
xxix

Acknowledgments

In 1728, the music theorist Roger North wrote: ‘I have ever found I did not well 
know my owne thoughts, till I had wrote and reviewed them; and then for the 
most part, mists fell away, and fondness and failings appeared in a clear light.’1

I begin by thanking the Australian Research Council for the generous Discovery 
Grant2 that enabled me to write and review ‘my owne thoughts’.

Stewart Symonds, whose collection of pianos possesses an immense power to 
inspire, has been endlessly generous with both his time and his knowledge.

Dr Philomena Brennan OAM shared her wisdom and perspicacity through 
constructive criticism, unreserved kindness and continued encouragement.

Gavin Gostelow ‘brought together the strands of … unwieldy … draft[s] and 
[tied them] … into a more elegant bow than I could ever have hoped’.3 I was 
often the beneficiary of his insights during peripatetic dialogues through some 
of Australia’s most wonderful keyboard instrument collections.

Sir Roger Vickers KCVO FRCS and Lady Joanna Vickers shared their comfortable 
London house, a genteel oasis in the City.

Julian and Katy Bauer, Colin and Christine Edwards, Daphne James, Jay Johnson, 
and Anthony and Jane Wood, with characteristically Liskeardian generosity of 
spirit, offered valuable insights and quiet, abounding hospitality.

I am deeply grateful to my gentle, loving and kind friends John and Christine 
Morhall, who unhesitatingly provided a serene haven in their elegant Singapore 
home.

Dr Alan Turner, of the Royal College of Surgeons London, supplied information 
associated with the eighteenth-century removal of bladder stones.

1 J. Wilson (ed.), Roger North on Music: Being a Selection from his Essays Written during the Years  
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2 See Australian Research Council Discovery Grant No. DP0773740, in ‘Listing by all State/Organisation 
[PDF Format]’ in ‘2006 for funding commencing in 2007’ in ‘Discovery Projects Funding Outcomes’ in 
Australian Government: Australian Research Council, p. 274.
3 C. Clarke, ‘The English Piano’, in M. Latcham (ed.), Musique ancienne—instruments et imagination. 
Actes des Rencontres Internationales harmoniques, Lausanne 2004 [Old Musical Instruments and Imagination. 
Proceedings of the International Harmonics Meeting, Lausanne 2004] (Berne: Peter Lang, 2006), p. 239.
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4 See Footnote 15 in ‘Introduction’, this volume. See also Chapter 2.
5 G. S. Gadd, The British Art Piano and Piano Design: A Conversation with a Reader with Many Digressions 
(Middlesex: The Very Yellow Press, 2006), Vol. 1, p. 277.
6 Ibid., p. 275.
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To those who hindered rather than helped: 

[T]he high-quality products of the creative impulse … [can] be 
distinguished from the destructive one by … [their] propensity to 
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9 See Footnote 2 in ‘Introduction’, this volume.
10 C. James, Cultural Amnesia: Notes in the Margin of My Time (London: Picador, 2007), p. xix.
11 B. K. Waltke, The Book of Proverbs: Chapters 1–15 (Grand Rapids, Mich.: Eerdmans, 2004), p. 96. Quoted 
in T. Keller, Every Good Endeavor: Connecting Your Work to God’s Work (New York: Dutton, 2012), p. 203.
12 Holy Bible, New Living Translation, 2nd edn (Carol Stream, Ill.: Tyndale House Publishers, 2007), 
Matthew 16:26, p. 1144.
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earthly, unspiritual, and demonic. For wherever there is jealousy and selfish 
ambition, there you will find disorder and evil of every kind.’13 God will get to 
you shortly.
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for the use of copyright material. I apologise for any errors or inadvertent 
omissions, and would be grateful to be notified of any corrections that should 
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to Dr Andrew Lu OAM, to whom this book is dedicated.

13 Ibid., James 3:15–16, p. 1426.
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