose Giulio Regondi: Eine kritische Dokumentation seiner Konzertreise 
durch Europa, 1840 und 1841.  Texte zur Geschichte und Gegenwart des Akkorde-
ons, 7 (Bochum: Augemus Musikverlag, 2001); he is also a well-published literary 
historian who teaches at the Gerhard-Mercator-Universität, Duisburg (D).  

3.  Based in Castelfidardo, Italy, the firm of F.lli [Fratelli] Pigini is one of the leading 
makers of free-bass concert accordions.

4.  There is a recording of the piece on a nineteenth-century concertina by Douglas 
Rogers:  The Great Regondi: The 19th Century’s Unparalleled Guitarist and 
Concertinist, vol. 2.  Bridge Records, BCD 9055 (1994).  The piece has also been 
reissued in the series of editions of Victorian concertina music published by 
Concertina Connection Music Publications (Helmond, NL: Concertina Connection, 
n.d.), No. 80312.
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New Dogs, Old Tricks.  
Rob Harbron (English concertina, guitar, vocals) and Emma Reid (fiddle). 
Rob Records, ROBREC CD 01 (2006).

Reviewed by SARAH GRAVES

  
 New Dogs, Old Tricks is the most recent offering from Rob Harbron and 
Emma Reid and showcases Rob’s fluid concertina and Emma’s strong, rhythmic 
fiddle; the album is polished throughout.
 The opening pairing of two well-known English Morris dance tunes, ‘Getting 
Upstairs’ and ‘The Rose Tree’ is full of life.  Here the fiddle leads slightly, but Rob’s 
good use of bass notes adds depth and colour to the melodic line. He even manages 
a creditable imitation of an Anglo on the second tune, which was learnt from (and 
no doubt influenced by) William Kimber.
 The Scandinavian influence in Emma’s playing is immediately obvious from 
her version of the American ‘Tombigbee Waltz’, which is coupled seamlessly with a 
genuine Swedish tune. Again, the concertina is very slightly in the support role but 
provides some typically Swedish-sounding counter melodies.
 While Rob’s ‘slight re-write’ of ‘Brown is the Colour of my True Love’s Hair’ 
shows just how hard it is to capture the exquisite simplicity of Appalachian folk 
song, the pair of 3/2 hornpipes which follows it are played with a lovely, light touch. 
The concertina switches effortlessly from melody to accompaniment, giving the 
music great dynamic range.
 Emma’s tune, 'Midnattssolen', is an atmospheric fiddle piece with a subtle 
concertina underpinning. It’s good to hear two Willy Taylor tunes, a reel and a 
single jig, played very much in his bouncy style. ‘The Reverend Joe Hislop of 
Alnwick’ by Alistair Anderson sits comfortably between them, and both instruments 
use the acciaccatura to good effect. The set of English tunes which follows is 
probably my favourite track on the album. The playing is crisp and maintains a 
good, strong rhythm throughout.  The concertina provides tonal colour, and even 
better, as far as I’m concerned, is Rob’s skilful use of the bellows, something largely 
ignored by English system players.
 A medley of single jigs, including the ideal marriage of ‘Girls and Boys’ with 
‘Off She Goes’ is punctuated for good measure by a snippet of a children’s song, 
while Rob’s own ‘Mercury’ is competently played on acoustic guitar. The album 
concludes with a fitting tribute to the three shepherds, Joe Hutton, Billy Atkinson, 
and Willy Taylor, of Northumberland. I have a much treasured a tape of them 
playing live at a local club, a truly memorable evening. The march ‘Loch Ruan’ 
manages to capture the almost stately nature of some of their playing together.
 New Dogs, Old Tricks deserves a far wider audience than just concertina 
aficionados and fiddle fans. It has a strong English feel, but one in which Emma and 
Rob thankfully manage to avoid the ‘style over content’ pitfall which seems to have 
rather engulfed some young players of traditional English music. For me, this album 
is quite simply good music well played; in the words of that great old song, ‘who 
could ask for anything more?’
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COMMUNICATIONS

From Göran Rahm:

 In his contribution to the ’Picture Gallery’ in PICA 2 (2005), pp. 65-67, Chris 

Algar presented two photographs of Salvation Army concertina bands.  

Subsequently, Les Branchett added one more photo of an Army band in ’A Note on 

Salvation Army Concertina Bands’ in PICA 3 (2006), pp. 27-32.   After some 

analysis, both authors came to conclusions that, as far as I can tell, are not quite 
as self-evident as they claimed.  Thus a few more words might be in place about 

the matter.

 Although there likely was an increase in the use of English and Triumph 

(Crane) systems in the Salvation Army in general during the period from circa 
1910 to the 1930s (as compared with the use of the Anglo-German system), and 

though this was probably reflected in the distribution of those models among the 

Army’s bands, I would question Algar’s speaking of this phenomenon in the 

following terms: 

 This change in instrumentation appears to have taken place around 

the end of World War I.  Prior to that time, it seems that the Anglo 

was the concertina  of choice, only to be supplanted by war's end by 

the  English and Duet (p. 65).

 I would also question Branchett’s assertion that ’By the 1930s. . .the 

Triumph (Crane) and English systems were clearly the Army’s instruments of 

choice . . .’ (p. 27).  And though the photos seem to confirm a predominance of 

English and Triumph systems, I am not sure that these few photos attest to a 

general change or shift within the Salvation Army Bands in particular or the 
Salvation Army as a whole.

The Salvation Army Bands:  To begin with, and limiting the discussion to the 

photos of the bands in articles mentioned, I would say that any judgement about 

the ’change in instrumentation’ requires photos of the same band at different 
moments in its history, though even as wide an interval of the said ten to twenty 

years is not likely to tell the whole story.  Moreover, since Branchett himself notes 

that, while the Norwich Citadel Band (1907) was a real ’band’, the ’Sergeants’ 

(1931) represent nothing more than an occasional constellation, these two photos 

offer nothing in the way of real information concerning the ’change of 
’instrumentation’.

 In their heyday, there may have been as many as fifty Salvation Army 

Concertina bands, and only an investigation of the greater part of these would 

make the picture clear.  I suspect that the small sample presented is not sufficient 
to sustain Branchett’s conclusion that 

In all, the evidence for the change from the Anglo system to the Crane 

and English systems is undeniable. Moreover, the shift coincides 

precisely with what was happening among the 'secular' concertina 
prize bands of  the same period (p. 29).
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 But the similarity between Salvation Army and secular concertina bands may 

be somewhat illusory.  The latter belonged to the same cultural milieau as the 

ever-popular brass bands.  For the members of both these types (secular 

concertina and brass bands), the activity was a leisure-time interest, and we may 
assume that musical ambition—there were prizes to be won—and  perhaps 

economic interests drove the musicians to seek to improve their performance and 

to acquire instruments that would help them do that.  This is likely what led to the 

’change of instrumentation’ in the secular concertina bands. 

 
 On the other hand, it is plausible that the majority of Salvation Army  bands 

(excepting, perhaps, the better-known and more durable ones at, for example, 

Bristol, Doncaster, and Plymouth) did not have the permanent and organized 

structure that characterized the secular bands. Nor, most likely, did they have the 

training programs,extensive activity with respect to arranging and publishing 
music, or models available on gramophone records that the secular concertina 

bands or Salvation Army brass bands enjoyed.(I know of neither specific musical 

arrangements for Salvation Army Concertina Bands nor ’official’ recordings.)  

 Thus in comparing the Salvation Army and secular concertina bands, it is 
important to remember that the former did not consider musical activity as an end 

in itself, and that developments in the secular bands—changes in instrumentation, 

for instance—cannot automatically be assumed to have affected the Army bands.  

(I do not mean to say that higher musical ambition was completely lacking among 

Salvation Army concertina bands—it was certainly present among the Army’s brass 
bands—but I would assume that it was important for only a small minority of them.) 

 Another point of interest in comparing the Salvation Army concertina bands 

with their secular counterparts concerns the distribution of gender.  It is my 

impression that, while the secular concertina and brass bands and the Salvation 
Army brass bands consisted predominantly of males, the Army concertina bands 

had a substantial number of female members, and that within the Salvation Army 

in general, these women most often played the Anglo concertina. This was still the 

situation as late as the 1960s, for instance, with respect to the Bristol band.

The Salvation Army as a whole: I would like to widen the context by looking at 

concertinas in the Salvation Army as a whole, even if my data is limited.  The Army 

experienced its greatest expansion during the first decade of the twentieth century 

(the number of officers increased from—all numbers are approximate—2,700 in 

1901 to 20,000 in 1908), and continued to expand during the 1920s (31,000 
officers in 1927), levelling out a bit after that.  

 As with brass instruments,  concertinas were likely provided to the members 

on some kind of loan, and were returned if the individual member did not use them 

any longer.  As such, there had probably been an accumulation of Anglo-German 
instruments during the earlier decades, and it seems unlikely that these 

instruments simply vanished or were put to rest in order to up-date the 

instrumentation; rather, they probably stayed on duty ’in the lines’, even during 

the less expansive later periods.  

 In addition, there can be no doubt that the concertina was often a second 

instrument for Army musicians, particularly so among the musical officers, for 

whom the instrument was primarily a useful (musical) accessory rather than an 
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instrument intended primarily for performance.  As such, the model or system 

employed was of minor importance, and there was probably little pressure to 

change.  

 I can support this impression with observations that I made when I tried to 

look into the phenomenon of the concertina in Sweden in the 1980s (to be sure, 

fifty years after the time about which we’re concerned).  To my surprise, I noticed 

that among concertinas associated with the Salvation Army the majority—almost 

two-thirds—were of the Anglo-German type; next in terms of numbers was the 
English, followed by only a small percentage of Triumphs.  In all, while English and 

Duet probably gained influence during the early twentieth century, they certainly 

did not drive the Anglo into extinction.  

 Finally, Branchett makes one other assertion that seems questionable: ’It is 
very doubtful that the brass instruments would have combined with the 

concertinas to form a single musical ensemble’ (p. 29).  Quite the contrary, I 

would say!  The formation of unorthodox, mixed ensembles has always been 

common in the Salvation Army, necessitated by limited musical resources.  Two 

pieces of evidence support the idea of mixed ensembles:  (1) the often-found 
tuning of the concertina to ’high pitch’ (’Old Philharmonic pitch", a’ = 452.5 ) in 

order to bring them into line with the brass band tradition that used this 

(otherwise obsolete) pitch; and (2) the predominance of Anglo models in Ab/Eb in 

order to facilitate an accomodation with transposing brass instruments.

to which Les Branchett responds:

 It is a pity that Göran Rahm relies upon unsubstantiated musings and 

assumptions instead of drawing upon the widest possible range of reliable 
resources and seeking the evidence that they provide.  That is what I attempted 

to do when I commented upon Chris Algar’s two photographs.

 I had recourse to the following resources:  family memorabilia (including 

material from the Training College concurrent with the Sergeants shown in Algar’s 
Figure 2); my own extensive records and personal experience of fifty years of 

concertina-related activity within the Salvation Army; a wide selection of 

contemporary and current S.A. publications; and the valued, prompt, and precise 

assistance of the archivist at the S.A. International Heritage Center.

 Moreover, rationality dictates that not all instruments in a band are always 

played together.  Thus an orchestra that uses a cannon in its performance of the 

1812 Overture does not necessarily use it for each piece on the program.  Or, 

closer to home, the most internationally known Swedish Salvationist must be the 

recently retired General John Larsson, who, though an exponent par excellence on 
the musical saw, does not produce it every time he hears other instrumentalists.  

I know!  I travelled with him many times.  Nor should we be fooled into thinking 

that concertinas in B flat solved all problems or that high pitch was obsolete by 

1930, at which time it was still being used by military bands, brass bands, and 

many provincial orchestras. 
 

 If Göran had taken the trouble to analyse the fifty S.A. concertina bands to 

which he refers, he would have seen very clearly that some, like Doncaster, 
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actually commenced with English concertinas, whilst others changed to the English 

as their instrument of choice as soon as practicable.  Göran also defies his own 

logic.  Since he asserts that secular bands changed to English models ’to improve 

their performance’, why refuse to accept that the S.A. did the same?  In fact, that 
is exactly what Bram Thornett says happened.  His forebears mastered a few keys 

on the Anglos, but, he says, the ’English type is more suited to our needs’.

 Finally, if Göran would look carefully, he would find ample evidence for the 

changeover.  Space limits me to cite just two further examples.  First, the 1924 
Salvation Army English Concertina Tutor contains several tunes ’specially arranged 

for Concertina Bands’.  (Note that there was no longer a tutor for the Anglo.)  

Secondly, the Training College curriculum of 1930 includes ’English Concertina 

Lessons’, but makes no provision for the Anglo.  This is the kind of evidence at 

which Göran should have looked.

 In the end, Göran uses too many vague, ambiguous phrases, and his 

comments are simply unworthy of serious attention.  ’There likely was’, ’this was 

probably’, ’I suspect’, and ’most likely’ are all phrases that reduce Göran’s 

comments to nothing more than unsubstantiated suppostions,  rather than the 
results of serious research.

For all your Concertina, 
Squeezebox, Folk, Jazz, Blues 

and World Music needs 
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Email: info@roots2music.com    Phone: +44 (0) 191 432 
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www.roots2music.com

Roots2Music can supply 
"Anglophilia" by Brian Peters at £12, 

"Patches in your Gussets" by Harry Scurfield 
at £12 

or almost any concertina recording you might 
want. Just ask!
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English International

Graham Bradshaw of Roots Records, which is issuing the CD sets titled Anglo-, 

English-, and Duet-International, submitted the following note: 

Alan Day and I have been working on the next installment in the International series, 

English International (Anglo International appeared in 2005).  

This has turned out to be an even more ambitious project than Anglo, as it presents 

what is in effect a recorded history of the English concertina from the beginning of 
the twentieth century right up to the present day.  We have unearthed a lot of 

archive material, including a fair representation of the concertina bands (which may 

be the subject of another project in the future).

Because we seriously underestimated the amount of work involved this time around, 
the release date has been delayed several times.  But better that we get it right as 

opposed to rushing things. Alan and I are putting the finishing touches on the project 

right now (late August), and the latest realistic estimate of release date is now late 

September/early October.

ICA members who wish to put in pre-release orders for dispatch on the day of 

release can drop me an email at www.rootsrecs@btclick.com, and I will be in touch 

when production starts. Or you can send in orders to our mailing address:

Roots Records, PO Box 4549, Coventry, CV4 0DR. England  Tel: 08448 40 41 40

And as with Anglo, ICA members get a 10% discount off retail (£25.00 for the 3-CD 

set); just quote your ICA membership number

It’s been a mammoth task deciding what goes in and what gets left out, as there 

were far too many brilliant recordings to choose from; but with the diligent applica-
tion of large quantities of beer and the proverbial coin, we are nearly there. Just to 

whet your appetite, here is a list of some of the artists who appear:

From the archives:  Walter Dale, Tommy Dale, Alf Edwards, Tommy Elliott, the Fayre 

Four Sisters, Tom Jukes, Gregori Matusewitch, Frank Olloms, Tom Prince, Raphael, 
and the Ashton under Lyne and Hewood Prize Concertina Bands.  From those alive 

and kicking:  Alistair Anderson, Allan Atlas, Damian Barber, Martyn Bradley, Dan 

Chapman, Juliette Daum, Pauline De Snoo, Jan Elliott and Tom Kruskal, Mark Evans, 

Mark Gilston, Sarah Graves, Rob Harbron, Tim Jennings, Lea Nicholson, John Nixon, 

Ian Robb, Rainer Submilch, Simon Thoumire, Dave Townsend, Wim Wakker, and 
Bernard Wrigley.  

And that’s just some of them!!!  It’s going to be worth the wait.

BRIEFLY NOTED

 The Center for the Study of Free-Reed Instruments would like to extend a 

public round of thanks to Mr Stuart Eydmann for his very kind donation of concertina-
related materials.  Two hefty boxes contain an assortment of riches:  copies of 

Concertina & Squeezebox, ICA newsletters and minutes of meetings, magazine and 

newspaper clippings, etc.  We hope one day to be able to get the materials 

catalogued and thus make its contents known to those who are interested.
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CONTRIBUTORS

Allan Atlas (aatlas@gc.cuny.edu) recently published ‘Ladies in the Wheatstone Ledgers: The 
Gendered Concertina, 1835-1871’, Royal Musical Association Research Chronicle, 39 (2006), and 
‘The Victorian Concertina: Some Issues Relating to Performance’, Nineteenth-Century Music 
Review, iii/2 (2006); both items are now online at www.concertina.com/atlas. 

Les Branchett (lesbranchett@hotmail.com) is the author of Conquering the English Concertina: 
A Comprehensive Guide to the English Concertina (Gloucester: Sherborne House Publications, 
2002); his essay, ‘A Note on Salvation Army Concertina Bands’, appeared in PICA, 2 (2006).

Stephen Chambers (jmcneill@indigo.ei) is a collector and researcher of early free- reed 
instruments, especially those from the 1820s/30s. His groundbreaking paper ‘An Annotated 
Catalogue of Historic European Free-Reed Instruments. . .’ (based on the instruments from his 
own collection that were exhibited at the Symposium ‘Harmonium und Handharmonika’, held at 
Stiftung Kloster Michaelstein in November 1999) contains much new research and fresh thinking. 
He is also interested in Louis Lachenal and the leading firm of concertina makers that he founded, 
and he has so far published two articles on that subject:  ‘Louis Lachenal: “Engineer” and 
Concertina Manufacturer (Part 1)’, The Free-Reed Journal, 1 (1999), and ‘Some Notes on Lachenal 
Concertina Production and Serial Numbers’, PICA, 1 (2004), both available online at 
www.concertina.com/chambers. 

Sarah Graves is a highly respected player of the English concertina; she lives in Essex (UK).

Randall C. Merris (rmerris@imf.org) is an economist at the International Monetary Fund and an 
amateur concertinist. He has been an economist at the Federal Reserve Bank of Chicago, has 
taught economics and finance at the Kellogg Graduate School of Management, Northwestern 
University, and has provided technical assistance on economic policy and financial reform in many 
countries. He writes mainly on economics and occasionally on the concertina and its history. He 
is the author of ‘Instruction Manuals for the English, Anglo, and Duet Concertina: An Annotated 
Bibliography’, The Free-Reed Journal, 4 (2002) and the co-author (with Faye Debenham) of ‘Marie 
Lachenal: Concertinist’ PICA, 2 (2005), both also available online at www.concertina.com/merris.  

Gene Murrow (gmurrow@verizon.net) majored in music at Columbia University while studying 
oboe at the Juilliard School, and has been playing the English concertina since 1966.  As a 
member of the English country dance band MGM, he has recorded four CDs; he can also be heard 
on Judy Collins’s recording Whales and Nightingales.  He plays regularly for dances through the 
United States and England, and has performed at New York’s Metropolitan Museum of Art.

Göran Rahm (goranrahm@telia.com) lives in Uppsala, and plays an active role in the Swedish 
Concertina Society, of which he was one of the founders in 1981.  A retired physician with a 
specialist degree in ergonomics, he has written on concertina history, playing technique, and 
instrument construction, chiefly from an ergonomic point of view.

Wim Wakker (wim@concertinaconnection.com) is active as a professional performer, educator, 
and concertina maker.  He studied at both Amsterdam’s Sweelinck Conservatory of Music and the 
University of Denver.  In 1997 he was the first person to receive an honorary degree in concertina, 
for which he developed the curriculum (for the English concertina) used in the Dutch music 
education system, including the Bachelor of Music program at the Brabants Conservatory of 
Music, where he taught.  In 1993 he founded Concertina Connection, which he now runs with his 
wife Karen. 

Dan M. Worrall (danworrall@msn.com) holds a Ph.D. in Geology, and recently retired to pay 
more attention to family, farm, and concertina.  He has played both Anglo and English systems 
for more than thirty years, and has now begun to build concertinas.  He organizes a yearly 
concertina workshop in Palestine, Texas, plays English and American country dance music in a 
band, and recently published The Anglo Concertina Music of William Kimber (London: English Folk 
Dance and Song Society, 2005), reviewed in PICA, 3 (2006). 
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The Center for the Study of Free-Reed 

Instruments,

The Graduate Center of the City University 

of New York

 

Housed at The Graduate Center of The City University of New York, the 
Center for the Study of Free-Reed Instruments (Allan Atlas, Director) 
fosters research and discussion about all aspects of all free-reed 
instruments.  To that end, the Center sponsors a concert/colloquium each 
Spring semester, maintains a library/archive of materials pertaining to 
free-reed instruments (the jewels of which are a large collection of 
Victorian music for the English concertina and the Deiro Archive, which 
preserves the documentary and recorded legacy of the legendary 
accordionists Guido and Pietro Deiro), has published four volumes of The 
Free-Reed Journal (1999-2002), and now co-publishes with the ICA 
Papers of the International Concertina Association.  Among past events:  
'Tango-Bandoneón-Piazzolla' (2000), 'The Accordion as an Icon of Italian-
American Culture' (2001), 'The Incredible Concertina: A Concert in Honor 
of Sir Charles Wheatstone--A Bicentennial Celebration' (2002), 'Free 
Reeds of Asia' (2003), and 'Viva Regondi' (2006).
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