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Abstract 
 

This project examines the history of the guitar in Queensland from the start of European 

settlement in 1842 to the late 1940s, a research topic that has been hardly explored until 

recently. Therefore, it is not generally known that activities involving guitars and other 

fretted instruments were a significant element of musical life during this period. Rather 

than appearing in its soloistic capacity, the guitar was predominantly used in fretted 

instrument and plucked string ensemble contexts, and also to accompany other 

instruments and voices. It was an element in a musical culture that encouraged and 

fostered all types of small and large ensemble music. 

 

The outcomes of this project are presented in two parts: a dissertation and a creative 

portfolio. The dissertation is a foundational account of the guitar in Queensland, based on 

my thorough research into historical newspapers and related sources—sheet music, 

concert ephemera, photographs, maps, books, and journals—held in the National Library 

of Australia’s digital database, Trove. The creative portfolio expresses my artistic 

responses to the findings, and shows how I coalesced the research findings with processes 

of interpretation and activation to generate both new knowledge and continuing traditions 

around the instrument. A synthesis of historical research, historical musicology, and 

practice-based artistic research, the two parts constitute worded and sounded 

documentations of local guitar history. 

 

This project is significant because it is the first of its kind to document the history of the 

guitar in the state, particularly during the early period. In addition to enlivening the history 

of the guitar—highlighting the performers and the teachers, the instruments and the 

repertoire, and the many contexts and venues in which performances took place—this 

project demonstrates how an artistic practice can be substantiated and inspired by 

historical research.  

 

The overarching motivation for embarking on this investigation was to recover and 

reactivate what I felt was a neglected and, in many cases, much forgotten repertoire. 

Second to this was the desire to utilise the research findings to inform, influence, and 

inspire my artistic practices. I did this by adding recovered works to my repertoire; by 

creating historically influenced arrangements and original compositions; and by engaging 

instrumentalist partners to project a tradition into my contemporary context. This project 
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is aimed to provide musicians—especially guitarists—and historians a source of 

information and also inspiration. It shows how the investigation of historical repertoire 

can nurture the practice of contemporary performer-composers and support the 

expression and significance of their work. 
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Part 1. Dissertation 
 

Chapter 1. Introduction 
 

This dissertation, presented in two parts, focusses on over 100 years of guitar-related 

history in Queensland, Australia, from the Moreton Bay declaration of free settlement in 

1842 to the end of the 1940s. The first part provides an account of the findings uncovered 

through primary historical sources, thus establishing this study as foundational research 

on the topic. It documents many of the performers and teachers who played the guitar, as 

well as the instruments they used in their music practices, and the types of repertoire they 

played and taught. This dissertation also explores some of the diverse performance 

contexts and venues in which the guitar was commonly played and heard. The second 

part of this dissertation is a creative portfolio, which encapsulates my imaginative 

expression of, and response to, the historical findings. It comprises an exegesis, which 

serves to contextualise the portfolio as a research outcome, and an eBook containing 

music videos, programme notes, and three types of repertoire resources. The second part 

serves to demonstrate how the findings from my investigation have informed my practice. 

In essence, I have used research evidence from historical newspapers to assemble a 

narrative that has informed, influenced, and inspired my artistic practices by expanding 

my performance repertory of pre-existing works, and by enabling me to create historically 

influenced arrangements and new original compositions. Together, the two parts of the 

project tell Queensland’s almost entirely forgotten guitar history through words, sounds, 

and images.  

 

I identify as a historically influenced, practice-based artistic researcher. My three primary 

practices are classical guitar performance, composition, and historical research. I am 

passionate about reviving and performing lesser-known repertoire, and I specialise in 

composing chamber music and works that involve the guitar in ensemble settings. 

Through composition, I write and play original music, which results in performances that 

are unique and personal. I am also fascinated by local history, so in conjunction with 

performance and composition, my artistic practices usually culminate in a confluence of 

music, place, and history. Most of my performances incorporate a selection of historical 

works alongside a number of my historically influenced original compositions. 

Additionally, I have also been commissioned by several independent musicians and 

ensembles to write historically influenced works for performances in which I have no 



 

2 
 
 

 

performing role. To this end, this project encapsulates my interests in local history and 

extends my professional practices because it focusses on the exploration and re-activation 

of neglected repertoire, alongside the development of new works. Although the scope of 

this project may seem broad, each part honours and extends different aspects of my 

capabilities and interests as an artistic researcher. 

 

Hypothesis and Research Questions  

 

I initially hypothesised that the guitar was incorporated into musical activities in colonial 

and post-colonial Queensland more often than is generally assumed, but that the evidence 

of such activities remained undocumented beyond primary sources. Two factors have 

contributed to this problem: firstly, there has been little interest in Australian guitar 

history of colonial times and the early 20th century. For example, Ellis (2000) has asserted 

that “researchers and musicologists have disregarded almost entirely the early years of 

Australian guitar activity” (p. 10). Secondly, historians and musicologists, in general, 

have previously neglected Queensland’s music history. McKay (1998) has remarked that 

research about Queensland’s music history is “to be found for the most part in the few 

existing studies of Australian music, where music in Queensland tends to be represented 

as the poor cousin of music in Sydney and Melbourne” (p. 2). Because of these two issues, 

the literature on my topic—Queensland’s guitar history—is scant. Therefore, my 

investigation addresses a significant gap in the literature. 

 

To address the knowledge gap and to satisfy my artistic research interests, I have devised 

a primary research question: What is the history of the guitar in Queensland, and how can 

it inform, influence, and inspire artistic inquiry in the 21st century? Derived from this 

primary research question are several sub-questions. Firstly, in order to learn about who 

played the guitar, the first sub-question is as follows: Who were the influential local and 

visiting guitarists and ensembles, and who were the prominent resident teachers and 

students? Next, to determine the types of instruments they used at various stages during 

the period under investigation, the second sub-question is: Which instruments and models 

were popular and commonly used, and how were they obtained? To ascertain the 

repertoire that was performed most frequently during the period, the third sub-question 

is: Was there a core repertoire of familiar pieces or genres, or were there trends in 

repertoire that changed and evolved over the period under investigation? Lastly, to 
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discover more about where the guitar was played and how it was listened to in the past, 

the fourth sub-question is: What were the performance contexts—both live and 

recorded—and venues in which music was typically rendered on the guitar? 

 

Rationale 

 

The literature on the histories of music in Australia is not as comprehensive as that on all 

the other performing arts (Radic, 2002). The late musicologist, critic, and author Roger 

Covell has commented that most histories of music in Australia are written poorly, and 

treat music “as if it were no more than a genteel by-product of polite society” (1967, p. 

1). In more recent years, Southcott and Sell (2014) have observed that historians have 

demonstrated an increased interest in exploring Australia’s music history, although they 

assert that “there remains much to be done” (p. 23). Of the Australian music histories that 

exist, only the smallest proportion is focussed on the guitar. This popular instrument 

remains mostly absent in the body of current research about Queensland’s music, despite 

its frequent mention in historical news sources. Furthermore, of the brief references that 

exist, most portray the guitar as a marginalised instrument, along with the mandolin, the 

accordion, and the Jew’s harp, where it is described as an instrument of lower-class 

society (Lawson, 1970; Solie, 1994; Crisp, 1995). Fortunately, however, a handful of 

sources offer positive and insightful summaries of more recent guitar activities in 

Queensland (Roennfeldt, 2012a; Whiteoak & Scott-Maxwell, 2003; Barber, 2016). 

Additionally, two guitar-focussed works offer substantial overviews of Australian 

activities in this field (Ellis, 2000; Payne, 2012). 

 

Given the dearth of research in this area, this Queensland-focussed study is both timely 

and necessary, as it expands on some of the unique and overlooked aspects of Australia’s 

early guitar narrative. Historians other than McKay (1998) have also observed noticeable 

gaps in aspects of Queensland’s music history and have sought to fill them. For instance, 

Erickson’s (1987) doctoral dissertation chronicles and catalogues the history and the 

repertory of all of the bands and orchestras that existed in Queensland before Federation 

in 1901. In the introduction to his dissertation, Erickson claimed that his initial scan of 

the scholarly and published literature available at the time had revealed nothing of 

significance. Therefore, he believed “that the matter was one of interest, both to the 

musician and to the general history reader” (1987 p. xi), which encouraged him to pursue 
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his particular thesis topic. I similarly observed gaps in the literature and was convinced 

that my topic would be of interest to others. 

 

As mentioned above, the lack of published literature on the guitar’s history in Queensland 

has led to the presumption that this instrument was rarely played—and seldom featured 

prominently—in musical activities in Queensland from the early colonial period to the 

late 1940s. The absence of authoritative scholarship on this topic has contributed to the 

pervading misconception that the instrument was a rare feature in this region or, if it had 

a presence, that it was only used within bush bands or as a mere accompaniment to folk 

songs. This last alternative, however, was not the case until the folk song revival, which 

peaked much later, in the 1960s. Covell (1979) has asserted that the guitar was, in fact, 

rarely used in the performance of folk music, because “most folk song in colonial 

Australia, like most folk song in the British Isles, was sung unaccompanied” (p. 33).  

 

In the opening lines of The Twang Dynasty, Payne (2012) states that the guitar has had a 

short history in Australia because it “does not feature prominently in the history of 

Australian musical culture before the 1920s” (p. 2). Contrary to this opinion, I found 

evidence throughout my survey of primary sources indicating that the guitar was a popular 

and prominent instrument well before the 1920s. The primary sources also give the 

distinct impression that the instrument served many important socio-cultural roles in the 

earlier period. Indeed, the historical Queensland news and other printed media surveyed 

for this research are brimming with references to guitars, guitarists, and all sorts of guitar-

related activities. 

 

Scope 

 

Due to the constraints and assessment requirements of this project, the findings presented 

in this dissertation are extensive but not exhaustive. It represents a foundational account, 

providing an overview of the research findings that I uncovered during my three-year 

investigation of historical newspapers and related sources. In his seminal text on 

Australia’s early music history, William Arundel Orchard (1952) claimed that “to give a 

complete list of resident musicians, even of those worthy of mention, for the past hundred 

years or more, would be an impossible and perhaps useless task” (p. 48). Thus, instead of 

providing a complete list or account of all known guitarists, this dissertation offers a 



 

5 
 
 

 

potential starting point from which future historians might pursue additional research. 

This is standard practice within the field of historical research. In commenting on the 

importance of foundational accounts such as this one, Southcott and Sell (2014) have said 

that until initial historical inquiries are carried out, research on specific matters remains 

mostly “scattered and diffuse” (p. 23). Southcott and Sell have also claimed that once a 

first historical narrative has been created, subsequent historians typically “reinterpret 

what has been written” (2014, p. 18).  

 

Another critical matter regarding the scope of this study is the word ‘guitar’ itself. I had 

initially planned to investigate the history of the classical guitar (often referred to at 

present as a Spanish guitar or a nylon string guitar, and sometimes as a classic guitar) in 

Queensland. I discovered, however, that not only were many different types of guitars 

used during the period under investigation, but also that rather than being played in a solo 

capacity, guitars were predominantly used in fretted instrument or plucked string 

ensemble contexts, or to accompany other instruments and voices. In addition to some of 

the complexities regarding scope and nomenclature, the primary sources rarely described 

instruments clearly enough to be able to ascertain the specific types of guitars being used 

in any given circumstance. Throughout my investigation, it became evident that the term 

‘classical’ only began to be applied to the guitar in the late 1940s, most likely to 

differentiate it from other types of guitars. To describe the instrument as ‘classical’ would 

therefore be anachronistic. Although the singular term ‘guitar’ is often used throughout 

this dissertation, it is intended to represent the plurality and diversity of the instrument. 

Additionally, the role of the guitar in the past was often indistinguishable from that of 

other fretted instruments. Consequently, banjos, mandolins, ukuleles, and each of their 

hybrids are considered and factored into the broad scope of this study. 

 

Limitations 

 

Trove (https://trove.nla.gov.au)—the National Library of Australia’s (NLA) digital 

database of archived materials—was utilised to gather primary source data for this 

dissertation. Although this search engine is a significant asset to researchers, it is not 

comprehensive at present. Historical documents are continually added to the archive, but 

due to funding and workload issues, among other factors, some mainstream newspaper 

titles are missing specific issues or several years’ worth of content, while some more 



 

6 
 
 

 

obscure newspapers have not yet been added to the archive in any form. Consequently, 

this study is limited to the range of newspapers that are currently available in Trove’s 

digital archive. Moreover, the fact that my study relies almost entirely on news sources 

as my main form of primary evidence is itself a limitation. Erickson (1987) similarly 

relied on newspapers for his doctoral project, though he freely admitted that investigations 

can be disadvantaged if they are overly reliant on just one type of primary source material. 

However, he defended his choice of source material for his doctoral project, claiming that 

“the labour of scanning all Courier issues from 1846 to 1900 was immense” (1987, pp. 

xi–xii), adding that he was also limited to inherent time constraints imposed by his 

university program. 

 

Read today, some of the sources that are quoted in this dissertation exhibit signs of 

sexism, elitism, racism, and exoticism (and many other -isms) concerning the guitar and 

its players, and their position in early white Australian history. Viewed through specific 

analytical lenses, a study of the guitar in Queensland could explore the extent to which it 

was incorporated into musical activities during the early period of white settlement, and 

could also consider why particular individual musicians pursued or avoided the guitar as 

the vehicle for their music-making. As this is the first known study of the guitar in 

Queensland, however, it has been my priority to analyse the research evidence of its use 

and to assemble a narrative of a largely unknown phenomenon, rather than to proceed to 

the second-order issues that permeate the various isms. Indeed, without this initial 

exploration and documentation of the findings, further analysis of the related issues 

cannot be undertaken. Clearly, however, this research reveals various social, cultural, 

historical, and musical issues that would merit further investigation and commentary. 

 

Significance 

 

This study is significant because it is the first known investigation of the guitar in early 

Queensland. As a professional guitarist myself, I envision this dissertation as being useful 

to guitarists and local musicians as a source of historical information. The creative 

portfolio goes beyond the significant documentation by substantiating it with sounds and 

images. Upitis (1999) has urged researchers to articulate their findings in exciting ways, 

encouraging “lively and coherent language that avoids the kind of jargon that distances 

the reader from the writer” (p. 222). She has even suggested that research findings can be 
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presented through story, poetry, and drama. Taking that position some steps further, I 

have coalesced the research findings with processes of interpretation and activation. I 

have generated new knowledge by creating an original composition, which I believe 

makes a substantial contribution to the current guitar repertory. I believe my new 

composition provides an artistic opportunity for audiences to explore—and reflect on—

the lasting effects of colonisation in Australia. Some of the other outcomes, especially the 

formation of my new ensemble and the music videos, represent ideal vehicles for the 

dissemination of the research findings. My new ensemble (discussed in more detail in 

Chapter 7) has the potential to create an immediate connection with its audiences in live 

performance situations. At the same time, the music videos can reach vast audiences 

through differed online playback. I believe that these forms of artistic expression have 

broad appeal because they showcase academic research in artistic, engaging, and relevant 

ways. 

 

Literature Review  

 

As hypothesised above, I initially believed—and have since found—that the guitar was 

incorporated into musical activities in Queensland much more than is presently known. 

To date, however, evidence of this early guitar activity has not been thoroughly studied 

or presented in scholarly literature or other publications. Due to the absence of relevant 

secondary sources, it has been necessary to gather and rely on primary, historical news 

sources for the material evidence needed for this study. The need to delve into and to rely 

upon primary sources is a known challenge experienced by most researchers who choose 

to undertake foundational studies. For instance, prolific Australian musicologist and 

author Thérèse Radic (2002) has asserted that “primary sources are, as a rule, untapped, 

let alone already shaped into secondary sources” (p. 12). To illustrate this further, in 

Erickson’s (1987) seminal study on the bands and orchestras of colonial Brisbane, he 

observed that because there were no secondary sources available on his topic, it was 

necessary for him “to turn to the reports, comments and advertisements of the daily press 

of the period to fill out the picture” (p. xi). Indeed, most of the related secondary sources 

available on colonial and guitar history have served to expose gaps in the literature and 

have enabled me to define my research topic and the specific areas of my investigation. 
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I searched in online catalogues, databases, and digital archives in order to find sources for 

this study. For instance, I made use of the library catalogues of Griffith University, the 

State Library of Queensland, the University of Queensland, the Queensland University of 

Technology, and the Welsby Library (at the Royal Historical Society of Queensland). 

Additionally, I searched in databases such as JSTOR, Music Periodicals Database, 

ProQuest, Music Index, and Text Queensland. Besides locating several pertinent books, 

theses, and journals, I was also able to find personal journals, collections of epistolary 

evidence (such as letters and diaries), some useful websites (for example, Graeme 

Skinner’s Australharmony, an online resource dedicated to chronicling and cataloguing 

Australia’s colonial music history), music reference encyclopaedias (such as Grove Music 

Online), historical instrument catalogues, and specialised banjo-mandolin-guitar (BMG) 

magazines. 

 

However, as mentioned above, the NLA’s Trove archive was the primary point of 

reference for this study, with its vast digital archive of newspapers, sheet music, concert 

ephemera, photos, maps, books, journals, and theses. I also located and utilised the 

repertoire resources that have been made available by the Petrucci Music Library, which 

is run by the International Music Score Library Project (IMSLP), the Library of Congress, 

the New York Public Library, the Lester S. Levy Sheet Music Collection at Johns 

Hopkins Sheridan Libraries and University Museums, the Hathi Trust Digital Library, 

and the sheet music library provided on the Classic Banjo website. All of the primary and 

secondary sources, such as those described briefly above, provided relevant information 

and research evidence about those who played and taught the guitar, the types of 

instruments they used, the sorts of music they performed, and the kinds of venues and 

contexts in which their performances took place. 

 

As a Queensland-based creative practitioner, I also had the opportunity to undertake some 

investigative and interpretative fieldwork in person in several locations around the state. 

For example, I attended talks and lectures organised by The Royal Historical Society of 

Queensland and the National Trust of Australia (Queensland) on topics such as colonial 

music, pre-Federation architecture, and local history. I also took the opportunity to visit 

local history museums, collections, and heritage sites including the Museum of Brisbane, 

the Commissariat Store Museum, Wolston Farmhouse, Newstead House, Redcliffe 

Museum, Stanthorpe Heritage Museum, and the Townsville Heritage Centre. 
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Additionally, I followed several official heritage trails in Brisbane city and its surrounding 

suburbs and attended some guided history walks—including one that explored the early 

social history of Old Government House. All of these extracurricular activities helped me 

to contextualise what I had learned through my study of the literature, and afforded me a 

level of engagement with various historical sites that could not have occurred without 

experiencing them firsthand. Indeed, as local history is at the heart of my artistic research 

practices, it was essential for me to undertake these field trips. Besides inspiring my 

creative work as a performer and a composer, my encounters with local heritage sites also 

enabled me to ascertain and explore potential performance venues, as well as to establish 

personal connections with event organisers and venue managers. 

 

Although the guitar is mostly absent from published literature about music in Queensland, 

there are many sources available on various music- and history-related topics, which have 

presented a range of insights and have provided critical background information for my 

study. The following literature review showcases a variety of the secondary sources that 

have supported my understanding of my topic and have helped me to contextualise my 

project within the discipline. For instance, some of the sources have validated my research 

findings, while others have used a similar methodology or have demonstrated a 

particularly effective research model. I have attempted to divide the literature into three 

overarching main categories, although many of the sources relate to more than just one 

category. Under each of the three main categories are a number of related sub-categories. 

 

The three main categories and sub-categories are as follows: the first category includes 

research methods and examples of pertinent scholarship. Under this first main category 

fall three sub-categories, including a) methods related to historical research, artistic 

research, and music research; b) examples of research projects that use historical news in 

a comparable manner; and c) examples of comparable practice-based artistic research 

projects. The second main category features texts related to general history and music 

history studies, and studies of music-related phenomena. The four sub-categories that fall 

under this second main category are as follows: a) sources about state history, regional 

history, colonisation, and immigration; b) literature related to Australian and Queensland 

music history, local music history, and case studies of local historical and music-related 

phenomena; c) studies about guitar history, nationally and internationally; and d) studies 

about gender, class, and culture. The third main category features literature regarding the 



 

10 
 
 

 

handling of primary sources, with two sub-categories being a) historical sheet music and 

instrument repositories; and b) personal journals and epistles. 

 

Research Methods and Examples of Pertinent Scholarship 

 

Methods Related to Artistic Research, Music Research, and Historical 

Research. Practice-based artistic research is a broad and varied discipline with a history 

dating to the 1990s, when the Bologna Declaration Process launched a three cycle 

(bachelor/master/doctorate) system into the higher education sector, enabling creative 

practitioners to undertake third cycle—doctoral—research in music. Spronck (2016) has 

said that since then, artists have increasingly engaged in “doing” artistic research—that 

is, research “conducted in and through artistic practices” in order to produce research 

outcomes that are recognised for their academic and artistic merits (p. iii). Within the field 

of practice-based artistic research, there is a growing contingent of researchers who 

specialise in modelling performance-related activities around the findings from their 

historical research investigations. Such practice-based artistic research projects, however, 

stand in contrast to those based on the concept of ‘performance practice research’, which 

“involves the study of performance in different eras, using a range of historical and music 

analytic methods to understand how different musical cultures approach the task of 

performance” (Ginsborg, 2014, p. 78). 

 

Upitis’ journal article “Artistic Approaches to Research” (1999) is an important resource. 

Upitis does not so much explain what artistic research is but instead, as the title of her 

article implies, discusses some artistic approaches to undertaking, documenting, and 

disseminating research findings. Candy’s “Practice Based Research: A Guide” (2006) is 

just that—a clear and concise guide to practice-based research. In the guide, Candy not 

only defines what practice-based research is—and what it is not—but also offers practical 

instructions and considerations for new artistic researchers, especially those at different 

stages of their doctoral candidature. Candy discusses thesis design, layout, and content, 

and provides a series of answers to the sorts of hypothetical questions doctoral candidates 

might ask about the literature review, research methodology, and reflexive writing. Also 

included in Candy’s guide is a bibliography of suggested texts and resources about 

research, plus definitions for various practice-based research terminologies. I found 

Candy and Edmonds’ “Practice-Based Research in the Creative Arts” (2018) to be 



 

11 
 
 

 

especially pertinent because it clearly defined practice-based research in relation to those 

in the midst of doctoral candidature. The authors consider the place and importance of the 

creative artefact, specifically its relationship to the dissertation, and how it contributes to 

knowledge. They also provide some exemplars of previous projects, which serve to 

illustrate some of the developments that have been made in the field of research in the 

creative arts over the last few decades. 

 

Burke and Onsman’s edited volume Perspectives on Artistic Research in Music (2017b) 

is an invaluable resource. The book comprises contributions from many renowned music 

researchers and practitioners, most of whom reside and practise in Australia. It presents 

divergent views on what artistic research constitutes in Australia today, and provides 

some excellent exemplars of current artistic practices and projects, in addition to offering 

a range of perspectives on practice-based artistic research methodologies. I found four 

chapters to be particularly enlightening: “Discordant Methodologies: Prioritising 

Performance in Artistic Research in Music” (Burke & Onsman, 2017a), “Is My 

Performance Research?” (Emmerson, 2017), “Keep Your Eye on the Prize” (Hodges, 

2017), and “‘Speaking in Tongues’: An Investigation into a Compositional Practice 

Informed by Intercultural Exploration” (Dargaville, 2017). Two other sources that I found 

insightful were Vella’s (2004) “Artistic Practice as Research,” and Leavy’s (2017) 

Handbook of Arts-Based Research.  

  

Aho’s (2013) article “Artistic Research in Music versus Musicological Musicianship” 

concerns musicologists and ethnomusicologists and how academics can gain deeper 

insights into the types of music they study by learning and playing it themselves. 

Although I am already a professional performer, the idea of “learning to perform” (Baily, 

2001, cited in Aho, 2013, p. 68) the music I have uncovered still applies to my project 

because I have had to engage with neglected repertoire sources as well as genres of music 

that were previously unfamiliar to me. The ‘learning to perform’ stage was critical to my 

artistic research process, as it allowed me to develop a better understanding of the music 

from a stylistic and interpretative perspective, so that I could effectively bring it to life in 

live and recorded performances. Aho has described artistic research as a form of research 

“in which some of the resulting knowledge is embodied in an artefact” (p. 65). Aho’s 

views validate the importance of artistic research, in that artefacts—such as those that are 

presented in my creative portfolio—can include those that provide sounded realisations 
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of the research findings. Crist and Marvin’s Historical Musicology. Sources, Methods, 

Interpretations (2008) contains some enlightening case studies and exemplars of recent 

musicological projects. 

 

Southcott and Sell’s (2014) book chapter “Introduction to Historical Research in Music 

Education” is a detailed exploration of the relationship between historical research and 

music education. Their chapter is an important guide for the young scholar, and I have 

referred to it regularly for clarification and reassurance throughout this project. In my 

opinion, it is one of the few texts that address the principles, methods, and research 

outcomes of the historical research methodology, together with its practical application 

to scholarship in music. Although the work primarily concerns music education, I believe 

that the insights the authors have shared also have implications for the entire music 

discipline. I found the text to be particularly helpful and practical; Southcott and Sell open 

with a discussion about what historical research is and what its purposes are, before 

providing insights about various types of data, and appraising the strengths and 

weaknesses of different primary sources.  

 

Examples of Research Projects That Use Historical News in a Comparable 

Manner. Many of the scholars whose output is discussed in this literature review relied 

primarily upon archived historical newspapers for their source of material evidence 

(Erickson, 1987; Fisher, 2000; Hill, 2000; Stenstadvold, 2013; Hallo, 2014). However, 

Cryle and Cosgrove’s 1999 article “The Rural Reader: A Queensland Survey (1930–

1970)” is an interesting exception. Rather than utilising newspapers as a source of 

evidence, their paper is, in fact, a study about newspaper literature and the importance of 

news media to communities who live in rural and remote areas of Queensland. Cryle and 

Cosgrove shed light on the dissemination of newspapers and on their readership 

demographics. Their findings have enabled me to better appreciate the proliferation of 

guitar-related media content in the years before and around World War Two. Cryle and 

Cosgrove’s “The Rural Reader” also reveals some fascinating insights into the reading 

habits of consumers of the period, and the sorts of typical home leisure activities that were 

once enjoyed in the past. 

 

Graeme Skinner is a prolific and prominent Australian musicologist. Besides his 

published work and his doctoral thesis (2011a; 2011b), Skinner has used the NLA Trove 
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archive to curate an extensive—and ongoing—online resource called Australharmony. 

This website is dedicated to the documentation of Australian Indigenous and settler music 

during colonial and post-colonial times. A number of key performers and teachers, who 

are presented and discussed in my findings in the chapters below, are partially 

documented and discussed on his website. Understandably, Skinner advocates for studies 

that make use of digital archives and repositories and has remarked that too many research 

candidates rely on published, secondary sources, proclaiming that more insights can be 

gleaned through an examination of primary sources, such as historical newspapers and 

sheet music (2011a, p. 7). 

 

Examples of Comparable Practice-Based Artistic Research Projects. There 

are a number of excellent examples of practice-based artistic research projects, partially 

or heavily influenced by history, that have been undertaken in Queensland by resident 

musicians. These creative projects, each based on unique aspects of Brisbane’s local 

history and its local music history, have provided me with a wealth of insights and 

inspiration. Emeritus Professor Peter Roennfeldt (whose literary outputs are mentioned 

below) has presented several performances in historic venues in Brisbane and Ipswich in 

which he has both re-created and re-constructed entire historical concert programmes. 

Each of his projects was painstakingly researched and superbly executed. Roennfeldt 

typically writes detailed programme notes that present his findings in vibrant ways to his 

audiences who, for the most part, consist of non-academics. One of his recent projects, 

“A Concert Fit for a King, a Governor, and a New Piano” (2018) was held at Brisbane’s 

Old Government House, and featured the same programme and instrumentation as a 

concert once presented in that venue in 1906.  

 

Simon Miller’s “Recreating the Brisbane Band of 1857” (2013) and guitarist Anthony 

Garcia’s “Cellar Series” concerts are two further examples of similar practice-based 

artistic research projects. Miller’s project was subsequently referred to in a journal article 

about colonial park music performances in Brisbane (Penridge, 2014). Garcia is a 

guitarist-composer and a practice-based artistic researcher who regularly presents 

concerts at Newstead House, a venue that is regarded as being Brisbane’s oldest surviving 

residence. Each of Garcia’s concert programmes features at least one work that is 

connected to the historic building. For instance, one of Garcia’s past events (“Chamber 
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Secrets”, 2015) featured the premiere of a collaborative composition, which was 

dedicated to one of the house’s former residents. 

 

General History and Music History Studies, and Studies of Music-Related 

Phenomena 

 

Sources about State History, Regional History, Colonisation, and 

Immigration. There is a wealth of published and unpublished literature on various 

aspects of Queensland’s history. Something can be gleaned from all of the sources I 

consulted, because they each provide essential information regarding the people, places, 

policies, and proceedings that have shaped the state. I needed to undertake much 

background reading to establish a frame of reference, in particular, because I was born 

and grew up in Perth, on the opposite side of the continent from where Queensland is 

located. Some of the sources that I accessed were published during colonial and early 

post-Federation times by authors with first-hand experience with the histories described 

therein. Coote’s (1882) History of the Colony of Queensland from 1770 to the Close of 

the Year 1881 and Petrie’s (1904) Reminiscences of Early Queensland are two such 

examples. The former provides a selection of historical snapshots from across the state’s 

early colonial years, whereas the latter has a focus on the unique customs and practices 

of several of Queensland’s Indigenous nations. 

 

Laverty (1955), Morrison (1963), and Fisher (2000) focus on the development of 

Brisbane from when the original penal colony was established in 1824 to the earliest days 

of free settlement in 1842. Each of these studies provides insights into the geography and 

layout of the Brisbane town site and its surrounding suburbs, plus information about its 

development and its immigrant populations. Fisher’s chapter “The Brisbane Scene in 

1842” is just one of several fascinating contributions published in an insightful collection 

of essays titled Brisbane: Squatters, Settlers and Surveyors (Fisher & Harrison, 2000). 

Davies (1935) and Wood (1990) both discuss immigration and emigrant ships in Moreton 

Bay. Beyond outlining the history of the first emigrant ship—the Artemisia—and many 

other important transport and cargo ships, Davies describes the origins, ages, skills, and 

qualifications of Brisbane’s first and subsequent immigrants. Davies’ insights have 

provided a sound frame of reference for my investigation and have supported my 

assumptions about why guitar-related activities were seemingly quite restricted in the 
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early years of Brisbane’s settlement. Davies also touches briefly on the history of the first 

group of German missionaries who arrived in 1838 on board the Isabella. Studies by 

Overlack (1984) and Ford (2010) both focus on that same group of early German 

missionaries in addition to later German immigration in general.  

 

Other historians have published on various aspects of Brisbane society. For instance, 

Crook’s 1958 study focusses on immigration and population but also addresses the large 

number of professional musicians, music teachers, photographers, and artists whose work 

contributed to the sophistication and development of culture and the arts in the burgeoning 

new city (p. 9). Lawson’s Brisbane in the 1890s (1970) provides some critical and detailed 

insights into social life in the decade before Federation. Lawson touches on sport, theatre, 

art, dancing, and music, among other activities. He also provides substantial evidence 

about a number of principal local musicians, the types of music they performed, and the 

sorts of musical activities they each participated in. The Royal Historical Society of 

Queensland has published a journal since 1914, which is currently titled the Queensland 

History Journal (QHJ). The journal is an essential source of reference for anyone 

undertaking research related to Queensland’s history; a great many of the articles 

published in the QHJ have provided interesting contextual reading for my study. 

 

With all of the perspectives on migrant populations at hand, I also sought to investigate 

the impact of colonisation on Queensland’s Aboriginal population. It was, in fact, one of 

these types of sources that provided both the inspiration and the impetus for the 

composition that I created for inclusion in my creative portfolio. Feilberg’s The Way We 

Civilise: Black and White, the Native Police / A Series of Articles Reprinted from The 

Queenslander (1880) is a series of articles written by local residents about atrocities 

committed by European colonist populations towards First Nations Peoples in 

Queensland. The first article originally appeared in the Cooktown Courier and was later 

reprinted in The Queenslander, before being compiled with each of the responses into a 

collection by Feilberg in 1880. These later inspired a book by the same name (Kidd, 

1997), as well as some other significant literary works. Reynolds’ Forgotten War (2013) 

is another critical text which has had a profound impact on my research and my creative 

practices. Also informed by primary sources, Reynolds explained that it was not difficult 

to come across compelling research evidence in archived newspapers, as it merely 

“spilled unbidden from the contemporary record like blood from an open wound” (p. 2). 
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Tellingly, Reynolds, who refers to and discusses the aforementioned The Way We Civilise 

in his book (2013, pp. 180–181), has described pre-Federation Queensland as “a site of 

vast brutality and mass killing” (2013, p. 128). 

 

Literature Related to Australian and Queensland Music History, Local 

Music History, and Case Studies of Local Historical and Music-Related Phenomena. 

Ever since the commencement of my research project, I have been committed to 

investigating and to learning about Australia’s colonial and early modern era music 

history. I initially sought several of the most relevant texts on the subject. For instance, I 

noticed that Roger Covell’s Australia’s Music: Themes of a New Society (1967) was a 

frequently referenced work. Indeed, Radic (2002) has asserted that Covell’s work had 

been referred to in practically every study on Australian music since its publication in 

1967, and had been endorsed as “the only book that could in any real sense be called a 

history of our music” (p. 8). Although I found Covell’s book to be insightful and 

informative generally, I felt that it had little relevance to my particular research area—

namely, the guitar in early Queensland. Similarly, I found some of Covell’s other articles, 

such as “Music and History” (1979) and “European Musical Nationalism in a Colonial 

Context” (1993), to be interesting but not directly pertinent to my particular topic. 

Nevertheless, the former article offers interesting cursory coverage on some related areas 

of interest, such as folk song, music hall, and minstrelsy, whereas the latter deals with 

immigration, population, and touring in the early colonial years, among other things. 

 

Orchard’s Music in Australia (1952) is another insightful and informative resource. It 

traces over 150 years of the development of music in this country and provides rich and 

reliable context for my study. Although this work features scant information on music 

history in Queensland, its voluminous bibliography served me as an important guide. In 

contrast, the monumental Currency Companion to Music and Dance in Australia 

(Whiteoak & Scott-Maxwell, 2003) is an ambitious publication, heralded by its editors as 

a “scholarly reference tool with exceptional historical depth” (p. 5). Certainly, the volume 

could be likened to a comprehensive encyclopaedia of music, musicians, and music-

making in Australia since European colonisation—and further back. The book contains 

insightful contributions from hundreds of leading music academics, researchers, and 

practitioners, and provides a wealth of information that is directly relevant to my study. 

For instance, it has entries on subjects ranging from guitars and guitar-playing to banjos 
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and mandolins, immigrant music traditions in Australia, minstrelsy, dance bands, gum 

leaf bands, Hawaiian and hillbilly music, as well as Aboriginal, Torres Strait Islander, 

and South Sea Islander music traditions. Suffice it to say, Whiteoak and Scott-Maxwell’s 

tome explores almost every theme related to my topic. 

 

Skinner’s article “The Invention of Australian Music” (2015) is another relevant text. It 

concerns early composition and music documentation in Australia. Through keen 

observations on patterns of population and immigration, Skinner explains that most 

Australian colonial and frontier towns were microcosms of musical activity, where the 

artistic influences from disparate cultures coalesced to produce unique musical 

outcomes—such as music societies and different forms of music-making—that were 

unexpected and unprecedented. Although this article predominantly reviews music by 

Indigenous and settler populations during the last 200 years, it also touches on some 

peripheral music-related themes, which I found pertinent to my study, such as the gold-

rush touring itineraries of travelling minstrel and variety entertainers. As an aside, Skinner 

has described the aforementioned Currency Companion to Music and Dance in Australia 

as Australia’s singularly most important musicological output (p. 291). 

 

In “A State of Harmony? Music in the Deep North”, McKay (1998) laments the lack of 

published research on the histories of music and musicians in Queensland (p. 2). Although 

local guitar-related history remains overlooked, much progress has been made since her 

article was published in regard to the exploration and documentation of other Queensland-

based musical activities. Besides some more recent studies, which I discuss elsewhere 

herein, some of the earlier extant publications study more broadly the music in 

Queensland, as well as in Brisbane. I consulted Percy Brier’s The Pioneers of Music in 

Queensland (1962) and his frequently cited later work One Hundred Years and More of 

Music in Queensland (1971), which I found both to be insightful and informative. In fact, 

the subtitle of this dissertation pays homage to Brier’s latter contribution to Queensland 

music history. Other literature on local music history by prominent historians includes 

“Music in Brisbane” (Dalley-Scarlett, 1955), “Early History of Music in Queensland” 

(Austin, 1962), and “Entertainment in Brisbane: Recollections” (Pixley, 1976). Dalley-

Scarlett’s work is brief and is mainly concerned with musical activities from around 

World War Two onwards. Austin’s article, however, is more relevant to the timeframe of 

my study; his research singles out several prominent early musicians, bands, orchestras, 
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and musical societies, before discussing the sorts of repertoire that were frequently 

performed locally in the 1850s and 60s. Pixley’s research is centred on Brisbane’s most 

important historic theatres and concert halls, as well as the types of entertainments that 

were performed in them by local and visiting artists. 

 

Erickson’s 1987 PhD thesis, titled The Bands and Orchestras of Colonial Brisbane, is a 

significant scholarly output. His research findings are relevant to my study in many 

respects, and the layout, design, and research methods of his dissertation also provide 

excellent models from my project. As is the case with my study, Erickson relied on the 

use of historical printed news sources to obtain the primary evidence needed for his 

investigation. The early colonial timeframe and foci of his project are also similar to mine. 

It is somewhat surprising, though—given how comprehensive his study appears to be—

that he makes no mention to any guitar-related activity. Erickson takes steps to disclose 

his decision for not including pipe-band music in his survey, and he also explains the 

reasons behind his exclusion of music by First Nations peoples (1987, p. xii). However, 

he offers no explanation for omitting plucked string instruments, which are ubiquitous in 

the primary sources. Erickson’s research thus exhibits a knowledge gap that has provided 

me with the rationale and impetus to conduct my research. 

 

Other leading scholars have made invaluable contributions to the body of published 

literature on aspects of music history in Queensland in more recent years. For example, 

Roennfeldt has researched and published extensively on many aspects of local music 

history. Of particular interest to my study are his articles “The Power of Persistence: 

Musical Advocates North of the Tweed” (2011), “Music by the Few for the Many: 

Chamber Music in Colonial Queensland” (2012b), and “Percy Brier—Case Study of a 

Complete Musician in the Pre-Digital Age” (2013). Besides providing a fascinating 

overview of early chamber music activities in the state, Roennfeldt’s 2012 output also 

draws attention to the noticeable lack of published research on Queensland’s music 

history (2012b, p. 178). Two important books by Roennfeldt are Northern Lyrebird: The 

Contribution to Queensland’s Music by its Conservatorium 1957–2007 (2012a), and 

Madame Mallalieu: An Inspiring Musician and Her Legacy for Queensland (2015). The 

former features a discussion devoted to the history of the guitar at the Queensland 

Conservatorium, whereas the latter is an in-depth memoir about the life and legacy of one 

of Queensland’s most distinguished musical pioneers. 
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Of more general interest are the works of Manifold (1957, 1968), Lack (1966), Hebden 

(1980), Dawson (1987), Boehme (2008), and Wheeler (2017). Each of these scholars has 

explored a different musical genre and historical theme, and their studies have helped to 

enrich the context for my investigation. Manifold, for example, explores bush music, folk 

music, and the sorts of instruments that were used in the performance of those musical 

genres, whereas Lack provides some insights into the performance-related activities of 

some of the Brisbane’s band music pioneers. Similarly, Hebden explores the legacy of 

prominent local musician, Richard Thomas Jefferies, while Dawson examines the first 25 

years of opera in Queensland from its separation from New South Wales, in 1859. 

Boehme explores the influence and the dissemination of Scottish music traditions in 

Australia, and Wheeler provides insights into the history of music education in the state. 

Boehme’s work has served as an exemplar for my project because it demonstrates how 

primary sources such as printed music, diaries, letters, newspaper articles, and concert 

ephemera can inform phenomenological research. 

 

In this section and elsewhere within, I refer to the works of two authors whose views I 

have found to be both critical and insightful. Belinda McKay’s paper “A State of 

Harmony? Music in the Deep North” (1998) primarily addresses the nature and scope of 

historical music research in Queensland. Besides providing a brief overview of 

Queensland’s music history and offering a critique of some of the extant historical 

literature (particularly Percy Brier literary outputs), McKay also proposes several 

research areas that she deems suitable for future investigation by the next generation of 

music historians and musicologists. Thérèse Radic’s article “The Lost Chord of 

Australian Culture: Researching Australian Music History” (2002) is another equally 

compelling research output. Radic critiques the extent of historical musicology in 

Australia more broadly, and exposes what she believes to be the most considerable gaps 

in the scholarly literature. Radic also offers some advice for less experienced and 

emerging researchers, which I found helpful. 

 

In Chapter 2, I reveal that the guitar was rarely played on its own and that it was usually 

played with other instruments in ensemble contexts ranging from duos, trios, and quartets, 

to mandolin orchestras, string orchestras, Hawaiian bands, dance bands, mouth organ 

bands, zither bands, gum leaf bands, and others. Although Queensland’s guitar history 

has not yet been documented systematically, several researchers have undertaken studies 
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into some of the peripheral ensemble and genre-specific phenomena that are related to 

my area of investigation. Researchers have written theses, articles, and case studies about 

some of the interstate and international soloists and ensembles that were heard live in 

concert and on the radio in Queensland. For instance, Jones (2007a, 2007b), has published 

two articles concerning the 1920s and 30s recording activities of guitarists Andrés 

Segovia, Emilio Pujol, and Matilde Cuervas. I have located several notices in the primary 

sources related to the local broadcasts of recordings made for the British Broadcasting 

Corporation (BBC) by these artists, but regrettably the repertoire they played was not 

provided in any of the listings. Jones’ inquiry entailed an investigation into radio 

programme records held at BBC’s Written Archives Centre in order to ascertain the 

specific repertoire that was recorded for the broadcasts by these three artists. Because of 

Jones’ insights, I have been able to discover the sorts of music that was broadcast on local 

radio by these international artists. 

 

The vogue of mountain singing was the topic of Nathan’s (1946) paper. His study 

contextualises the musical phenomenon in European and North American settings. More 

recently, Whiteoak (2007) has presented a conference paper on ‘Bavarian-style’ 

entertainment in Australia. Although focussed mostly on activities after World War Two, 

he discusses the popularity of the guitar, zither, accordion, and yodelling, explaining that 

the instruments and the vocal style were introduced to Australian audiences in the 19th 

century by performing groups, some of which included Queensland on their tour 

itineraries. Ellis (1986) self-published a biography of her grandmother Marie Kramer 

Ellis, titled Belated Applause! A Biography of Marie Kramer Ellis, who was one of the 

first musicians to have performed publicly on the guitar in a formal concert in 

Queensland. Ellis’ extensive and detailed biographical study provided a significant 

amount of supportive background evidence for my project that was not able to be gleaned 

from local news sources alone. Activities related to minstrelsy, variety, and vaudeville 

entertainments are explored in depth by Riis (1986), Waterhouse (1989, 1990, & 1999), 

Bellanta (2009), and Interval (2012). In 2011, Doggett and Gillard published a book on 

the phenomenon of travelling bellringers titled See How They Ring! Travelling 

Bellringers on the Australasian Popular Stage. All of these texts are pertinent because 

they elucidate some of the unusual performance situations in which guitar performances 

took place (which are recorded in the primary sources of this project). 
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With some assistance from my principal supervisor, I was able to glean some of the 

insights that were discussed (in Spanish) in a comprehensive study on the activities of a 

string band called the Estudiantina Española while on their tour of Australia in 1888 

(Sárraga, 2018). Although I had already chronicled the touring schedule of the ensemble, 

its repertoire, and its membership by the time I had read Sárraga’s paper of 2018, his 

study presented some other pertinent insights that were relevant to my research. Sárraga 

also utilised Trove to assemble material evidence for his paper—769 bibliographic 

sources, to be precise. Sparks (2013) and Barber (2016) both focus on the history of 

mandolin orchestras, and each of their studies is relevant to my own in different ways. 

Sparks makes claims as to why the mandolin orchestra movement became so popular with 

women in late-Victorian Britain, whereas Barber’s book is a history of the West 

Australian Mandolin Orchestra. Barber also provides a state-by-state summary of the 

earliest known mandolin orchestras in Australia, touching briefly on some of the groups 

that I explore in more depth in my dissertation. 

 

Balme (2005) and Cundell (2014) deal with the dissemination of the Hawaiian guitar and 

Hawaiian music, and have assembled detailed case studies of popular exponents of the 

Hawaiian music genre. Balme focussed on Tully’s play The Bird of Paradise, while 

Cundell investigated the steel guitar and how it progressed from its folk origins into 

popular music. Low (2016, 2018) also focussed on Hawaiian music, presenting case 

studies about two early international exponents of the genre (Ernest Kaai and Wehi Grieg) 

who performed extensively in Queensland. Whiteoak has given Spanish, Italian-

Australian, and ‘Argentino’ music, musicians, dance, and tango bands comprehensive 

treatment in some of his investigations. Whiteoak (2008, 2011, & 2012) presents 

fascinating insights into some of the musicians and musical genres whose presence was 

known in Queensland in the late 1930s and early 1940s. Besides the various musicians 

and the specific music genres they each championed, Whiteoak examines socio-cultural 

issues related to ethnicity and exoticism. Furthermore, Whiteoak identifies a range of 

pertinent media that was once used to facilitate the dissemination of ‘ethnic’ music in 

Australia, including printed sources such as books, novels, newspapers, magazines, and 

sheet music, as well as audio-visual archival documents featuring live and recorded 

sources including theatre and dramatic entertainment, radio, television, cinema, 

recordings, and piano rolls (2009, pp. 18–19). 
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In recent years, new scholarly publications have focussed on zithers and zither bands. 

Schuster’s book (2013) The Singing Farmers: The Lost Music of the German-Queensland 

Rural Settlements presents findings about the dissemination of German musical culture 

in Australia and reveals that some of the old zither bands of the Bundaberg region remain 

active to this day. Dousa’s article (2014) is a case study of zither player Julius Otto Kaiser. 

He was a distinguished guitar teacher active in the 1880s in the cities of Brisbane and 

Toowoomba, making this study relevant for my work. Hillbilly music and musicians are 

the subjects of discussion for Bernard (2007) and Bellanta and Martin (2012). Both of 

these studies provide abundant context for the hillbilly genre, which enjoyed immense 

popularity in the final decade of the period under investigation. Bradley (1995), Ryan 

(1999), and Webb and Webb-Gannon (2017) explore Aboriginal gum leaf-playing and 

gum leaf band traditions, as well as the adoption of the guitar into Aboriginal, Torres 

Strait Islander, and South Sea Islander cultures. Each of these studies provides a wealth 

of background information into these outlying, yet related, strands of inquiry.  

 

Studies about Guitar History, Nationally and Internationally. There are 

hundreds of published accounts—in addition to potentially thousands of unpublished 

master and doctoral theses—on various aspects of guitar history and instrument 

development from all around the world. My study, however, does not aim to reproduce a 

history about the development of the guitar. As explained in the introduction, my intention 

is to produce a foundational account about how the instrument was incorporated into 

musical activities in the Queensland region during the first 100 years and more of 

European settlement. To put local activities involving the guitar into context, and to 

determine whether there were similarities or differences to the sorts of activities in other 

locations, I reviewed additional studies that considered the impact of the guitar during the 

same period in Europe, the United States, as well as in other regions of Australia. What 

follows is an outline of the texts which I found to be the most pertinent to my study. 

 

Published over a century ago, Bone’s The Guitar and Mandolin (1914) contains detailed 

biographies of hundreds of celebrated guitarists and mandolinists, many of whom have 

today faded into obscurity. Bone’s book also contains selected sheet music supplements 

of works written for the guitar and the mandolin by composers such as Ludwig van 

Beethoven (1770–1827) and Wolfgang Amadeus Mozart (1756–1791). I referred to the 

book numerous times to gain insights into some of the composers and performers whose 
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names emerged during the course of my investigation. Wade’s (2001) more recent A 

Concise History of the Classic Guitar is a very well-organised and informative chronicle 

of guitar activities from the Renaissance to the close of the 20th century. Distinctively, 

Wade includes a brief segment on the famed classical guitarist, Andrés Segovia (1893–

1987), recounting the tour that the maestro did in 1961 through Australia, including his 

concert in Brisbane (p. 153). 

 

Angelina Ellis’ Queensland University of Technology master’s thesis “The Classical 

Guitar in Australia: Foundations” (2000) is a seminal work, which establishes the 

foundations of the history of the instrument in this country from the very earliest years of 

European settlement to the recent past. The thesis touches on the existence and 

dissemination of the guitar in most parts of Australian from 1830 to 1890, but from the 

end of the century until World War Two focusses on activities in Sydney and Melbourne. 

Ellis’ decision to focus predominantly on Sydney is to be expected; being such a large 

and wealthy city, it was a hub for guitar playing during colonial times, and “the centre of 

much activity” (p. 11). Although necessarily broad in its scope, the study provides rich 

insights into guitar activities between 1947 and 1970, where Ellis discusses the events 

that led to the guitar gaining acceptance into tertiary institutions nation-wide. Using Ellis’ 

thesis as a starting point, my study expands on unique Queensland-based guitar activities, 

by providing a degree of focus on such local activities that was probably not possible for 

Ellis within the scope of her master’s project. Ellis relied on primary newspaper and 

periodical sources to inform her study—and she did this by painstakingly searching 

through microfilm copies of historical newspapers—before the NLA had digitised much 

of its archival content.  

 

Notwithstanding my critique of Payne’s publication of 2012, I still find his book to be a 

useful resource. Payne and guest contributors that include Golla, Grigoryan, Clarke, and 

Moriarty, summarise the history of the guitar in Australia and also in New Zealand. Many 

influential composers—from both classical and jazz genres—and luthiers are discussed, 

and an alphabetical list of biographies of some of the country’s most respected classical 

guitarists is presented. In fact, I am honoured to have been included in this book. 

Whiteoak & Scott-Maxwell’s edited Currency Companion to Music and Dance in 

Australia (2003), which I discussed above, also provides some critical insights into 

specific aspects of the guitar in Australia. Several distinguished researchers, including the 
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foregoing Ellis, as well as Clarke and Encarnação, have each contributed chapters to this 

book on classical, rock, popular, and Hawaiian guitar-playing styles in Australia. 

 

Britton (2010), Murray (2013), Page (2013), Schrader (2013), and Stenstadvold (2013) 

have each recently explored the guitar in Europe, particularly in the United Kingdom. A 

compelling aspect of these studies is that each draws upon historical newspapers and 

novels for insights about the instrument and its critical reception in the past. These sources 

are primarily concerned with the instrument’s social history, and I have found many 

parallels between the findings that these authors have presented about European guitar 

activities and the guitar trends that I have observed in Queensland. Noonan (2008, 2009) 

has published two books about the guitar in North America. His first book, The Guitar in 

America: Victorian Era to Jazz Age (2008), concerns the role of the guitar within the 

context of the BMG club movement and traces the developments that led to the instrument 

becoming a solo instrument, initially in the parlour, and later in the concert hall. Noonan’s 

second book, The Guitar in American Banjo, Mandolin, and Guitar Periodicals, 1882–

1933 (2009), is essentially an index of all of the guitar-related music that was published 

in BMG periodicals during the peak of the BMG phenomenon. I frequently referred to 

this book to substantiate some of the composers and work title details that I encountered 

in my research. Both of Noonan’s books have helped to provide some perspectives on 

historical guitar activities, especially about the ways in which guitar activities developed 

and evolved once these were removed from European settings. 

 

In order to understand how the guitar evolved from the mid-19th century to the mid-20th 

century, I reviewed a number of journal articles about the development and construction 

of the instrument. These sources provide essential information, such as when and why 

guitar strings went from gut to steel, and being strung with nylon. Usher’s “The Spanish 

Guitar in the Nineteenth and Twentieth Centuries” (1956) is a comprehensive study into 

the design and construction evolutions of the guitar during the period. Gura’s (1994) 

paper is concerned with parlour guitars that were built by the luthier James Ashborn. I 

invested in a parlour guitar built by this United States–based luthier in order to gain first-

hand experience into the sound and feel of an instrument from the 1850s and to 

incorporate it into some of my live performances and recording activities. The guitar is 

featured in a number of the music videos presented in the creative portfolio (see Appendix 

F and Appendix G). Pyall (2014) discusses the development and usage of steel strings 



 

25 
 
 

 

towards the end of the 19th century. As part of his investigation, Pyall explored historical 

BMG journals, instrument catalogues, and merchandise brochures. This enabled him to 

chronicle various stages of the development of string materials, as well as the consumer’s 

preference for the various types of strings that were available. Archee’s paper (2014) 

explores historical and current lutherie traditions in Australia, although his inquiry is 

mainly focussed on developments after World War Two, which falls mostly outside of 

the parameters of my investigation. 

 

Studies about Gender, Class, and Culture. There is a large body of 

scholarship—including essays, articles, theses, and books—concerning the socio-cultural 

history related to domestic music-making in the 19th century. Although much of the 

output is about the piano, I believe that in some circumstances, the word ‘piano’ could be 

exchanged with the word ‘guitar’ and the general meaning would be retained. In fact, 

some of the sources I accessed directly mentioned the guitar and noted the intimate, 

shared relationship between the two instruments. Solie’s “Gender, Genre, and the Parlor 

Piano” (1994), for example, expertly contextualises music in the home. Solie’s clear 

insights into the domestic roles of women in the 19th century have helped me to gain a 

better understanding of the sorts of lives that women in colonial Queensland might have 

had. Considering that women appeared to have made up the largest contingent of guitar 

players in Queensland during the period under investigation, I needed to gain deeper 

insights into their typical activities. For instance, Solie explains that in order to achieve 

and maintain societal norms and expectations, it was essential for families at the time to 

own a piano, or failing that, a guitar (p. 54).  

 

I found two other articles to be particularly fascinating, not only for their scholarly 

insights but also because of the types of sources the authors examined as part of their 

investigations. Crisp’s (1995) work is a sociological study informed by historical diaries, 

letters, and novels, while Meyer-Frazier’s (2006) study is informed by sheet music 

publications and sentimental novels. Crisp explores topics including class, wealth, 

culture, education, and gentility in her study; she also cautions researchers to learn to 

better appreciate the fact that literary sources such as diaries and letters can be biased, and 

can contain exaggerations and over-estimations. Crisp also examines some epistolary 

sources (which are discussed below) such as Annabella Boswell’s Journal (1965), 

Georgiana’s Journal (1992), and Life Lines (1992), and explains that women found 
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themselves to be responsible for recording the trivial notes of domestic life through the 

act of letter and journal-writing. Importantly, Crisp adds that women were “the 

acknowledged bearers of musical culture: not the ‘high art’ of the professional composer 

and performer, but the musical culture of the domestic sort” (1995, p. 34). 

 

Some other relevant studies on society and culture reveal music as a source of livelihood 

for women in the 19th century. These sources are directly relevant to my project because 

I, too, investigated the activities of local guitar teachers—many of whom were women. 

Hill’s “Crossing a Divide? Maud Fitz-Stubbs as Amateur Then Professional Musician in 

Late Nineteenth-Century Sydney” (2000) uses primary sources such as paid advertising, 

sheet music publications, and contemporaneous concert reviews to amass research 

evidence about Fitz-Stubbs’ career progression from being an amateur musician to a 

professional performer, composer, and publisher. Hill’s paper explores reception history, 

music criticism, music in the home, and gender issues, in addition to the early music scene 

in Australia generally. Almost all of Hill’s findings are transferable to my study, as I have 

also evidenced female guitarists who became esteemed performers and composers. Miller 

(2008) focusses on the conflict between music as a pastime as opposed to a source of 

income, and suggests that it was generally only middle-class women facing economic 

hardship who “turned their musical skills into paid employment” (p. 432). Bell’s (2016) 

article is a case study of a music teacher from the 1890s. Bell examined personal diaries 

and paid newspaper advertising to gain insights into the music teacher’s life, business, 

and career.  

 

Literature Regarding the Handling of Primary Sources 

 

Historical Sheet Music and Instrument Repositories. Some studies address the 

importance of the use of historical sheet music, sheet music repositories, instrument 

collections, and in particular, the NLA’s Trove archive. Neidorf’s Master of Arts thesis 

(1999) focusses on music that was published in Sydney and Melbourne before 1899. 

Although her thesis is primarily concerned with accurately dating published music 

sources, Neidorf also provides invaluable insights into some of the composers and music 

genres that are relevant to my investigation. Holmes (2011) has also published research 

on her experience with the music collection at NLA. Besides discussing the extensive 

collection and the digitisation process generally, she highlights the benefits of Trove as a 
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resource for historical music and newspaper. Holmes also discusses the work of the 

aforementioned Graeme Skinner, and states that it was possible for him to write his 

definitive history of Australian colonial music, by “cross-checking all known holdings 

with citations and advertisements of Australian compositions in colonial newspapers and 

other sources” (p. 8). I have similarly utilised the NLA collections in order to both obtain 

copies of sheet music and to cross-reference publication dates of particular pieces of 

music with the performance dates reported in the concert reviews. 

 

Beyond historical newspaper and sheet music sources, it is also possible to gain some 

insights into the types of instruments that were accessible to past musicians by exploring 

physical instruments housed in archives and museums. In this respect, Howard’s 1996 

study “An Introduction to the National Survey of Musical Instruments in Australian 

Collections and the Directory of Australian Collections Holding Musical Instruments” is 

directly pertinent to my investigation. Howard’s study includes a directory, which lists all 

of the musical instruments currently held in the galleries and collections of the museums 

that took part in his national survey. It was impossible for me to personally visit all of the 

Queensland-based museums. However, Howard’s survey findings have enabled me to 

ascertain the types, quantities, and locations of various historical instruments that still 

exist in museums and collections in Queensland. The value of this type of resource is 

fundamental, as Howard emphasised: “I was interested in exploring alternative Australian 

musical histories, the reading of which might be supported by data from historical 

collections of musical instruments in Australian institutions” (1996, p. 231). 

 

Personal Journals and Epistles. Only a small number of published sources 

related to the guitar discuss guitar playing within the context of the home. Britton’s study 

on the guitar in England during the Romantic period is a critical text, yet even he 

acknowledges the difficulties of sourcing information about guitar activities that occurred 

in private (2010, p. 56). As I mentioned previously, Solie (1994), Crisp (1995), and others, 

however, have published research on the role of the piano in domestic life. Crisp’s work 

is focussed on the piano in colonial Australia. Crisp has suggested that women were 

responsible for writing letters and, therefore, for recording domestic news. She remarks 

that women’s letters reveal insights into the sorts of instruments, repertoire, and 

performance settings that were commonplace at the time. Parallels can be drawn between 
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parlour music generally, the parlour piano especially, and the parlour guitar. As such, 

these sorts of piano-related studies are pertinent and highly relevant to my inquiry. 

 

Beyond secondary studies about domestic music-making, insights can be found in 

posthumously published and digitised personal journals, diaries, and letters that were 

written by colonial and pre-Federation writers themselves. Annabella Boswell’s Journal 

(1965), for example, is a frequently cited text, which is even utilised among some of the 

secondary sources mentioned above (Ellis, 2000; Payne, 2012). Boswell’s journal traces 

aspects of her life in the 1830s and 40s. In her journal, she elaborates upon some of her 

musical experiences at home, discussing her guitar and piano lessons and the sorts of 

pieces she learned to play, among other matters. I Seek Adventure by Constance Jane Ellis 

(1981) is a similar collection of personal musings. The main difference with Boswell’s 

journal is that many of Ellis’ journal entries were written while travelling around rural 

Queensland, so most her descriptions of music-making relate to folk song, community 

singing, and dancing. 

 

Clarke and Spender (1992) have published a collection of stories in Life Lines: Australian 

Women’s Letter and Diaries 1788 to 1840. This text is particularly useful because it 

brings together diverse stories from writers from across Australia, spanning more than 

half a century of the country’s earliest colonial years. The editors have thoughtfully 

curated and categorised the contents, which enhances the significance of the otherwise 

disparate texts. The importance of music to the early settlers is palpable in this collection 

of personal musings. For example, in an extract from a letter written in 1833, Georgiana 

Molloy (1805–1843) expressed her joy in acquiring a piano, having not heard the sound 

of music for four years (p. 196). This sentiment encourages me to reflect on the amount 

of access Brisbane’s earliest settlers might have had to music in the 1840s, and what 

music might have meant to them at that time. Agnes Stokes’ A Girl at Government House 

(1982), and the more recently published Georgiana’s Journal (1992) are two other 

examples that illuminate some of the doings that happened in private. Some additional 

insights into domestic music-making can be gleaned in the published ladies ‘chit-chat’ 

and gossip columns in historical newspapers. These sorts of columns generally kept 

women informed with what was happening locally and abroad in both music and society. 
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Methodology 

 

This project has required me to apply a range of methodologies in order to gather evidence 

and to generate and formalise my academic and creative outputs. As explained earlier, I 

investigated old Queensland newspapers in order to assemble a historical narrative. These 

findings were then used to inform, influence, and inspire my artistic practices by 

expanding my performance repertory, and by enabling my production of creative 

artefacts. The result of this complex course of undertakings—including the subsequent 

creative, practical, and research outcomes—is the generation of new knowledge and 

meaning, and the facilitation of new ways of understanding and interpreting history. The 

nature of both the prose and performance elements of my project necessitated the 

application of a mixed-method approach, which incorporated historical research, action 

research, and exegetical writing. Other academics have advocated the mixed-method 

approach, whereby acknowledging that there are countless widely accepted 

methodologies in arts domains (Gray & Malins, 1993). Consequently, the use of mixed 

methods allowed me to implement aspects of a number of different methodologies as 

were relevant and applicable to my project. This approach aligns with Creswell’s (2014) 

argument that the use of a combination of methodologies can provide “a more complete 

understanding of a research problem” compared to a single method alone (p. 32). 

Similarly, Willis (2014) has admitted that single research methods often involve 

“necessary trade-offs”, and that “the inherent weaknesses of any one method, however, 

can potentially be offset by situating them within a broader, pluralistic mixed-method 

research strategy” (para. 19). 

 

The historical method is essentially a form of qualitative research whereby sources are 

gathered, evaluated, and synthesised into a narrative. This type of examination into past 

events can enable a researcher to assemble an account of a historical period, person, or 

phenomenon. It is the selection and the subsequent interpretation of the sources that are 

the necessary steps in the process of writing about history. For instance, in “A Brief Guide 

to Writing the History Paper”, Wewers (2007) has said that “sources do not answer 

historical questions on their own; they yield evidence only after a process of interrogation 

and analysis” (p. 3). Historical narratives, however, need not merely be a list of facts and 

figures, but can instead be “a flowing and dynamic explanation or description of past 

events” (Tan, 2015, para. 5). The historical research method has been used to support the 
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written element of my project, especially Chapters 2 to 6, where primary source materials 

dating from the 1840s to the 1940s were used as research evidence.  

 

Renier’s “History, Its Purpose and Method” (1961) is a recognised and celebrated work 

in the field of historical research. Dray (1999) has summarised Renier’s research 

framework into four stages: 1) heuristics, 2) criticism, 3) synthesis, and, 4) exposition. 

My heuristics involved the collection of suitable data, such as newspaper articles, concert 

announcements, programmes, and reviews. The key was then for me to determine which 

sources suitably answered my research questions, and which best informed my creative 

practices. In other words, once I had ascertained the authenticity, reliability, and validity 

of a source, I needed to consider its worth to my project. This necessary and critical 

approach was vital for controlling the scope and cohesion of the project, in addition to 

maintaining the artistic integrity of the creative portfolio, where the performance material 

could potentially have been limitless. Finally, the synthesis and exposition stages 

involved assembling the data into a statement of the findings—the body of the dissertation 

(Chapters 2 to 6). To formulate a logical narrative, the dissertation is organised both 

thematically and chronologically. This organisational approach is popular among other 

musicians and researchers in the field of historical research (Southcott & Sell, 2014). 

 

The historical method, however, comes with a set of inherent problems and limitations—

a primary issue being the fact that a single history report can never truly be 

comprehensive. For instance, Southcott and Sell (2014) have stated that there can “never 

be a definitive historical work on any subject as it is impossible to know the totality of 

even the recent past” (p. 10). Personal bias in the interpretation of sources as well as bias 

in the sources themselves are known problems associated with the historical method. 

Other issues concern the primary sources themselves; they are not necessarily or 

automatically reliable. Speaking to the reliability of such sources, Tosh (2010, as cited in 

Southcott & Sell, 2014, p. 13) has said that sources could potentially be “inaccurate, 

muddled, based on hearsay or intended to mislead”. For example, accidental or deliberate 

errors in a historical source—such as an incorrectly spelled word or fallacy—can mislead 

a historian. Semantic change (i.e. the change or reversal in the meaning of words over 

time) should also be taken into account when using the historical method (Wiersma, 1995, 

as cited in Southcott & Sell, 2014). Although old news sources are essential to my 

research, they need to be acknowledged as potential minefields of hearsay, opinion, and 
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fallacy, particularly the puff pieces and the advertisements. In Crisp’s (1995)  article about 

the piano as observed in novels, letters, and diaries from colonial times, she recommended 

that while a literary approach to music history can yield significant insights, it is essential 

“that the parameters of the study be clearly identified and its limitations recognised” (p. 

34).  

 

Action research methods apply to all of the performative processes and creative outcomes 

that are discussed and presented in my creative portfolio (Chapter 7). Cain (2008) has 

explained that action research is something that is usually carried out by arts practitioners 

in order to help them to improve their practice. He adds that the process is encapsulated 

in various models, “which are usually variations of a plan–act–evaluate–reflect cycle” (p. 

284). Emmerson (2017) has said “the processes of preparing for musical performance are 

directly comparable to those of action research… where the intention is improvement 

through cycles of reflection, intervention and evaluation” (p. 33). This cyclical model 

sums up the approach I took to every arrangement and composition that I prepared and 

performed for inclusion in my creative portfolio. Moreover, Bresler (1995) has noted that 

action research usually sees a “practice-oriented emphasis as a primary motivation for the 

research”, insisting that intervention by the practitioner is, in fact, “an explicit goal” of 

the method (p. 11). As discussed above, the main driving force behind my decision to 

undertake this course of research was the expansion and enhancement of my artistic 

practices—especially my compositional practice—through the development of various 

creative artefacts. In practice, the action method was employed each time I planned, 

prepared, revised, rehearsed, evaluated, and executed each arrangement, composition, and 

performance item.  

 

In the context of a performing arts–based professional doctorate, an exegesis usually 

consists of a piece of reflexive writing, which is completed by a practitioner about their 

practice. It might also incorporate critical reporting on the creative outcomes that were 

generated and presented through their practice. Although I present the outcome of my 

doctoral project in two parts, I hope that both parts project my study in a consolidated 

fashion. To offer some further explanation, Milech and Schilo (2004) have examined 

three possibilities regarding the binary nature of an exegesis and a creative component-

style dissertation. Rather than purposefully writing an exegesis that explains the creative 

processes and resultant outcomes, Milech and Schilo have suggested that a research-
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question model style of exegesis can enable a practitioner to present “both the written and 

the creative component of the thesis… as independent answers to the same research 

question” (2004, para. 22). In this way, the creative outcomes do not merely serve to 

illuminate the research findings presented in the dissertation, and the exegesis does not 

simply provide commentary on the portfolio. Thus, Milech and Schilo advocated, that in 

this way, “the two components of the creative or production-based thesis are substantively 

integrated,” and form a whole (2004, para. 22). 

 

Dissertation Overview 

 

As explained previously, this research project is presented in two parts: the first part is a 

written research monograph, and the second part is a creative portfolio. Spanning these 

two parts are seven over-arching chapters that are set out as follows: 

 

Part 1: Dissertation 

Chapter 1 has contextualised my research topic and the gaps in current scholarship, which 

it seeks to address. 

Chapters 2 to 6 reveal the findings of my inquiry. 

Part 2: Creative Portfolio 

Chapter 7 demonstrates my creative engagement as a consequence of my research 

findings. 

 

Chapter 1 has presented the key aspects and motivations behind the project. The 

hypothesis, the main research question, and the related sub-questions have been stated 

above, as have my considerations concerning the rationale, scope, limitations, and 

significance of the project. The research methodologies that underpin the various aspects 

of the study have also been discussed. I have contextualised my research by undertaking 

a thorough examination of the related literature. The literature review has explored all of 

the existing scholarly work that has not only informed, influenced, and inspired my 

research, but which has also exposed some significant knowledge gaps. I have explained 

that there exists scant current literature pertaining directly to this topic at present and how 

this project aims to contribute new knowledge and understanding of my subject through 

a combination of historical research, action research, and practice-based artistic research 

strategies. 
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Chapters 2 to 6 presents an overview of the research findings. Using mainly historical 

news sources as material evidence, I piece together a foundational narrative about the 

history of the guitar in Queensland. The many individual cases, phenomena, trends, and 

developments that I have observed are generally presented chronologically and 

thematically. For example, I discuss guitar soloists from the early 1840s to the late 1940s, 

and I then proceed in the same way for duos and trios, and so on. In each case, the scope 

of the various activities is illustrated in minor case studies, with numerous examples that 

serve to elucidate and enhance the narrative. I group instruments, repertoire, and 

performance contexts and venues into themes, genres, and trends. As there are far too 

many individual performers, ensembles, instruments, pieces of music, and venues to 

discuss in the main text of the dissertation, I have instead catalogued them all in a series 

of detailed appendices (Appendix A through to Appendix E). 

 

Appendix A contains an extensive list of the prominent individuals and groups, who were 

known to have played the guitar locally and who utilised the guitar in their musical 

practices. The appendix is categorised into ensemble types and includes examples of 

every instrumental and vocal ensemble known to have operated or to have been heard in 

Queensland before 1950. Appendix B presents a list of all known guitar teachers and 

instructors, and provides information on all of the specialist music academies, colleges, 

conservatories, and schools known to have once offered guitar tuition in the state. In 

contrast, Appendix C offers concise descriptions of every type of guitar, mandolin, banjo, 

ukulele, guitar-like, and hybrid instrument that was referred to in the primary sources 

during the period under investigation. A catalogue of all the repertoire known to have 

been played on the guitar throughout the state during the period is provided in Appendix 

D. Wherever possible, work titles and composer information, in addition to the 

instrumentation for each item, is given. Lastly, Appendix E lists every town, city, and 

venue in which guitar performances are known to have taken place. Maps and information 

pertaining to Queensland’s regions and its local government areas are also included.  

 

Chapter 7 showcases all of the creative outcomes that resulted from this research project. 

To start, however, I offer an exegesis, which explains the ways in which I was informed, 

influenced, and inspired by the research findings. I describe my artistic processes and 

examine my approaches to arranging, composing, rehearsing, and performing. Finally, I 

reflect on what I perceive to be the nature and value of my creative outcomes before 
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presenting the main creative outcome of the whole study: the eBook. The eBook 

(Appendix F) accommodates digitised renderings of all of the creative artefacts, which 

includes a suite of music videos, programme notes, a range of repertoire resources, a 

collection of historical news sources, and some photographs. Separate to the eBook are 

several appendices (Appendix G, Appendix H, Appendix I, and Appendix J), which house 

each of the foregoing creative artefacts individually. 
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establish its own representative government. Both the natural and social landscapes of the 

area began to change beyond recognition after the establishment of the penal colony at 

Redcliffe peninsula in 1824 (Davies, 1935); the mission at Zion’s Hill, near present-day 

Nundah in 1838, which was run by Moravian missionaries; and the first boatload of free 

settlers who arrived on board the Artemisia in December 1848. The cultural climate 

continued to evolve with each new arrival. Colonists hailed from the ‘old country’ 

(England), Wales, Ireland, and Scotland, whereas immigrants from Germany, Italy, 

Scandinavia, China, Japan, and other countries also came to settle in Queensland. Each 

disparate cultural group brought something musically, artistically, socially, and culturally 

distinctive to share (Harrison, 1988). Owing in no small part to the artistic contributions 

of each of these diverse groups of settlers, a unique musical melting pot was created in 

this part of the world. As a result, music in general, and guitar playing in particular, 

developed over the ensuing years.  

 

Although this investigation into historical guitar activities officially commences in 1842, 

with the opening of the colony to free settlers, the primary sources examined for this 

research rarely mention the guitar before the late 1850s. This is unsurprising, considering 

that the first immigrant ships did not start arriving with any frequency until the late 1840s. 

With a European population of fewer than 200 in 1842, Brisbane was “not more than a 

frontier village… struggling to meet even the elementary demands of urban life” 

(Erickson, 1987, p. 3). Even by 1860, Brisbane was still “little more than a village” 

(Lawson, 1970, p. iv). For the most part, early settlers would have been preoccupied with 

establishing homes and businesses. A glimpse into the trades and professions practised 

by Brisbane’s earliest residents reveals that they predominantly consisted of traders, 

innkeepers, artisans, and domestic servants (Fisher, 2000). It is possible that these people 

were just not musically inclined. Epistolary evidence written by settlers in other parts of 

the country, however, reveals that many of them lamented the lack of music in their lives. 

Written in 1833 in Augusta, Western Australia, one settler wrote “you may well conceive 

of my gladness at this acquisition [of a piano] as I have not heard the sound of music for 

four years” (Dale & Spender, 1992, p. 196). Therefore, the seeming lack of musical 

activity is more likely due to the fact that few Brisbane residents had brought musical 

instruments with them and that there was scant opportunity to obtain them locally. If the 

early settlers did have time for music, they did not make it in public. Moreover, they were 
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not able to make music on a grand scale because there was inadequate infrastructure to 

support it and no large suitable venues in which to host it.   

 

Even though the guitar was not being used for performances in the earliest years of 

Brisbane’s settlement, it appears to have featured in the public consciousness in some 

small way. This is evidenced by the mention of the guitar in a satirical newspaper article 

published in The Moreton Bay Courier (Brisbane) in 1846, the first year of the 

newspaper’s publication (Figure 2). Following this first reference, the next allusions to 

this instrument appeared in the form of advertisements listing guitars for sale in music 

shops and by auction. For example, an Ipswich-based auctioneer advertised a “very 

superior guitar” for sale in 1854 (“Classified Advertising,” 1854, p. 3). Another guitar 

was advertised for sale by auction as part of a suite of parlour furniture in 1856 

(“Advertising,” 1856, September 30). The first retailer to advertise a guitar for sale was 

A. Beattie, a bookseller and stationer; the advertisement describes a guitar “with Patent 

Head, in Case” (“Advertising,” 1856, January 1, p. 1). Guitars, then, were evidently 

circulating and being made available in the colony from as early as the mid-1850s, as 

there clearly was a ready market for them. The first public guitar performances were 

announced in newspapers in 1858, after which time came a period of steady and 

continuous growth both in public guitar performances and interest in the guitar itself. 

Appendix A provides an extensive list of the prominent guitarists and guitar-based 

ensembles in existence during the period under investigation. 
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Paganini (1782–1840), thus inspiring the celebrated violinist to write a number of 

compositions for the guitar. Given that these European performer-composers and their 

works were known to Queensland residents, it is noteworthy that there is no evidence of 

local musicians pursuing similar paths as soloists, nor any evidence of their compositions 

being performed in Queensland. Furthermore, Queensland did not host any international 

solo guitarists nor develop any domestic soloists on par with its European counterparts 

until after World War Two. 

 

The guitar would undoubtedly have been played solo in private settings, but when it was 

played in public, it was more commonly used in small and large ensembles, and usually 

in combination with ‘kindred’1 instruments, such as mandolins, banjos, and ukuleles. Solo 

playing was certainly occurring in homes—not least for individual study. Besides some 

clues, which are to be found for the most part in the discussions published in ladies’ 

society and ‘chit chat’ columns, however, it is difficult to gain clear insights into guitar 

playing in the private realm. Other than being played in combination with other plucked 

string instruments, the guitar was often used to accompany voices or choirs and 

occasionally combined with orchestral instruments. There are also instances in which the 

guitar was paired or grouped with less conventional instruments, such as with percussion 

or ‘novelty’ instruments. While there are some examples of true chamber music being 

played locally, the guitar usually had a purely accompanying role.  

 

Although Queensland was not home to any notable soloists, a handful of local amateurs 

and some visiting professionals attracted favourable criticism in the news. The first 

example of a guitar being played solo in public occurred in the town of One Mile, near 

Ipswich, in 1868, when an opera singer named Signor Otto Trebelli gave “selections upon 

the guitar from the various operas” (“Advertising,” 1868, p. 2). According to the review, 

Trebelli also sang several arias in four different languages, including French, Spanish, 

and Hungarian. Two years later, a “German amateur” was credited with performing two 

                                                            
1 Although the word ‘kindred’—which comes from the word ‘kin’ and means ‘related by birth’—relates to 
people, the word is used here as a nod to the historical and colloquial usage of the term. A number of 
important banjo-mandolin-guitar periodicals used ‘kindred’ in an attempt to group the three instruments 
under a single banner. Other similar terms used were ‘trio’ and ‘plectral’ instruments (Noonan, 2008, p. 
21). The expression was used in the title of a regular column that appeared in The Crescendo magazine in 
around 1910 (Durkee, 1910). Moreover, the subtitle “a monthly magazine devoted to the interests of the 
banjo, mandolin, guitar and kindred instruments” was used by B.M.G. in the 1930s (Grimshaw, 1932). 
B.M.G. is still in print today; its current subtitle is “The oldest fretted instrument magazine in the world” 
(Cotton, 2019). 
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guitar solos at a benefit concert held in Maryborough’s Theatre Royal (“Advertising,” 

1870). The concert announcement listed these programmed items as “War Ballad” and 

“When he Swallows,”2 but did not give information pertaining to the works’ composers. 

A notable Sydney-based musician named Percy Fitz Stubbs (1855–1887) performed a 

guitar solo titled The Spanish Retreat at Brisbane’s Old School of Arts in 1879 

(“Advertising,” 1879). In 1894, the young Miss Evelyn Griffith (daughter of the 

Honourable Sir Samuel Griffith, Chief Justice of Queensland and former Premier of 

Queensland, later Chief Justice of Australia) was reported as playing a “Spanish Air” on 

the guitar “very acceptably” in a Daughters of the Court concert, also in Brisbane 

(“Daughters of the Court,” 1894, p. 2). 

 

The musical environment within Queensland began to change from around the early 

1920s until the outbreak of World War Two, with a considerable number of local solo 

artists beginning to emerge. There was a growing body of solo artists playing music from 

genres ranging from Hawaiian and jazz to hillbilly, and many resident musicians 

fashioned themselves after the iconic radio and film stars of the day, such as Len Fillis 

and Tex Morton. Few of these musicians, however, performed classical music; during the 

period under investigation, there is no record of any local musicians playing core works 

from the solo classical guitar canon. One notable exception to this was the emergence and 

sustained presence of Andrés Segovia, albeit through published news editorials, records 

and record reviews, and local radio broadcasts of his performances. Brisbane audiences 

first learned of Segovia in 1927 through an arts column titled “Music and the Drama,” 

which was published regularly in The Telegraph. One article dated February 5, 1927 

revealed: 

 

An artist performer on the guitar has been making his appearance in the 
London musical world. Andres Segovia is his name. Critics have been 
astonished at the expression and variety he is able to put into the music of the 
instrument. They have expressed the opinion also that in the hands of M. 
Segovia the guitar seems to have no limitations. (Hesper, 1927, p. 12) 

 

                                                            
2 Composition titles are italicised herein except for cases in which they appear to be vague, inaccurate or 
incomplete. In such latter cases, work titles will be given verbatim between inverted commas. “When he 
Swallows,” for example, appears to be inaccurate and incomplete. The piece is probably When the Swallows 
Homeward Fly (also published as Agathe) composed by Franz Abt (1819–1885). 
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Two resident performers captured the attention of the local press during the 1930s for the 

quality of their solo guitar playing: Miss Bessie Watkinson and Mrs. I. M. Skinner. 

Watkinson was active as a performer in Toowoomba and in Brisbane. At a concert 

presented in Pittsworth in 1931, she played solos on eight instruments, including Spanish 

guitar, Hawaiian guitar, mandolin, and banjo, in addition to novelty items on a jam tin 

and a musical saw. Described by the reviewer as “the star artist of the evening,” 

Watkinson’s Spanish guitar solo items were arrangements of Juanita (Mrs. Norton) and 

Sweet Genevieve (Henry Tucker), both of which were popular songs at the time (“Knife 

and Fork Tea and Concert,” 1931, p. 3). In 1935, Skinner presented a selection of guitar 

solos in ‘gipsy’ costume at a concert held in Bowen’s Grand Theatre. While the review 

of the performance did not indicate her choice of repertoire, the reviewer stated that she 

gave “an expert execution of a guitar solo, revealing a knowledge above the average” for 

the instrument (“W. H. Darwen Memorial Fund,” 1935, p. 1).  

 

Duos  

 

The dearth of references related to solo guitar playing is not necessarily indicative of a 

lack of interest in the guitar. Instead, it appears that in Queensland, the guitar was more 

of an ensemble instrument. The guitar was most often played in partnership with another 

type of guitar or with a kindred instrument, such as a mandolin, a banjo, or a ukulele. 

Guitar and mandolin duos were seemingly a prevalent combination, with evidence of 

guitar duos appearing in the sources approximately just as often. Duo combinations of a 

guitar with another instrument, such as guitar and flute, guitar and violin, guitar and zither, 

guitar and piano, as well as guitar and accordion, were less typical, but not uncommon. 

Some of the more unusual duo combinations as evidenced in the historical press included 

guitar and xylophone, guitar and tubular bells, guitar and flexatone, guitar and saw fiddle, 

and guitar and bones.3 

 

While duos comprising two guitars were common, no reports of guitar duo performances 

appear in any of the news sources until 1925. After this time, however, all sorts of guitar 

duo combinations were presented publicly both in concerts and on the radio, including 

two Spanish guitars, two Hawaiian/steel guitars, two electric guitars, or any mixed 

                                                            
3 Bones are percussion instruments made from bone or wood, which were used extensively by Black 
Americans (and blackface imitators) in early minstrel shows (Winans, 2001, para. 1). 
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combination of guitar types. Although there are many examples of resident duos playing 

in concert in the mid-1920s, interstate duos such as the Ahad Duo (steel guitar duo), the 

Marlahini Duo (steel guitar duo), and the Kao Maole Duo (Spanish and steel guitar duo) 

were heard broadcast on local radio from Melbourne and Sydney. The guitar duo 

repertoire predominantly consisted of popular Hawaiian and hillbilly music, which was 

fashionable at the time.  

 

In 1934, a local broadcast of a BBC recording featured a pair of guitarists referred to as 

“Pujol and Cuervas” (“To-morrow’s Programmes,” 1934). The pair were evidently the 

internationally renowned husband and wife duo of Emilio Pujol (1886–1980) and Matilde 

Cuervas (1888–1956). Although their repertoire was not specified in the local programme 

listing for the broadcast, according to a recently published survey of their recordings—

which were made in March 1934 for 2LO radio—it is now known that they performed 

Tango espagnol and Cordoba (Chants d’Espagne) by Isaac Albéniz (1860–1909), a 

Spanish Dance by Enrique Granados (1867–1916), the Miller’s Dance from the Three 

Cornered Hat by Manuel de Falla (1876–1946) and Terezinha de Jesus, Ciranda No.1 by 

Heitor Villa-Lobos (1887–1959) among many other pieces (Jones, 2007b, pp. 22–24). As 

an example of a live guitar duo performance, Mr. and Mrs. Baublis supplied live music 

for a dance on a pair of steel guitars in the town of Giru, located near Townsville, in 1935. 

According to the report in the Townsville Daily Bulletin, their steel guitars were “a new 

innovation” for the district—one that “proved highly popular with the dancers” (“Giru 

Notes,” 1935, p. 9). 

 

Although guitar and mandolin duos became one of the more common combinations, the 

two fretted instruments were not paired together in performances regularly until the 

1890s. From that time onwards, the combination became exceedingly popular locally, 

especially with the influx of Italian immigrants in the 20th century. Guitar and mandolin 

duos were frequently heard performing all around the state, from Brisbane to Cairns, 

including on the radio and even on watercraft. For instance, in 1893, Mr. Martin and Mr. 

Winterflood performed a selection of guitar and mandolin duets at a Phonograph Parlour 

concert in Brisbane. At the event, the audience gathered to sit around a phonograph to 

hear the latest records from “America and the southern colonies,” in addition to some live 

performances interspersed with the recorded ones (“Phonograph Parlour,” 1893, p. 5). 
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In 1912, the Bundaberg Sailing Club hosted its first Aquatic Carnival on Harriet Island. 

Musicians, Mr. McRobbie and Mr. Gill performed mandolin and guitar duets as part of 

the festivities. A report published in The Bundaberg Mail and Burnett Advisor exclaimed 

that the pair “discoursed sweet music throughout the night while on the water,” filling the 

air “with sweet strains” (“Aquatic Carnival,” 1912, p. 3). Referred to in a news report just 

as “two young Italian friends,” guitar and mandolin duets were evidently “beautifully 

rendered” by the two friends at a concert in Tully, in the Cassowary Coast Region of Far 

North Queensland, in 1927 (“Tully Notes,” 1927, p. 7). A few years later, two more Italian 

musicians, Mr. Cali and Mr. Pappalardo, presented duets in Innisfail (also located in the 

Cassowary Coast Region) in 1934 (“Local and General,” 1934). The pair performed an 

arrangement of Sebastián Yradier’s (1809–1865) popular composition La Paloma, 

alongside other hits of the day. 

 

Fretted instruments were commonly paired together in the period after Federation (1901). 

Before Federation, however, the guitar was more often played in association with bowed 

string, woodwind, brass, percussion, and keyboard instruments. For example, in 1862, 

two German musicians played a piece for guitar and violin by Rode (likely, Pierre Rode, 

1774–1830) at a Grand Concert in Toowoomba (“Advertising,” 1862, February 27). In 

1866, Mr. Liebel and Mr. Pasters rendered selections from operas, alongside other items, 

in duet arrangements for concertina and guitar (“Advertising,” 1866, December 22). 

Other duo combinations such as ocarina and guitar (1880), zither and guitar (1892), and 

flute and guitar (1898) were also heard locally. Guitar and accordion duos became 

increasingly common; the Mexicano Duo, for example, was active in Brisbane throughout 

1937. A review published in The Telegraph revealed that the Mexicano Duo “offered 

operatic and popular numbers” on guitar and accordion, and that they “proved their 

popularity” as instrumentalists with their audiences (“Three Arthrillos Say Farewell,” 

1937, p. 18). At a concert in North Ipswich in 1943, two musicians rendered duets for 

various combinations of percussion and guitar, including pieces for xylophone and guitar; 

hand-bells and guitar; and tubular bells and guitar; as well as some steel guitar duets. 

Indeed, the reviewer claimed that the concert “was a unique one for North Ipswich” 

(“North Ipswich Concert,” 1943, p. 2). 
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Trios 

 

Trios comprising three different sized or types of guitars were not uncommon, nor were 

various combinations of three mixed fretted instruments. Some instrumental trios 

incorporated both plucked and bowed strings, such as guitar, violin, and mandolin; guitar, 

violin, and mandola; and guitar, mandolin, and cello. Other trios combined plucked and 

bowed strings with keyboard, wind or percussion instruments. In 1903, for example, three 

captains of the Italian ship Genista presented mandolin and guitar items after a dinner 

presented for members of Brisbane’s Italian community. According to the report, the 

officers of the ship “appeared in picturesque Masaniello costume” playing mandolins and 

guitars after the meal (“Smart Dinner Party,” 1903, p. 16). The Hertz Trio delivered 

“popular melodies, and a good imitation of a stringed trio” in their performances on guitar, 

mandolin, and cello at the Theatre Royal in Brisbane in 1907 (“Theatre Royal,” 1907, p. 

3). Prominent musician and teacher Frank Curro4 was active as a mandolinist in Cairns 

around 1920. He appeared in performances with two string trios; one of the trios 

comprised mandolin, violin, and guitar, while the other utilised various trio combinations 

of mandolin, mandola, violin, ocarina, and guitar.  

 

Of the latter performance, which took place on December 31, 1918, the reviewer for the 

Cairns Post reported: 

 

Music and song were provided by three Italian artists, Messrs. A. Paganini 
(violin), F. Curro (mandola and mandolin), and G. Novarese (guitar and 
ocarina). A large crowd gathered… and freely applauded the programme, 
which comprised numbers from Il Trovatore, Rigoletto, Traviata and other 
operas. (“New Year’s Eve,” 1919, p. 4) 

 

A particularly notable ensemble called the Bridges Musical Trio consisted of three 

musical siblings (two sisters and a brother) from Wanganui, New Zealand. Between the 

three musicians, they played solos, duos, and trios on various combinations of guitars and 

harps, with violin, cello, piano, marimba, and xylophone. The trio was brought to 

Queensland in 1938 to tour and record for the Australian Broadcasting Commission 

(ABC). As part of their tour itinerary, they gave concerts in Brisbane, Ipswich, Southport, 

                                                            
4 Frank Curro was the father of the late John Curro AM MBE, an Australian violinist, violist, conductor, 
music director. 
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Quartets and Larger Groups 

 

Guitar quartets were heard locally from around 1930, but rather than combining four 

similar instruments as is usual today, the early quartets tended to mix different types of 

guitars. For instance, Spanish guitars and tenor guitars were often combined; quartets 

comprising Hawaiian guitars, Spanish guitars, and tenor guitars also performed together 

live in concerts and on local radio. Ensembles, similar to what we would describe today 

as mandolin quartets, were not uncommon. There are references to an ensemble that 

combined two mandolins, tenor mandola, and tenor guitar, and another group that 

combined two mandolins, tenor mandola, and guitar. Some other quartets had more 

unusual combinations of instruments, such as two guitars, banjo, and accordion; guitar, 

mandolin, ukulele, and piano; guitar, ukulele, violin, and drums; guitar, mandolin, 

xylophone, and harp; and guitar, two mandolins, and voice. 

 

In 1932, four girls from the Yamsion Handicraft Club performed guitar quartets as part 

of a music and art night. A report of the event published in The Dalby Herald noted that 

all of the items were “met with hearty applause” and that encores “were numerous” 

(“Yamsion,” 1932). In Kalbar in 1936, a concert was organised to raise funds for 

Christmas hampers for the Aboriginal missions located at Barambah, Woorabinda, and 

Tweed Heads. Among the musical items rendered at the event were various guitar solos 

and quartets, and also a guitar quintet (“Kalbar,” 1936). Another guitar quintet was 

reported as playing Hawaiian music in a concert in Mossman, near Cairns, in 1938 

(“Mossman and District Notes,” 1938). 

 

There are probably more examples of quartets and quintets with mixed instrumentations 

than there are of smaller ensembles with guitars alone. For instance, a group called The 

Musical Gardiners appeared on local radio in 1927, playing works featuring various 

quartet combinations of steel guitar, banjo, mandolin, French horn, and xylophone 

(“Broadcasting,” 1927, February 2). Prominent guitarist Vince Axelby was frequently 

broadcast on the radio playing in various solo, duo, trio, and quartet configurations. A 

jazz trio in which he played, comprising piano, banjo, and guitar, played Someday, 

Somewhere (Erno Rapee and Lew Pollack) and Beautiful (Dizzy Gillespie) on the radio 

in 1929 (“To-morrow,” 1929). In the same broadcasting session, Axelby appeared in a 

quintet of piano, violin, cello, banjo, and guitar, performing You’re a Real Sweetheart 
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(Cliff Friend). The Post Quartette, which comprised two Spanish guitars, a banjo and a 

piano-accordion, performed at a ‘hot-cha-cha’ dance and euchre party at the Oddfellows 

Hall in Port Douglas, Far North Queensland, in 1936. According to a published report, 

the quartet’s performance was the “feature” of the event (“Hot-cha-cha” at Port Douglas,” 

1936). 

 

Ensembles, Bands, and Orchestras 

 

The following section explores the guitar in ensemble, band, and orchestral settings. 

Historically, there existed several conventional ensemble configurations that incorporated 

guitars to some extent. While a few were formed primarily around guitars—such as 

‘guitar parties’ and ‘guitar ensembles’—others included guitars seemingly as a means to 

simply accompany other instruments. Such groups that appear most frequently in the 

primary sources of the period under investigation include mountain singing troupes, 

minstrel troupes (and variety parties), mandolin orchestras, and banjo-mandolin-guitar 

clubs. Guitars were also incorporated into orchestras, Hawaiian bands, dance bands, jazz 

bands, and even zither bands and mouth organ bands. The guitar was often used as an 

accompanying instrument for vocal and choral repertoire. The combination of guitar and 

voice was particularly prevalent in hillbilly music, a genre centred on solo artists who 

accompanied themselves with a guitar. Guitars also played a supportive role in the gum 

leaf band tradition, which was primarily fostered by Aboriginal musicians on missions, 

settlements, and reserves. 

 

Mountain Singers 

 

Mountain Singers—musical groups that were also regularly referred to in the press as 

Alpine or Tyrolese/Tyrolean Minstrels—were popular in the 19th century. The history of 

the phenomenon can be traced back to the 1820s when five siblings of the Rainer family, 

who hailed from the Austrian Tyrol, formed a group in 1824 and subsequently toured 

throughout Europe and the United States (Cockrell, 2014). Mountain singing troupes 

typically consisted of several vocalists, singing in close harmony, and usually showcasing 

the unique vocal technique known as jodeling, often to the accompaniment of guitars, 

zithers, and mandolins. Indeed, it was one such troupe of Tyrolese Minstrels that gave 

Queensland audiences their first opportunities to hear the guitar played in concert. 
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The Celebrated Alpine and Tyrolese Minstrels  

 

The Celebrated Alpine and Tyrolese Minstrels consisted of a mother and daughter duo 

(Madame Hedewig Haimberger and Mademoiselle Marie Kramer) with a violinist named 

Mr. Julius Haimberger—the husband of Mme Haimberger and step-father to Mlle 

Kramer. When the minstrels toured Queensland during 1858 and 1859, they were keen to 

capitalise on their past successes; their extant advertisements regularly promoted the fact 

that Mr. Haimberger had been a member of conservatories in Leipzig and Vienna, and 

that he had previously “had the honour of appearing before Her Majesty the Queen” 

(“Advertising,” 1858, December 9, p. 3). Reviews in the press indicate that they lived up 

to the publicity. Indeed, they appear to have made favourable impressions with critics and 

audiences wherever they performed. A review in The Darling Downs Gazette and 

General Advertiser (Toowoomba) described Mr. Haimberger as “a violinist of some 

celebrity,” and added that the guitar was made “to discourse most excellent music” in the 

hands of Mme Haimberger and Mlle Kramer (“Local and Domestic,” 1858, p. 3). 

 

Although the reviews indicate that audiences appreciated the Celebrated Alpine and 

Tyrolese Minstrels’ unique performances, part of their appeal might simply have been the 

fact that they were among the first professional companies to tour in the early years of 

settlement. The minstrels visited many regional towns, including places in which 

audiences were desirous of music and culture. Indeed, they presented concerts in small, 

remote communities such as those in Jondaryan, Drayton, Dalby, and Warwick, in 

addition to the more established localities of Ipswich and Brisbane. For instance, a review 

published in The Moreton Bay Courier claimed that beyond gratifying the local music-

loving public with entertainment, their performance improved “the taste for melody” in 

the district (“Local Intelligence,” 1859, p. 2). Their critics and audiences also appear to 

have particularly enjoyed the sorts of music and musical genres they performed. One 

reviewer, for example, stated that “there is a freshness and originality in the Tyrolese airs 

which is highly pleasing to English ears” (“Local Intelligence,” 1863, p. 2). Indeed, while 

the minstrels possessed a considerable repertoire of Tyrolese vocal and instrumental items 

(Figure 5), they also performed English, Scottish, and Irish ballads alongside classical 

and popular music, as well as some of Mr. Haimberger’s original compositions.  
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The Jungfrau Kapelle  

 

The Jungfrau Kapelle (‘Maiden Choir’) was a professional band of Swiss musicians, 

which was brought out to Australia by Hughes and Jinkins management to perform in 

Melbourne in May 1888. Reportedly, the 14 band members played 40 different 

instruments between them. From the published programmes and testimonies, it is evident 

that they almost always presented a handful of items featuring guitars and other plucked 

string instruments, such as mandolin and guitar duets, quartets for two zithers, mandolin, 

and guitar, works for four mandolins and guitar, in addition to larger orchestral numbers 

for the unusual combination of three guitars, three xylophones, harp, and mandolin. A 

review reveals that the Jungfrau Kapelle arrived in Brisbane just in time to present their 

opening night performance in Brisbane’s Theatre Royal on July 2, 1888: 

 

They overcame an obstacle last night that would have proved too much for 
many an Australian company. After performing at Newcastle, on Saturday 
evening, they went right away on board the steamer, which arrived in 
Brisbane barely in time to allow them to reach the theatre before the hour 
advertised for the concert to commence. Nothing daunted, they went straight 
to the theatre, and hurriedly unpacking their boxes and changing their 
costumes, appeared before the audience only some 25 minutes behind time, 
and opened right off with Rossini’s overture to Guillaume Tell. (“Theatre 
Royal,” 1888a, July 3, p. 2) 

 

Their extensive Queensland tour itinerary included concerts in Bowen, Bundaberg, 

Charters Towers, Gympie, Ipswich, Mackay, Maryborough, Rockhampton, Townsville, 

Toowoomba, and Warwick. Besides giving concerts around Queensland and Victoria, the 

Jungfrau Kapelle also toured metropolitan and regional areas of New South Wales, South 

Australia, and Tasmania. Both the north and south islands of New Zealand were also on 

their itinerary. The band appears to have been exceedingly successful; critics and 

audiences alike seem to have been as charmed by the novelty of their yodelling as they 

were by their talent and versatility as instrumentalists. For instance, another review of 

their opening night performance claimed that the Jungfrau Kapelle had “taken the 

Australian public by storm” (“Theatre Royal,” 1888b, July 3, p. 5). Speaking directly of 

their yodelling, another reviewer exclaimed “the Jodel business took everyone captive. 

Once heard it is never forgotten. It follows you to bed and haunts around corners. It is 

like a musical thunder-bolt” (“Cablegrams,” 1888, p. 3). 
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Polka by Charles Coote Jnr. (1831–1916). One critic opined that the assortment of 

instruments for these works was “at once grotesque and pretty” (“General News,” 1888, 

p. 2). 

 

It is thought that through various evolutions and mutations, the early mountain singing 

genre became the birthplace of both minstrelsy and hillbilly music. Close harmony 

singing with guitar and zither accompaniments were consistent features of the early 

traditional groups, which translated into minstrelsy where songs and comedies were often 

sung in chorus to the combined accompaniment of banjos and guitars (Foster & Bramley, 

2016). Traditional Swiss jodeling eventually became ‘yodelling’ to movie cowboys and 

popular hillbilly artists a century later. For instance, it has been suggested that it was the 

hillbilly artist Gene Autry who, in the early 1930s, was the first to merge yodelling with 

the image of the movie cowboy in Hollywood films. Many subsequent hillbilly artists 

then followed suit and “continued the practice of rapidly alternating between registers 

that gestured to the virtuosity of the Alpine tradition” (Wel, 2012, para. 4). Furthermore, 

the early gut-strung guitars later acquired steel strings, and became amplified—and even 

electrified—in their progression into hillbilly, and later country and western genres. The 

zither, which was introduced to Australia by many of the early German immigrants, was 

probably made more accessible and mainstream by orchestras such as the Jungfrau 

Kapelle. The extensive touring and popularity of this group could have been one of the 

driving forces behind the unique branch of zither bands that formed around Bundaberg 

and Rockhampton in the early years of the 20th century. 

 

Minstrel Troupes / Variety Acts / Vaudeville Acts 

 

Minstrelsy was a novel form of entertainment that was developed in Europe and the 

United States in the early 19th century. The genre experienced the height of its popularity 

between 1840 and 1870, with many international minstrel troupes visiting Australia 

during this period. Minstrel shows typically consisted of music and dancing, alongside 

comic and variety acts. A feature of the genre was the imitation (in appearance, accent, 

and mannerism) of a cast of fictional African American characters, along with the singing 

of plantation songs, and often, the rendering of music on guitars, mandolins, banjos, 

violins, tambourines, and bones (Henderson, 2001). Frequently, music took a supporting 

role to the various acts and farces. It did, however, occasionally take centre stage. Rather 
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than attempting to give a complete history of the genre here, the following sub-section 

merely accounts for some of the local performances of minstrel shows that are known to 

have incorporated guitar playing. This section also addresses performances from variety, 

vaudeville, and music hall genres, too. 

 

Mr. Harry Houdin presented his ‘Great Polynational Entertainment’ in Brisbane and 

Ipswich in 1862. His one-person variety show is one of the earliest known recorded local 

variety productions to have included guitar items in it. According to the historical 

advertisements and reviews, Houdin’s particular talent was his ability to mimic the 

characteristics, languages, mannerisms, dances, and vocal and instrumental music styles 

of various peoples and cultures from around the world—and his ability to rapidly change 

between them. Houdin’s entertainment was divided into three acts: he presented magic 

tricks in the first act and his polynational show in the second, while the third act was 

devoted to instrumental music items and songs. Act three concluded with a scene titled 

Brother Bones, in which the advertisements reveal that Houdin presented Root, Hog, or 

Die; or the Negro’s Delight and gave “various Solos on the Guitar, Tin Whistle, Piano, 

and Concertina, and the American Breakdown” (“Classified Advertising,” 1862, May 31, 

p. 1). 

 

The Lancashire Minstrels were an amateur troupe that performed in Toowoomba’s 

council chambers in 1864. An unfavourable review appeared in The Darling Downs 

Gazette and General Advertiser; it began by stating that the “gay and gallant troubadour 

who sang the praises of “The Young Dunior” to the tinkling of a guitar appeared out of 

sorts,” before mentioning that due to his nervous disposition, the musician’s voice did not 

reach beyond the third seat in the chamber (“The Lancashire Minstrels,” 1864, p. 3). The 

guitarist who appeared in a Christy Minstrels imitation act at an event held at 

Maryborough’s Theatre Royal in 1868 was more successful. The reviewer for the 

Maryborough Chronicle, Wide Bay and Burnett Advertiser claimed that the show featured 

“some of the best guitar playing” the people of Maryborough had ever listened to 

(“Rockhampton,” 1868, p. 2). In 1882, a duo called Lawton and Dearin’s American 

Troubadours appeared as guest artists in a production staged by the Alhambra Christy 

Minstrels. Lawton and Dearin were featured in the second act, titled Plantation Pastimes. 

The programme, which was advertised in The Telegraph, stated that the segment would 
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Another variety company whose shows featured music was the Faust Family and London 

Bellringers. This ensemble toured the state at least three times between 1888 and 1892, 

visiting centres such as Ipswich, Maryborough, Rockhampton, Warwick, and others. The 

20-strong troupe was renowned for their individual and group displays of gymnastics and 

acrobatics. Another feature of their production was a separate band of musicians called 

the London Bellringers, and in particular, the musical talents of Herr Von der Mehden. 

Mehden was evidently a versatile musician who rendered artistic solos on a variety of 

instruments ranging from the cornet and the violin, to metallophone, xylophone, sleigh 

bells, and musical glasses. He also appeared in a duo with another member of the 

company: a review from one of their performances in 1890 revealed that “one of the 

musical feats of the evening was the rendering of the Gavotte de Stéphanie by Mr. Faust 

and Herr Von Der Mehden, on the mandolin and guitar” (“General News,” 1890, p. 2). 

When the company toured in 1892, the reviewer for the Warwick Argus stated that the 

duo played an aria from the opera Boccaccio (Suppé) “so sweetly” that they had to give 

an encore. In response, the pair played an arrangement of Claribel’s (1830–1869) song 

Come Back to Erin, which was “greatly appreciated” by the audience (“London 

Bellringers and Faust Family,” 1892, p. 3). 

 

The Cunards 

 

The Cunards were another group of variety entertainers who toured throughout 

Queensland. This troupe comprised four family members: the illusionist Professor 

Cunard (a.k.a. Archimedes Socrates Cicero Litherland), his wife opera singer Helen 

Gordon, and two daughters named Nellie and Alice Cunard, who sang, acted, and danced 

together in the show. Besides these talents, they also performed together on guitars, 

mandolins, and banjos in a variety of duos, trios, and quartets. They were, perhaps, one 

of the most prolific and enterprising group of performers to have appeared on the 

Queensland variety stage. They toured extensively four times between 1895 and 1907, 

taking in many regional centres including Cairns, Mareeba, and Chillagoe in Far North 

Queensland, as well as Roma in the Darling Downs region and Barcaldine in Central 

Queensland. While their shows also involved burlesque, acrobatics, magic, and comedy 

acts, the extant reviews frequently highlighted their skills as instrumentalists.  

 



 

57 
 
 

 

A review of one of their performances at Brisbane’s Gaiety Theatre in August 1895 

described their instrumental items as a “musical treat.” The critic on that occasion drew 

particular attention to Gordon’s “remarkable manipulation of the mandoline” (“Evening 

Entertainments,” 1895, p. 5). On their 1897 tour, Gordon regularly sang the songs 

Killarney by Michael William Balfe (1808–1870) and Ben Bolt by Nelson Kneass (1823–

1868), which she self-accompanied on the guitar, in addition to playing popular airs on 

mandolin, while Professor Cunard accompanied on the banjo. A Toowoomba reviewer 

described these instrumental items as “the gems of the performance” (“The Cunard 

Troupe,” 1897, p. 2). A review following a performance in 1907 showed that Gordon and 

her daughters were “musicians of no mean order.” The same critic added that their trio 

for two mandolins and a guitar was “decidedly picturesque, and quite a musical gem in 

its way,” before concluding that they “quite took the audience by storm” (“Evening 

Entertainments,” 1907, p. 4). 

 

There is a considerable amount of published commentary on how these four musicians 

performed. The same cannot be said, however, of reportage providing details of what 

repertoire they played. Because they did not advertise their itemised concert programmes 

in the press—as so many other artists did—and no known printed concert ephemera 

exists, an overview of their repertoire can only be assembled by examining the available 

critical press. Besides the two aforementioned song titles, most of the other reviews list 

their instrumental items simply as English, Irish, Scottish, and American folk songs 

(presumably their arrangements). Work titles and composer details were never provided 

for these traditional tunes, meaning it is impossible to ascertain exactly which works were 

rendered. Interestingly, one review refers to an original work—a waltz—composed by 

Professor Cunard, and a fantasia played by Helen Gordon on the mandolin in which she 

“somewhat surprised her audience by the perfection of her instrumentation” (“The School 

of Arts,” 1895, p. 6). Cunard’s original cannot be located in either print or manuscript 

form, and the composer of the fantasia may likely forever remain a mystery.  

 

The Lundgreens and the Rigoletto Brothers were two pairs of international acrobats who 

incorporated mandolin and guitar performances into athletic and gymnastic routines. The 

Lundgreens visited Brisbane from the United States in 1902. A review published in The 

Brisbane Courier noted that the artists appeared in an elaborate aerial ladder routine, 

which was “brightened by a musical item”—a mandolin and guitar duet—while the 
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performers were balanced on a “see-sawing ladder” (“Theatre Royal,” 1902, p. 6). The 

Rigoletto Brothers presented their gymnastic act at Brisbane’s Theatre Royal in 1908. 

They also performed a duet for mandolin and guitar while balanced on a ladder. The 

reporter for The Telegraph went to lengths to describe the details of their performance, 

painting a vivid picture of the occasion: 

 

Two lithe Italians open their sensational and novel turn with some 
exceedingly clever and difficult wrist and muscle balancing work; following 
this, they mount a bright, glittering, horizontal ladder, evenly balanced on two 
rigid rods suspended high above the stage. Small trapezes are hanging at each 
end of the ladder, on which some smart gymnastic movements are gone 
through. Then standing one on each end of the ladder, and preserving a 
difficult equilibrium, the two brothers play the “Merry Widow Waltz” on 
mandolin and guitar. (“Evening Entertainments,” 1908, p. 7) 

 

Estudiantinas  

 

The Spanish Students 

 

A troupe comprising musicians, dancers, and a vocalist travelled from Europe to Australia 

in September 1888. The band of 15 musicians—officially known as an estudiantina—

was promoted in Australia as the Spanish Students. News of their proposed visit 

circulated in the national press for almost a year before they finally arrived. Their tour 

was organised by the well-known Australian arts entrepreneur Martin Simonsen, and the 

troupe was contracted to perform a season at the Opera House in Melbourne. The Spanish 

word estudiantina refers to ‘students,’ particularly groups of university students, 

equipped with musical instruments who play and sing in the streets, dressed in the 

traditional student costumes. Similar groups exist, such as tuna and rondalla, and the 

personnel of all of these types of string ensembles consists primarily of university students 

(Stevenson et al., 2001). The Spanish Students who toured Australia, however, were all 

professional musicians. The instrumentation of the band was comprised primarily of 

bandurrias and laúds—although local audiences mistook these Spanish plucked string 

instruments for mandolins and guitars—plus violin, cello, and tambourine. Their tour 

repertoire initially consisted mostly of Spanish songs alongside instrumental pieces, such 

as operatic overtures, and dances including tarantellas, galops, pas de deux, and ballets 

(Figure 8).  
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Although the estudiantina appears to have disbanded after its initial engagement, evidence 

shows that many of the musicians remained in Australia to pursue other opportunities. 

For instance, some of them established teaching practices in Melbourne and in Sydney, 

whereas others embarked on extensive regional touring activities. A band from the 

Spanish Students went on to perform at the Melbourne Centennial Exhibition as part of 

the Christmas week holiday attractions in 1888. Additionally, an ensemble of eight 

musicians who split from the group concertised extensively around Victoria, and at least 

two other duos that formed from of the disbanded troupe gave concerts in other states. 

Indeed, by the end of 1888, there were no fewer than three independent ensembles touring 

around the country—each group of musicians advertising themselves as Spanish 

Students—likely in an attempt to capitalise on the identifiable brand name. Of particular 

importance is the fact that one of the duos were making their way to Sydney en route to 

Brisbane. Brisbane audiences got their first opportunity to hear the duo in a Promenade 

Concert held at Her Majesty’s Opera House in February 1889. An advertisement in The 

Brisbane Courier revealed: “The management are pleased to be able to state that they 

have succeeded in making arrangements for the appearance of these celebrated artistes, 

the Spanish Students” (“Classified Advertising,” 1889, p. 2). 

 

According to the review of their opening night performance, the applause that greeted the 

performers “must have been highly gratifying” (“The Brisbane Courier,” 1889, p. 4). The 

reviewer added that the two musicians rendered “very enjoyable selections on the 

bandolina and guitar,” and that they were encored for each selection. The duo performed 

a medley that included Stephen Foster’s (1826–1864) Swanee River (also known as Old 

Folks at Home) and the traditional Irish tune Rory O’More. The review revealed that as 

the works were so well received, the musicians were obliged to “respond again, giving 

the piece, Très Jolies,” which “displayed their powers to great advantage.” However, a 

reporter for The Telegraph, who was also present at the same performance, detailed:  

 

Two of the Spanish students who were recently playing in Melbourne and 
Sydney appeared, and played the overture to “Maritana” and “Pris Golus,” 
upon the guitar and bandolina. Their second performance created quite a 
furore, and a double encore was persistently demanded. (“Promenade 
Concert,” 1889, p. 2) 

 

There are clear inconsistencies between the two published reports of the same 

performance. Based on an analysis of a large quantity of extant advertisements and 
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concert reviews—for the Spanish Students proper and for each of the smaller groups that 

formed from parts of it—it seems likely that the works listed in the latter review are 

incorrect. Firstly, not one of the Spanish Student iterations ever performed the overture 

to William Vincent Wallace’s (1812–1865) opera Maritana. Several of the groups, 

however, regularly programmed the overture to Friedrich von Flotow’s (1812–1883) 

opera Martha (see extract above) and some of them also performed a work called 

Moraima by Gaspar Espinosa (1836–1898), which was occasionally misspelled in the 

press as Moriana (“Advertising,” 1888, December 29). It could have been that the emcee 

or the artists announced the programme from the stage. Spoken with a Spanish accent, 

the words Martha and the lesser-known, foreign Moraima could both have easily been 

misheard and misinterpreted by local audiences as Maritana. Secondly, there does not 

appear to be any such work titled “Pris Golus” in existence. In similar circumstances to 

those outlined above, spoken from the stage or with an accent, the title “Très Jolies,” 

which is a well-known set of waltzes by Émile Waldteufel (1837–1915), could 

conceivably have been mistaken for “Pris Golus.” The mistake seems plausible, in part 

because the reviewer for The Brisbane Courier mentioned that the duo played Très Jolies, 

and also because evidence shows that the piece was part of their repertoire on several 

previous occasions (“Advertising,” 1889). 

 

From all accounts, the two musicians proved popular with local audiences. It is perhaps 

not surprising then that they returned for several weeks in early 1890 to perform at the 

Brisbane’s Gaiety Theatre with Harry Rickards’ New English and Irish Comedy 

Company. Perhaps to make them appear as a different act to their first visit, the pair were 

advertised as Spanish Troubadours throughout their second tour. According to the 

reviews, the musicians—who were identified in the press as Señors Manuel López and 

Mariano (Mareau) Martini (Martín)—performed “a splendid selection of music” 

including Stephanie Gavotte by Alphons Czibulka (1842–1894) and many other “special 

items” (“Classified Advertising,” 1890, p. 2). A later report shows that they also 

performed a piece called “La Estudiantina” (“Gaiety Theatre,” 1890). Although the 

composer of the work was not indicated in any press reports, it is likely to have been a 

piece by either Waldteufel (based on a melody by Paul Lacôme, 1838–1920) or Olivier 

Métra (1830–1889) because both of these composers published well-known works titled 

Estudiantina (Figures 9 and 10). 
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Mandolin Orchestras / Banjo-Mandolin-Guitar Clubs / Guitar Parties 

 

Mandolin Orchestras 

 

Mandolin orchestras were prevalent in Queensland from the 1890s to the 1940s, although 

interest in the genre seems to have peaked in the 1920s before it declined in the 1930s. 

As discussed in the previous section, the local interest in the plucked string instrument 

ensemble format was likely sparked by the novel activities of the Spanish Students. A 

fascinating critique, quoted directly below, was published in The Telegraph in November 

1889—just months after the first appearance of the Spanish Students in Brisbane: 

 

The other novelty was Desorme’s ‘Serenade des Mandolins,’ performed, 
pizzicato, upon the stringed instruments. The number was fascinating, and 
was enthusiastically encored. The evident appreciation by the Brisbane public 
of anything approaching mandolin and guitar music might be worth of 
attention from local musicians, who as a mandolin and guitar band, would be 
able to vary the ordinary concert programme in a happy and popular manner. 
(“Liedertafel Concert,” 1889, p. 2) 

 

This supports a hypothesis that the activities of the visiting Spanish musicians had a 

considerable influence on local musicians and the music scene in general. Besides the 

estudiantina that appeared in Australia, many similar ensembles were touring Europe and 

the United States at the time. Plucked instrument bands soon became prevalent in those 

centres, too (Ruppa, 2013). Many names were used to describe these plucked string or 

fretted instrument ensembles, including rondalla, tuna, mandolinata, orchestra a plettro 

and plectral orchestra, to name just a few. Although such groups became widely known 

in English just as ‘mandolin orchestras,’ guitars were in general always incorporated into 

them as well. A typical small mandolin orchestra might coalesce mandolins, mandolas, 

and guitars, while a larger group might also include mando-cellos and harp-guitars, and 

quite possibly a harp and a piano, too. 

 

One of Queensland’s first known mandolin ensembles was the Ipswich Mandoline Party. 

With a changeable personnel of around five to six members, the group usually consisted 

of players of mandolins, mandolas, and guitars, with a zither and a piano. The ensemble 

frequently concertised in Ipswich and Brisbane throughout 1897 and 1898, and reviews 

of their performances show that the public took great interest in their unique 

instrumentation. A review of one of their earliest appearances stated that the mandolin 
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party was “a novelty to Ipswich,” which was “sure to attain great popularity.” The 

reviewer added that “the sweet music delighted the audience… and was listened to with 

the keenest pleasure” (“North Ipswich Congregational Church,” 1897, p. 7). A review of 

a concert held in December 1898 commented that the performers “created quite a furore, 

and were unanimously encored” (“North Ipswich Congregational Church Concert,” 1898, 

p. 4). Mr. J. E. Baines, who played in—and likely led—the ensemble while it was based 

in Ipswich appears to have moved to Brisbane around 1903, where he established a new 

group called the Baines Mandolin Party. The instrumentation of his Brisbane-based 

ensemble comprised mandolins, mandola, and guitar with banjo, bandurria, and piano. 

Although the personnel and the instrumentation of Baines’ new ensemble were 

significantly different from the group in Ipswich, they still attracted positive critiques. 

Indeed, a reviewer who was present at a concert held at the West End School of Arts, said 

that the party’s performance “proved one of the most taking items on the programme,” 

adding that an encore was “emphatically insisted on” (“West End School of Arts,” 1904, 

p. 4).  

 

Australia’s Premier Complete Mandolin Club was a sizeable ensemble based in 

Pittsworth. With origins dating to around 1898, the group grew and developed over the 

ensuing years before rising to prominence in 1912. The club was established by a versatile 

musician named Mr. W. E. Hardy, who played and taught the violin, piano, cornet, banjo, 

mandolin, and guitar. He appears to have had a musical family for his sons all sang and 

played various musical instruments, and at least one of his daughters was also a musician. 

One of Hardy’s sons, W. P. Hardy, later became the director of the club. Hardy senior 

appears to have first toured the state with his family in the early years of the 20th century. 

The ensemble was, at the time, called the Commonwealth Crusaders, and their concert 

activities seem to have been organised in connection with the Salvation Army. Over the 

next few years, the family ensemble expanded and other musicians were incorporated into 

the group. By 1908, Hardy’s Concert Orchestra, as it was then named, was active, giving 

‘at homes,’ performing at balls and dances, and contributing novelty instrumental items 

to formal concerts. By 1910, an 18-piece group was concertising under the name of the 

Pittsworth Mandolin Orchestra. Its membership peaked at around 30 players in 1912. 

 

 

 





 

66 
 
 

 

According to a review published in the Darling Downs Gazette (Toowoomba), the 

orchestra frequently presented some original compositions as well as other works that 

were “without exception… played for the first time in Queensland” (“Mandoline 

Concert,” 1912, February 17, p. 5). Some of those new items would likely have been 

Life’s Lightest Hours, Dream of Spring, Andante and Gavotte, and Modesty by the 

American composer and publisher, Herbert Forrest Odell (1872–1926). Besides new 

works and original compositions, however, the club also played well-known audience 

favourites, such as excerpts from Pirates of Penzance (Arthur Sullivan, 1842–1900 and 

William Schwenck Gilbert, 1836–1911) and Il Trovatore (Giuseppe Verdi, 1813–1901), 

Serenade (Franz Schubert, 1797–1828), Washington Post march (John Philip Sousa, 

1854–1932), Nearer, My God to Thee (Lowell Mason, 1792–1872), and Abide with Me 

(William Henry Monk, 1823–1889). 

 

It is rather extraordinary that such a large and successful ensemble hailed from a town as 

small and remote as Pittsworth, located in the Toowoomba region—approximately 170 

kilometres south-west of Brisbane. The ensemble appears to have been an ambitious and 

enterprising group; at one time, it attested to being the “largest and most complete” 

mandolin orchestra north of Sydney (“Advertising,” 1912, February 17, p. 1). In another 

article, the group even claimed to be “equal to any American company” (“Mandolin 

Concert,” 1912, September 17, p. 5). The press coverage of the time shows that the 

ensemble possessed a complete range of Gibson instruments, which were all imported 

from the United States. These Gibson-brand instruments included mandolins, mandolas, 

mando-cellos, guitars, harp-guitars, and a concert harp. Their programmes often 

interspersed full orchestral works with vocal items (usually accompanied by various 

combinations of plucked string instruments), plus instrumental solos, duos, trios, and 

quartets. Following the success of their Brisbane season in 1912, published reports 

indicated that the orchestra was planning to concertise and tour even more extensively in 

the future. This does not appear to have been the case, however, because there are no 

reports about the group or its activities in any news publication after this time. 
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excellent effect.” Mr. Willie Scott’s Mandolin Party was active in Mapleton around 1918, 

the same year that the Sunnyside Mandolin Party was concertising in Bundaberg. 

Brisbane was home to no fewer than a dozen large mandolin orchestras around this time, 

including the Thermopylae Mandolin Club (1908) and Mrs. T. Pratt’s Mandolin Party 

(1917–1918). A mandolin and guitar orchestra—which was also described in the local 

press as a ‘plectrum club’—was established in Southport in 1938, showing that the 

interest in the fretted instrument ensemble genre did not entirely wane after the 1920s. A 

list of all known Queensland-based mandolin orchestras is provided in Appendix A. 

 

Banjo-Mandolin-Guitar Clubs  

 

Beginning in the United States in the 1880s, a craze was started in which the guitar swiftly 

became involved in the “carefully orchestrated company” of the banjo and the mandolin 

(Noonan, 2008, p. 21). Banjo-mandolin-guitar (BMG) clubs were a plucked string 

ensemble phenomenon, which experienced its heyday, globally, from the late 1890s to 

the 1920s. Such ensembles, however, did not become prevalent in Queensland until over 

a decade later, but they remained commonplace until the 1940s. BMG clubs were distinct 

from mandolin orchestras because they incorporated banjos together with mandolins and 

guitars, whereas mandolin orchestras did not. Another distinction between the two 

instrumental genres is that in BMG club settings, the banjo often held a prominent or a 

lead role. Because of its lower range and fuller sound, the guitar typically had an 

accompanying role. In reality, the BMG club movement was rather more of an industry—

one that spawned numerous mainstream publications (Figure 13), and promoted sheet 

music and products through notable players, while catering to the whims and interests of 

BMG enthusiasts across the globe. Such publications were informative catalogues filled 

with paid advertising in the form of advertorials. Instrument manufacturers capitalised on 

the widespread interest in the genre by inventing new types of instruments—and even 

entire families of instruments—which enabled fretted instrument ensembles to 

successfully reproduce orchestral music.  
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BMG clubs, including three different iterations of a Brisbane Banjo Club (the first in 

1904, the second in 1922, and the last in 1940). A Brisbane-based club known as the Dixie 

Banjo Club was featured in the international periodical B.M.G. in April 1919 (Grimshaw, 

1919). The club was likely honoured to have received the mention; the Daily Standard 

(Brisbane) even reprinted the original magazine article verbatim in a news report: 

 

The “B.M.G.,” an official musical organ published in London, and devoted 
to the banjo, mandolin, and guitar interests throughout the Empire, has the 
following in its April number:—An excellent banjo band of nine lady players 
has been organised in Brisbane, Queensland, under the leadership of Miss 
Bessie Marks. The present repertoire includes “Black Coquette,” “Gay 
Gossoon,” “The Kilties,” “Dixie Melodies,” “Love and Beauty” waltzes. The 
band is known as the Dixie Banjo Club, and has made several successful 
public appearances locally. (“Music, Drama, and Picture,” 1919, p. 6) 

 

In 1933, a BMG club was established in Ipswich by Mr. E. Summerville. At a preliminary 

meeting held to discuss the aims of the ensemble, Summerville made potent comments. 

He explained that the objective of the group was to provide a social commodity for players 

of banjo, mandolins, and guitars, and to provide opportunities for them to experience 

ensemble playing. He hoped that the club would also encourage younger players to 

“understand the beauties of fretted instruments” (“Club Formed,” 1933, p 5). 

Summerville asserted that many people believed that banjos and guitars “were only fit to 

adorn the windows of pawn shops.” He went on to explain that fretted instruments were 

respectable, arguing that “some of the greatest classics” had been arranged for them. The 

club appears to have been successful in its social and musical endeavours. Of a 

performance by the club given in July 1933, the reviewer for the Queensland Times 

(Ipswich) said: “numbers by the Banjo-Mandolin-Guitar Club were especially delightful, 

and were heartily applauded” (“Delightful Concert,” 1933, p. 6). Two of the works 

performed on that occasion were Honolulu Blues (Nat Goldstein) and When It’s Night 

Time in Nevada (Will E. Dulmage and H. O’Reilly Clint). 

 

Guitar Parties  

 

From the 1920s to the 1940s, Queensland was also home to several ensembles made up 

exclusively of guitars. The sources surveyed for this research described these ensembles 

interchangeably as ‘guitar bands,’ ‘guitar clubs,’ and ‘guitar parties.’ Guitars played a 

supportive role in mixed fretted instrument ensemble settings, but the omission of 
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mandolins and banjos in guitar parties meant that guitars were in the spotlight. Guitar 

parties are commonplace today, although they are typically referred to as ‘guitar 

ensembles’ or ‘guitar orchestras’. Today’s guitar ensembles usually consist of multiple 

classical guitars. In contrast, larger guitar orchestras sometimes include bass, requinto, 

and/or soprano guitars, in addition to standard classical guitars, which expands their 

range, tone, timbre, and dynamic capabilities. Guitar parties from the period under 

investigation, however, usually featured a combination of Spanish guitars, Hawaiian 

guitars (also known as steel guitars), and tenor guitars. Some of the historical guitar 

parties occasionally also included ukuleles. 

 

Active around 1923, B. K. Henson’s New Steel Guitar and Ukulele Band was one of the 

first ensembles of its kind that saw a shift towards a focus on guitars. Mr. L. Moore’s 

Brisbane-based Steel Guitar Band emerged soon after in 1926. Based in Townsville in 

the 1930s, the Northern Guitar Club comprised both Spanish and Hawaiian steel guitars. 

By the end of the 1930s, some of the state’s guitar bands were very large; there is evidence 

of a 50-piece guitar band performing at a dance in Cairns in 1939. Under the direction of 

notable musician Jack Sanders, a dance was advertised in the Cairns Post that promised 

a “colourful floor show of 50 steel guitars” (“A Night in Honolulu,” 1939, p. 3). A 

testament to the popularity of the guitar ensemble genre during the period is that the 

Salvation Army established several guitar parties. In 1933, for example, a march was 

“tunefully contributed” by a large guitar party, consisting of personnel from six different 

Salvation Army fortresses (“Army Congress,” 1933, p. 15). Moreover, the Salvation 

Army City Temple of Brisbane boasted a steel guitar band that performed at some civic 

events throughout the 1940s (“Advertising,” 1943, March 20, p. 6) 

 

In the past, the term ‘party’ seems to have been used more frequently in relation to musical 

groups than it is today. It is difficult to ascertain the true historical meaning of the word 

as it relates to music. It was typically used when describing an informal or a small group 

of amateur musicians, as opposed to an established or large body of professionals. Hence, 

the majority of historical guitar-based groups were described as guitar parties or guitar 

bands. Nevertheless, sources did occasionally refer to such groups as guitar ensembles, 

guitar orchestras, and guitar troupes, meaning that some larger or professional groups did 

exist. For example, a guitar orchestra was mentioned concerning a performance at a linen 
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evening7 in Brisbane in 1926, while a four-piece guitar orchestra was advertised as being 

engaged to perform music at a dance in the Mackay region in 1936 (“Linen Evening,” 

1926; “Advertising,” 1936, November 17). According to a report published in the 

Townsville Daily Bulletin, “orchestral and guitar ensembles” were featured items given 

at a charity concert in Tully in 1940 (“Tully Notes,” 1940, p. 6). Soloist Mrs. I. M. 

Skinner, previously mentioned, was evidently an exponent and a forerunner of the guitar 

ensemble movement in the Mackay, Isaac, and Whitsunday region. A lengthy editorial 

was published in the Bowen Independent in 1938, which described Skinner’s knowledge, 

ability, arrangement, and execution on stringed instruments as “unlimited” (“School of 

Arts Concerts,” 1938, p. 2). The editorial also revealed that Skinner intended to introduce 

instruments and ensembles that had “never been seen or played in the north,” including a 

mandolin club, a guitar orchestra, and a guitar troupe. 

 

Orchestras / String Orchestras / String Bands 

 

It appears that the terms ‘orchestra,’ ‘string orchestra,’ and ‘string band’ were used quite 

loosely in the past to describe any modest or large-sized ensemble that comprised stringed 

instruments, regardless of whether the strings were bowed or plucked. These terms 

contrast with current definitions. For instance, string orchestras today are generally 

comprised solely of bowed orchestral string instruments. String bands, however, combine 

both plucked and bowed strings and have a repertoire that consists of jazz or ‘old-time’ 

music (Spitzer & Zaslaw, 2001; Shipton, 2003). Numerous concert reviews exist that 

describe the instrumentation of some of Queensland’s string orchestras and string bands, 

and it must be noted that guitars were often included in them. Hence, the sources clearly 

show that the terms ‘string orchestra’ and ‘string band’ were used interchangeably. It is 

therefore likely that these terms were occasionally also used to describe mandolin 

orchestras, BMG clubs, and guitar parties. This semantic ambiguity has made it difficult 

to accurately identify and categorise some historical groups. Some mixed-instrument 

ensembles have probably been excluded from this study because their identification in 

the sources is vague or unclear. 

 

                                                            
7 Linen evenings (which were also described in the historical press as linen parties or linen and kitchen teas) 
appear to have been social gatherings not dissimilar to engagement parties. They tended, however, to have 
been organised and attended by women only in celebration of the bride to be. 



 

74 
 
 

 

An early example of one of these types of mixed-instrument orchestras is referred to in 

Rockhampton’s Morning Bulletin in 1885. An amateur orchestra had been formed there 

by a professional violinist named Herr Kmock, who had initially come to Australia in 

1881 to tour and perform with the illustrious Austrian Strauss Band. Kmock’s 

Rockhampton-based orchestra comprised three first violins, two second violins, two third 

violins, two flutes, plus a guitar, a double bass, a piano, and an organ. The concert 

reviewer stated that the orchestra’s performance was “so excellent that it both astonished 

and delighted the audience,” noting that the combined effect of its mixed instrumentation 

was “exceedingly good” (“The Morning Bulletin,” 1885, p. 5). The repertoire performed 

on the occasion included Greeting to Rockhampton and another original piece, both by 

Kmock, as well as Piquant March by Josef Kaulich (1827–1901). 

 

Many school orchestras also had guitars and other fretted instruments incorporated into 

them. In 1925, for example, the All Hallows’ Convent orchestra comprised 100 musicians 

on violins, cellos, double basses, mandolins, guitars, ukuleles, and triangles (“Veronica,” 

1925). Most local music teachers ran private studios, and it appears to have been common 

practice for them to assemble student orchestras to perform concerted works at end-of-

year student concerts. For instance, in Maryborough in the early 1930s, Eileen and 

Josephine Concannon assembled a student orchestra comprising violins and cellos, with 

eight mandolins, four guitars, two banjos, and a piano. Their repertoire featured extracts 

from Coppélia by Léo Delibes (1836–1891), a movement from Pyotr Ilyich 

Tchaikovsky’s (1840–1893) fifth symphony, and an orchestration of Franz Liszt’s (1811–

1886) Liebestraum (“Bright Music,” 1930). Another group that was active in Mackay in 

the mid-1930s, which was described as both a string orchestra and a string band, 

comprised five guitars, two mandolins, two banjos, and a piano (“City Band Recital and 

Concert,” 1936). The United States Forces Island String Band, which performed at an 

ambulance fund benefit concert in Beaudesert in 1944, combined Spanish guitars, steel 

guitars, ukuleles, string bass, and piano. According to the review, the “harmony produced 

was most delightful,” and many encores were demanded (“Local & General,” 1944, p. 2). 

 

Hawaiian Bands / Hawaiian Specialists  

 

According to the sources, Hawaiian music was probably introduced to Queensland 

audiences in 1911 by Ernest Kaai’s Royal Hawaiians. This band of 20 singers and 
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instrumentalists performed around the state playing guitars and mandolins, in addition to 

traditional Hawaiian instruments such as ukuleles, tiaros, and taropatches. Their first local 

performance took place at Brisbane’s His Majesty’s Theatre; the band also visited 

regional centres such as Gympie, Ipswich, Bundaberg, and Maryborough. Besides a range 

of guitar solos—predominantly rags, and marches, such as Stars and Stripes Forever and 

Thunderer march by Sousa—the Royal Hawaiians performed popular and traditional 

Hawaiian songs as solos, duos, quartets, and choruses. A review from their Brisbane debut 

revealed that on every occasion, the song accompaniments “were played by the singers 

on the ukulele, mandolin or guitar” (“His Majesty’s Theatre,” 1911, p. 12). The reviewer 

asserted that the result was “an effect at once striking and artistic.” 

 

When Kaai returned in 1924, his updated band appears to have abandoned most of its 

traditional Hawaiian instruments in favour of steel guitar, banjo, xylophone, piano, and 

drums. Their repertoire, too, appears to have been overhauled. While the repertoire of 

their first tour featured mostly Hawaiian traditional music and parlour songs, their second 

tour took in other styles, including jazz and film music. Concert publicity published in 

The Brisbane Courier asserted that Kaai did “not by any means confine himself to 

Hawaiian music, as his scope covers a wide and varied selection” (“The Diggers,” 1924, 

p. 20). The same notice also announced that while audiences would hear Hawaiian music 

at the start of the programme, the second part would feature “a little of everything,” 

including “some of the latest jazz played in the Hawaiian manner.” Kaai returned to 

Queensland several times in 1926, 1927, and 1928 with a band called The Royal 

Troubadours.  

 

Hawaiian music had a profound and lasting impact on musicians and audiences around 

the world. Richard Walton Tully’s (1877–1945) play The Bird of Paradise achieved 

phenomenal global success. First staged in 1911, the play featured 26 musical items, all 

played and sung live by a band of five Hawaiian musicians known as the Hawaiian 

Quintette (Balme, 2005). The stage show itself went through multiple iterations; it was 

adapted into films in 1926, 1932, and 1951, and a musical in 1931. The mediums of film 

and recording enabled Hawaiian music to reach audiences on an unprecedented scale. 

Because of its appeal, it was not long before other Hawaiian bands and ensembles were 

established, and started to concertise and record. By the 1920s, the Hawaiian presence 

was felt practically all around the world. In 1924, a reporter for the Bowen Independent 
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asserted that Hawaiian guitar and ukulele music had “been carried to the four corners of 

the earth by the gramophone” (“Kaai’s Royal Hawaiian Troubadours,” 1924, p. 2). The 

charms of Hawaiian music were thus described in a 1933 article published in The 

Brisbane Courier: 

 

The music generally is of a plaintive character, as if endowed with human 
speech, and the peculiar crooning of their guitar, ukulele, and taro-patch 
fiddle offers something quite distinctive in musical instrumentation. During 
the last few years, as everybody knows, there has been an enormous vogue 
for the music of Hawaii on Hawaiian instruments, perhaps developed largely 
by that charming play, ‘Bird of Paradise.’ (“Music and Drama,” 1933, p. 19) 

  

Frank Tozer was another Hawaiian music specialist who made a big impact nationally. 

He established his career in Sydney around 1921, where he operated the Hawaiian 

College of Music with his brother. Over the years, he moved to different states to open 

regional branches of his college. There is evidence of his business activities in South 

Australia and Western Australia in addition to Queensland and New South Wales. Tozer, 

who was also an active professional performer, appeared in local concerts under many 

guises. He first appeared with his Royal Hawaiian Trio (1921), second with the Royal 

Hawaiian Orchestra (1921), third with the Royal Hawaiian Duo (1922), fourth as the 

Tozer Band of Five (1923), fifth as Frank Tozer’s Hawaiian Orchestra (1925), and, lastly, 

as Frank Tozer’s Hawaiian Troubadours (1938). Initially, Tozer’s main instruments were 

the Hawaiian steel guitar and the ukulele, but in later years he become widely known for 

his performances on the electric guitar (Figure 16). Local critics highly regarded him; for 

example, a review in the Queensland Times, noted that Tozer’s trio “created a furore at 

their first appearance” at the Strand in Ipswich, adding that encores had to be given “in 

order to silence the plaudits of the audience” (“Saturday’s Programme,”1921, p. 4).  
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Not all dance orchestras were associated with hotels or designated dance halls in 

professional capacities, nor did they all necessarily have the most innovative or modern 

instruments, or the most versatile personnel. Instead, many small dance bands, especially 

those based in regional centres around the state, formed on a casual basis to serve their 

communities by providing music for dances and civic events. The Habana Orchestra, for 

example, was a small dance band active from around 1929 to 1936 in Habana, a small 

town near Mackay. The line-up of the Habana Orchestra varied, but it typically consisted 

of four or five musicians playing Spanish guitar, mandolin, banjo, banjo-mandolin, violin, 

accordion, euphonium, trombone, piano, and drums. The orchestra played at many events, 

including community dances, bachelor’s balls, and fundraisers. Tony Saleba, who appears 

to have been a Maltese immigrant, was the band’s regular guitarist. Besides playing with 

the orchestra, Saleba also performed at social events as a soloist and in a duo formation 

with a local accordionist. In 1931, this duo was broadcast in a live studio performance for 

the B-class radio station, 4MK, in Mackay (“Unusual Broadcast,” 1931). 

 

Mouth Organ Bands 

 

Mouth organ bands were prevalent in Queensland during the 1930s and 1940s. Being 

melodic instruments in the treble range, mouth organ bands relied somewhat on the use 

of harmonic instruments such as guitars, banjos, and pianos for accompaniment (Beynon 

et al., 2001). One of the earliest mentions of a concerted mouth organ band in Queensland 

can be found in the Townsville Daily Bulletin in 1933. The paper reports on a dance held 

at Mandalay, on Magnetic Island, at which “a feature of the evening was the Mouth Organ 

Band, which came from Horseshoe Bay” (“Woman’s World,” 1933, p. 6). According to 

the article, the band was assisted by a musician playing Hawaiian guitar. In 1937, a 

musician named Mr. Eric Mills directed a variety party that appears to have combined a 

mouth organ band with a BMG club (“East Ipswich Methodists,” 1937). Another report 

from 1939 mentions that the Gympie Juvenile Mouth Organ Band, conducted by Mr. R. 

Gluch, had attained “notable success” at the Brisbane Jubilee Eisteddfod that year 

(“Queensland Nut Trees to Beautify Roads,” 1939). 

 

Similar to the Horseshoe Bay group, the East Innisfail Mouth Organ Band consisted of a 

group of mouth organ players accompanied by a single Spanish guitar (“Theatrical 

Society Evening,” 1940). The mouth organ band genre was seemingly quite flexible: for 
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every band with a single guitar accompanist, there was another with a massive variety of 

accompanying instruments. For instance, in the 1940s, some local bands combined mouth 

organs with guitars, mandolins, piano, and drums. One of these larger groups rose to some 

prominence. The Harmonists—also known as the 4MB Mouth Organ Band—were 

featured on the radio in 1940, and they had at their disposal a band featuring mouth 

organs, banjo, ukulele, guitars, piano, drums, and accordion. According to the report 

published in the Maryborough Chronicle, Wide Bay and Burnett Advertiser, the band 

gave “a well balanced, well conducted concert so much appreciated by listeners.” 

Followers of the program were invited to provide the radio with feedback on the group. 

One listener’s testimony was quoted in the article, in which they commented “lovely; give 

us more” (“4MB Radio Features,” 1940, p. 8). George McTavish was another exponent 

of the mouth organ band movement in Queensland. He became notable for directing a 

group called the Harmonicans in the late 1930s (“Advertising,” 1939, July 17). In 1952, 

another of his groups called George McTavish’s Band comprised mouth organ, gum leaf, 

steel guitar, and ukulele (“Cairns Hour of Song,” 1952). 

 

Zither Bands 

 

Zither bands are a type of instrumental ensemble that brings together an eclectic array of 

plucked and bowed string instruments. According to local historian, Mark Schuster, the 

zither band tradition was originally brought to Australia by German immigrants who 

pioneered many of the more rural areas of Queensland from the 1850s to World War One 

(Schuster, 2013). He suggested that the tradition was later fostered and kept alive by the 

Apostolic Church of Queensland communities.  

 

The Rosedale String Band of the 1920s comprised an assortment of zithers and autoharps, 

with violins, guitars, mandolins, and banjos. An early reference to the band appeared in 

The Bundaberg Mail, where it was reported that the group provided background music 

for a silver wedding anniversary celebration. The reporter noted that “the Rosedale string 

band rendered airs that were greatly appreciated” (“Silver Wedding,” 1921, p. 2). Mr. G. 

Plotzski, who conducted the band, was reportedly a “well known musician of Rosedale.” 

The Bundaberg String Band—which has remained active since the 1920s—consisted of 

zithers, guitars, mandolins, violins, cellos, and double bass (Schuster, 2013). Evidence 

shows that this group also provided music for a silver wedding anniversary party. A report 
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published in the Queensland Times in 1937 stated that “the happy couple was almost 

overwhelmed by guests eager to offer their congratulations” and that guests were 

“serenaded by the Bundaberg string band” (“Silver Wedding,” 1937, p. 4). Another zither 

band—which could have been the aforementioned Bundaberg String Band—was featured 

in a broadcast on 4BU radio, Bundaberg. The zither band presented a one-hour recital 

over the airwaves on the Sunday evening of September 18, 1938 (“4AK, Darling Downs,” 

1938). 

 

Hillbilly Musicians / Hillbilly Bands 

 

The ‘country and western’ music genre of today was formerly known as ‘hillbilly.’ The 

style was typified by singing, yodelling cowboys and cowgirls, most of whom 

accompanied themselves on Spanish or steel guitars—and later, electric guitars. The 

hillbilly genre was introduced to mainstream audiences by radio and film stars of the early 

1930s (Bellanta & Martin, 2012). As was the case for Hawaiian musicians of the era, the 

broad reach of film and radio meant that many hillbilly artists—even some of the local 

ones—became national celebrities. Loyal fans idolised these artists, and as such, there 

was a constant stream of imitators. Hillbilly songbooks and recordings were first available 

locally from around 1933, and hillbilly music was regularly broadcast on Queensland 

radio stations from around 1935. In June 1935, the Maryborough Chronicle published a 

radio programme guide, peddling that hillbilly music, the sort presented by “a band of 

rollicking songsters with their guitars, banjos, accordeon, mouth organs, etc.,” was 

guaranteed to be enjoyed by the whole family (“Radio Column,” 1935, p. 5). 

Consequently, a “typical out-of-doors programme of this type” was scheduled to be 

presented on 4BC radio each week. 
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Rosenstengel accompanied the Enoggera School choir in the songs Very Suspicious 

(Harry Clifton), Silver Threads among the Gold (Hart Pease Danks), The Captive Greek 

Girl (J. W. Hobbes), Alice, Where Art Thou? (Joseph Ascher), In Happy Moments 

(William Vincent Wallace), and You and I (Molly Carew). According to the report, these 

songs were “received with unbounded applause” (“The Brisbane Courier,” 1875, p. 2). 

The other concert was organised at the Valley Primary School to raise funds for a school 

piano. During the event, a guitar was used to accompany the songs Far Away (Miss M. 

Lindsay) and Juanita (Mrs. Norton). The guitarist, Mr. Simmonds, was singled out for 

his “well executed” guitar accompaniments (“Anniversaries and Meetings,” 1875, p. 26). 

 

Several sources show that the guitar was occasionally used in religious contexts to 

accompany songs of worship. In 1884, 1898, and 1903, Wherihiko Rewei, Hinie Taimoa, 

and Hari Taimoa gave a series of concert tours in which they sang vocal solos and duets 

in the Maori language to their own guitar accompaniments (“Opening of Parliament,” 

1894). Their repertoire included traditional Maori songs and original compositions. 

Rewei also conducted evangelistic services while on these tours. Guitars also appear to 

have been used in association with missionary work from as early as the 1920s. Captain 

and Mrs. Kingston were known to have used a guitar in their ministerial activities for the 

Salvation Army throughout the 1930s (“At Bundamba,” 1933). Also on tour from New 

Zealand was the Waiata Maori Choir. The choir toured Queensland in 1935, where they 

visited many regional centres, and presented choruses, part songs, vocal duets, and solos 

with steel guitar and ukulele accompaniments. Some of the reports state that a guitar 

orchestra together with other string instruments accompanied some of the vocal items. A 

review of a performance in Innisfail reveals that their playing of ukuleles and guitars was 

“an unalloyed delight” (“Maori Choir,” 1935, p. 3).  

 

Billed as “one of the finest guitarists in the world,” Olga Coelho (1909–2008) achieved 

international renown from the 1930s to the 1970s (“Advertising,” 1939, October 28, p. 

5). Coelho (Figure 31) travelled to Australia in 1939 to give concerts in Sydney. 

 

Brazilian soprano, Madame Olga Coelho, has arrived in Sydney to give a 
series of studio recitals for the Broadcasting Commission. Madame Coelho is 
an accomplished guitarist, and she accompanies herself when she sings. 
(“Brazilian Soprano,” 1939, p. 3) 
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Home (Sir Henry Rowley Bishop) and that as the song concluded, the audience “broke 

into thunderous applause.” At a Patriotic Funds Benefit Concert in Southport, on the Gold 

Coast, in December 1941, the trio performed some original songs, along with a work by 

Johannes Brahms (1833–1897), which was “their masterpiece” (“Southport District 

Choir,” 1941, p. 10). They continued to perform at patriotic concerts to raise funds for 

war efforts during 1942. The trio made their first post-war appearance at a charity event 

at Brisbane’s City Hall in October 1946, before headlining Urangan’s main New Year’s 

Eve party the same year. An estimated 3500 people gathered at that event to hear the 

Hitzke Brothers and to celebrate the occasion. The ensuing review in the Maryborough 

Chronicle reported: 

 

[The] main attraction on the bill of fare… was the Hitzke brothers—Joe, 
Vince, and Fred—who received a terrific ovation from the crowd for their 
cleverly rendered items. It can safely be said that their acts were the highlight 
of the show… Their rendition of their own arrangement of ‘Waltzing Matilda’ 
won instant approval. Perhaps their best item for the evening was Mozart’s 
‘Cradle Song.’ (“New Year Revelry at Urangan,” 1947, p. 6) 

 

Guitar Played by Aboriginal Musicians on Missions, Settlements, and Reserves  

 

According to a report published in Worker (Brisbane) in 1927, there were three 

Aboriginal settlements under the supervision of the government in Queensland and a 

further 11 missions operated by the church10 (“Care of Aborigines in Queensland,” 1927). 

The tragedy of forced removal and custody, the dispossession of Australia’s First Nations 

peoples, and the subsequent erosion and collapse of family units, communities, languages, 

traditions, and cultures is known and is becoming more widely understood and 

acknowledged (see https://aiatsis.gov.au/). What is considerably less known is that music 

in general, and the guitar in particular, both appear to have played important roles in the 

lives of Aboriginal and Torres Strait Islander peoples while on these government and 

church-operated settlements and missions. The intention here, however, is not to 

romanticise music made in these contexts. Instead, this section aims to explore the ways 

in which the guitar appears to have been embraced by First Nations musicians and to 

celebrate some of the unacknowledged individuals and groups who championed the 

instrument. 

                                                            
10 The three settlements under the supervision of the government were Barambah (renamed Cherbourg), 
Palm Island, and Woorabinda. Aurukun, Cape Bedford, Lockhardt River, Mapoon, Mitchell River, Moa 
Island, Mona Mona, Morning Island, Purga, Weipa, and Yarrabah missions were operated by the church. 
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Primary sources show that the guitar was played by many Aboriginal and Torres Strait 

Islander individuals and groups from communities across the state—and indeed, the 

country. Countless musicians are deserving of recognition here, especially within the 

context of this dissertation, which is otherwise centred on the stories of immigrant and 

visiting guitarists. However, there are probably at least two potential problems associated 

with singling out First Nations musicians. First is the potential for it to be mistaken for 

‘othering.’ This section of the dissertation is not designed to view or to treat these 

musicians as intrinsically different to, or separate from, the rest of the guitarists and 

ensembles mentioned herein. Rather, the purpose is to disseminate recovered evidence 

about these musicians within a dedicated section. Second, it is difficult to ascertain if any 

of the other musicians described elsewhere identified as Aboriginal or Torres Strait 

Islander or not. It is possible that some of them identified as being Aboriginal or as a 

Torres Strait Islander, but this fact was not noted in the press.  

 

Music on missions was usually experienced in religious contexts, where the singing of 

hymns was taught and practised (Reigersberg, 2012). It is possible that in the absence of 

an organ, a harmonium, or a piano that fretted instruments were instead used to 

accompany hymns and other songs of worship. Some recent studies have been undertaken 

into the music traditions on church-run missions. Artists such as singer-songwriter Jessie 

Lloyd have built catalogues of these old mission songs and are recreating these songs in 

recording and performances for today’s audiences (Wood, 2017). Although it can be 

assumed that singing was a typical aspect of life on most of the missions, settlements, and 

reserves, there is primary evidence that shows the existence of guitar-related activity on 

at least three missions in particular. Music was practised for leisure and recreation, and 

there is also evidence of concerted, rehearsed, and refined musical practices, undertaken 

for public performances.  

 

Guitars were used to accompany Indigenous and non-Indigenous songs, as well as 

traditional dances and corrobborees. For example, an article published in The Courier-

Mail in 1939 revealed that the residents of the Palm Island mission were fond of dancing 

(“Brisbane Diary,” 1939, p. 6); in fact, they were reportedly “just as fond of dancing as 

the white European,” and they had “readily adapted themselves to modern dance steps.” 

The article also explained that the modern and old-time dances were accompanied by 

music played on two guitars and an accordion. A later article, published in the Queensland 
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Times, discussed a concert in which three siblings performed songs and dances, and 

played a steel guitar (“Small Aborigines Entertain Rostrum Crowd,” 1946, p. 5). The 

article states that the younger siblings, Lewis and Teddy Daylight, “sang several 

sentimental numbers,” accompanied on the guitar by their older brother Kenneth. The 

review also reveals that a feature of the concert was an original song titled Jacky, Jacky 

sung by Kenneth Daylight, while “the two small boys in corroboree paint, went through 

the actions of a tribal dance.” 

 

From as early as the 1920s and onwards, ‘Aboriginal concert parties’—groups of singers, 

dancers, and instrumentalists, comprising members of communities from various 

missions, settlements, and reserves—organised regular concerts; some of them even went 

on lengthy concert tours to raise funds for the acquisition and maintenance of instruments. 

Indeed, the 1927 report mentioned above in Worker revealed that through concert 

activities alone, one Aboriginal band and concert party had managed to raise £80 

(equivalent to nearly $10,000 today) towards the purchase of a piano (“Care of Aborigines 

in Queensland,” 1927). At a fundraising concert at Ravenshoe in Far North Queensland, 

a reporter for the Cairns Post noted that several guitar duets, musical items, and 

“performances of tribal dances” were on the programme (“Unique Concert,” 1954, p. 4). 

Describing the performances as “excellent,” the reviewer proceeded to give credit to the 

various school teachers who had tutored “the native children in their singing.” Numerous 

other published concert reviews testify to the quality of the performances presented by 

these musicians. 

 

Several highly skilled musicians emerged from these missions, and some of them 

achieved significant and widespread recognition due to appearances on local radio. 

Famed operatic tenor, Harold Blair, for example, who was born at the Cherbourg 

Aboriginal Reserve, near Murgon, Queensland, sang on a radio talent show called 

Australia’s Amateur Hour in 1945. An article published in the Nambour Chronicle and 

North Coast Advertiser stated that since the founding of the radio talent show in 1940, 

eight Aboriginal singers had appeared on the programme (“Aboriginal Talent on Amateur 

Hour,” 1945, p. 6). Blair won the competition and was awarded a guitar and a collection 

of guitar music as a prize from the Hawaiian Club. The report closed with the author 

recognising that Australia’s Aboriginal population had considerable talent as musicians 

and entertainers. Blair later studied voice at the Melba Conservatorium and in the United 
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States. Upon returning to Australia from his studies abroad, he performed to critical 

acclaim in both staged opera productions and in concerts into the mid-1970s (Duncan, 

1993). 

 

Notable Individuals 

 

Nellie Hetherington  

 

Nellie Hetherington was once regarded as the “Aboriginal Queen of Songs” (“Booth-

Clibborn Revival,” 1930, p. 6.). She, in company with her adopted mother and teacher, 

Sister Isabella Hetherington, devoted her life to missionary service. They made visits to 

missions all around the state, but particularly those situated in northern Queensland. At 

various times they also stayed for extensive periods in Maryborough and in Mossman, 

near Cairns (Chant, 2005). Hetherington was renowned not only for her singing, but also 

for her ability to self-accompany on the piano, organ, guitar, and ukulele. Hetherington 

was often seen performing in fundraising concerts, and she was also featured singing and 

playing the steel guitar on the radio during the 1930s. Her repertoire consisted mainly of 

hymns and spirituals, again, which were almost always self-accompanied. In a concert 

review from a performance given in Mossman, published in the Cairns Post in 1934, the 

reporter commented that “among the party was that famed Victorian singer, Miss Nellie 

Hetherington, a native woman of the Blue Mountains, and who can still be ranked among 

Australia’s sweetest singers” (“Miallo Notes,” 1934, p. 11). Hetherington died at the 

Cherbourg reserve in 1940. 

 

George Hill  

 

George Hill was a musician who hailed from the Woorabinda settlement, near 

Rockhampton. Hill lost his vision and part of his right hand in an explosion when he was 

a child. During the 1940s, Hill was active as a performer on the cornet, the piano, and the 

organ, and he also conducted a string band. He was also able to play the guitar because 

of a home-made contraption that he had devised, in which a plectrum attached to his right 

arm enabled him to strum the strings of his instrument. Early in his career, Hill performed 

in concerts presented by the Woorabinda settlement concert party. In one such show, 

presented in 1946 in Baralaba, near Rockhampton in Central Queensland, a reviewer 
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noticed Hill’s exceptional talent, exclaiming that his performance was “the highlight of 

the evening” (“Novel Concert at Baralaba,” 1946, p. 18). The reviewer also commented 

that Hill played piano throughout the evening, and that he “sang delightfully, playing his 

own accompaniment on a Hawaiian guitar.”  

 

Hill later came to national attention in 1948, when he won Australia’s Amateur Hour, 

attaining the highest number of votes on record—a record previously set by the above-

noted Harold Blair. During his debut broadcast, he played Bless ‘em All (Jimmy Hughes 

and Frank Lake) on the cornet, and an instrumental arrangement of the 1920s hit song 

Whispering (Vincent Rose) on the Spanish guitar (“Amateur Hour Sensation,” 1948, p. 

4). His sensational Australia’s Amateur Hour victory was the impetus for a new direction 

in music for Hill. In an interview published in Rockhampton’s Morning Bulletin a week 

after his win, Hill stated “from now on music is my living… This practically realises my 

life’s ambition” (“Hill Sets New Amateur Hour Peak,” 1948, p. 3).  

 

Several high-profile concert engagements around the state followed, including 

appearances in Rockhampton, Ipswich, and Brisbane. Hill also performed in Melbourne 

and Sydney, where he was consistently billed in the press as a star attraction. In a concert 

presented in Warwick in February 1949, Hill gave solos on the cornet, guitar, and mouth 

organ. Other reviews from 1949 reveal that he sang and yodelled to his own guitar 

accompaniment. Some of the songs he gave included Ragtime Cowboy Joe, Darktown 

Strutters Ball, The Bushman’s Rodeo, Tex Morton’s Rodeo, and The Australian Bushman. 

Also in 1949, with the aid of another performer holding a mouth organ to his face, Hill 

was able to self-accompany a mouth organ solo. In April 1951, Hill was chosen to appear 

as the “star performer” in a concert at Brisbane’s City Hall for Aboriginal Jubilee 

Celebration Week (“George Makes Music,” 1951, p. 17). He died a month later at the 

Woorabinda settlement in May 1951, aged just 27 (“Death of George Hill,” 1951). 

 

Notable Ensembles 

 

A number of Aboriginal concert parties were formed for the purpose of presenting 

concerted music for ensembles consisting of guitars, mandolins, banjos, ukuleles, mouth 

organs, accordions, and gum leaves. Although guitars and other fretted instruments were 

used, such groups were generally known as ‘gum leaf bands.’ Within the context of 
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historical musical activities, gum leaf bands seem to possess a sort of nostalgia—a 

quintessentially Australian character. Such bands, however, have also been described as 

a unique symbol of Aboriginality, “second only to the boomerang” (Bradley, 1995). 

Although the gum leaf band tradition exists mostly as a relic today, some notable gum 

leaf artists maintain the practice of solo leaf playing (Ryan, 1999). Concerted and 

commercial gum leaf band pursuits became prominent around World War One, after 

which time they remained popular for several decades.  

 

Remoteness and lack of access to conventional instruments, however, was an issue for 

some aspiring Aboriginal concert parties and gum leaf bands. Some groups reportedly 

played on homemade violins, banjos, and steel guitars (“Gossip of the Day,” 1933). In 

1936, an appeal for stringed instruments for the Yarrabah mission was published in The 

Courier-Mail (“Onesimus,” 1936). The article reveals that plucked string instruments 

were sought for 26 boys, which would enable them to form a string band and provide 

them with a musical training and a source of recreation. Guitars, banjos, and ukuleles 

were specified as the instruments that were required by the boys for these purposes. From 

such reports, we can ascertain that—in addition to singing and gum leaf playing—fretted 

instruments also played an important role in musical activities on some missions and 

settlements. 

 

Purga Aboriginal Party  

 

The Purga Creek Aboriginal Mission appears to have had a very active musical 

community. The mission operated from around 1915 to 1948. News reports of concerts 

being given by the Purga Aboriginal Party exist from about 1932. For instance, an 

announcement published in the Queensland Times that year advertised a concert featuring 

“Dinkum Aussies, Leaf Orchestra, Farm-yard Band, Corrobborees, Bunyip, etc.” 

(“Advertising,” 1932, September 2, p. 2). A review of a performance at the Boonah 

Salvation Army barracks in 1936 revealed that “with their steel guitars and gum leaves 

and vocal efforts, they gave a varied, pleasant entertainment” (“West Moreton News,” 

1936, p. 5). The review listed all of the items that were on the programme. Guitar solos, 

guitar duets, guitar and gum leaf duets, and gum leaf band items were all presented on the 

occasion. In 1937, the concert party performed at the Salvation Army Citadel in Ipswich. 

The review states that guitar and gum leaf items were given on that occasion, too. Guitar 
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solos, guitar and ukulele duets, and a song called The Cowboys sung by a vocal trio to 

guitar accompaniment were among the items presented (“Mission Entertainers,” 1937).  

 

Cherbourg Settlement Aboriginal Concert Party  

 

The crowd that packed the Town Hall to the limit on Tuesday was regaled 
with a night of sparkling entertainment by the Cherbourg Settlement 
Aboriginal Concert Party. (“Aboriginal Concert was Entertaining,” 1947, p. 
3) 

 

The above are the opening comments from a concert review published in the 

Maryborough Chronicle in May 1947, following a performance presented by musicians 

and dancers from the Aboriginal settlement at Cherbourg. The programme featured 24 

items, many of which were presented by the gum leaf band. The reviewer noted that all 

of the other vocal and dance items were accompanied by a “very simple trio of banjo-

mandolin, guitar and drums” and sometimes by a single mandolin. This fact is not 

surprising, considering the probable absence of a piano at the settlement. Of the gum leaf 

band, the reviewer stated that it possessed a “perfect tonal blend.” The reviewer also 

remarked that although the combination of gum leaves, mandolin, guitar, drums, and 

accordion seemed unusual, it had “an innate sense of tonal blend and a lack of individual 

display that many a symphony orchestra might envy.”  

 

This chapter has revealed that, although primary sources from as early as the 1840s were 

surveyed, there were no recorded guitar performances in Queensland until the late 1850s. 

Widespread as a solo instrument in Europe at the time, the guitar was predominantly 

incorporated into small and large ensembles, or as an accompanying instrument in local 

contexts. In particular, the guitar was usually combined with kindred instruments—fretted 

or plucked string instruments—such as mandolins, banjos, and ukuleles. These ensembles 

evolved throughout the surveyed period in response to each new style and genre of music 

that was introduced. Hence, although duos, trios, and other smaller instrumental 

configurations remained popular throughout the entire period, large groups emerged 

later—culminating in some orchestras comprising 50 players, or more. All types of 

musical acts appeared before local audiences, alpine mountain singers and minstrel 

troupes, to estudiantinas, mandolin orchestras, BMG clubs and guitar parties, all kinds of 

orchestras and dance bands, as well as Hawaiian, mouth organ, zither, and hillbilly bands. 

With the exception of a small number of influential visiting professional musicians, most 
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guitar activities and performances were cultivated and presented by resident non-

professionals—who in many cases, were women. Evidently very popular with established 

local residents, new immigrants, and short-term visitors from around the globe, a lesser 

known fact is that guitars were also embraced by Aboriginal, Torres Strait Islander, and 

South Sea Islander musicians on missions, settlements, reserves, and plantations. The 

ubiquitous nature of the guitar suggests that it played both artistic and important socio-

cultural roles.  
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Chapter 3. Teachers: Those Who Taught the Guitar 
 
Music teachers are at their wit’s end to meet the demand for their services… 
While the piano and violin still predominate in the demand for musical 
learning, the guitar (Hawaiian steel, Spanish, and electric) has made 
wonderful strides in popularity. One school of music in Brisbane, specialising 
in the guitar and ukulele, is like the teachers of the piano and violin, 
overwhelmed with pupils and prospective pupils. (“War Incomes Develop 
Music Tuition Demand,” 1944, p. 2) 

 

Queensland appears to have been home to some remarkable guitar teachers. Albeit 

predominantly working away from theatres and concert halls, these educators were true 

exponents of the instrument. These teachers would have helped to ignite and foster an 

interest in the guitar in their students; they would have then tried to cultivate and hone 

their students’ skills and talents. Queensland’s resident music teachers probably taught 

most of the local guitarists—the individuals and ensembles discussed above—the skills 

they needed to be the performers, the composers, and the educators that they became. 

However, these teachers seldom received recognition in the press about the importance 

or the quality of their teaching practices. Conversely, they had to pay for every word about 

themselves that appeared in print—every line of every advertisement. Presumably, they 

would have had to work tirelessly throughout their careers to ensure their livelihood.  

 

The sources give the impression that teaching was, in most cases, just one of several forms 

of income for those who taught the guitar in Queensland. Teaching the guitar, it seems, 

was only one aspect of what would be described today as a ‘portfolio career.’ For instance, 

some of the teachers were also active performers who presented recitals in concert and on 

the air. In contrast, others performed background music at parties and events or played in 

bands for balls and dances. Some of them were composers, arrangers, and copyists, or 

instrument dealers, repairers, luthiers, and piano tuners. A number of them were 

eisteddfod adjudicators, music examiners, and representatives for music teachers’ 

associations. Some also taught subjects such as art, dance, and design, whereas other were 

also farmers, florists, and clairvoyants. Few of them, however, were guitar specialists. 

Most of them taught the guitar and other plucked string instruments in addition to piano, 

violin, and voice. 

 

The advertisements reveal the considerable range of instruments and subjects offered by 

local teachers to aspiring musicians. They, however, do not often accurately convey what 
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Mrs. Harry Reeve  

 

Mrs. Harry Reeve (née Isobel Boyd) (Figure 34) appears to have made a significant 

contribution to music education in Queensland. This estimation is based on the span of 

her career, the breadth of her professional expertise, the number of pupils she taught, and 

the amount of positive criticism she received in the press. It is noted in her obituary, 

published in The Courier-Mail in December 1945, that Brisbane had lost “one of its oldest 

musicians,” and that Reeve’s “personality and charm of manner endeared her to her 

pupils” (“Mrs. H. Reeve Dead,” 1945, p. 5). Reeve appears to have possessed a great 

range of competencies: she taught Spanish guitar, steel guitar, mandolin, mandola, banjo, 

ukulele, voice production, singing, elocution, piano, organ, harmony, and theory. She was 

also an active performer for over 50 years—from as early as 1888. She performed as a 

singer, elocutionist, and organist, in addition to her activities as an accompanist, choir 

conductor, and ensemble director. Reeve also organised regular student recitals and social 

events and helped to raise funds for local charities and for both World War One and World 

War Two efforts.  

 

Reeve commenced her teaching practice in 1896 and maintained an active career in music 

education until 1933. She advertised consistently in both The Telegraph and The Brisbane 

Courier, and between 1896 and 1906 she offered instruction in voice production, singing, 

piano, organ, harmony, and theory. Reeve’s first connection with plucked string 

instruments can be traced to 1909 when a review in The Telegraph states that she 

performed a mandolin duet in a concert at the Royal Queensland Yacht Club (“Royal 

Queensland Yacht Club,” 1909). Reeve also started teaching the mandolin in 1909, and 

in March 1912 she began advertising her intention to start group mandolin classes. It was 

reported in The Telegraph in October that year, that Reeve and members of her mandolin 

club attended one of the concerts presented in Brisbane by the previously mentioned 

Australia’s Premier Complete Mandolin Club. This concert-going experience might have 

been intended as a form of professional development for Reeve and her pupils, and would 

likely have been a source of inspiration for their future endeavours. 

 

By 1915, Mrs. Harry Reeve’s Mandolin Club was an established performing group. In 

1916 she began teaching Spanish guitar, steel guitar, banjo, mandola, and ukulele, and by 

1921 she was directing a second fretted instrument ensemble known as the Banjo Club. 



 

110 
 
 

 

Reeve’s student concerts always received positive criticism in the local press. Indeed, in 

1921, a reporter for the Daily Standard commented that among the many annual student 

recitals that took place in Brisbane each year, none was “looked forward to with greater 

interest than that of Mrs. Harry Reeve’s” (“Amusements,” 1921, p. 3). According to the 

report, the performances given by the mandolin and banjo clubs “called for unstinted 

applause and insisted encores.” While Reeve continued to teach and perform into the 

1930s, her last large-scale student recital took place at the end of 1929. It is evident that 

Reeve had gone from strength to strength over the years. The concert review shows that 

she had achieved something quite significant throughout the course of her career: 

 

First and foremost, as an evidence of the close co-operation and good 
fellowship of the students, there was the work of the mandolin and banjo 
clubs. The teacher of these instruments has an opportunity of developing 
ensemble playing which does not fall to the lot of every music teacher. There 
seems to be a fascination about plucked strings: massed together there are 
great opportunities in them for good tonal effect. That Mrs. Reeve recognises 
the potentialities of these massed instruments was shown in the manner in 
which the opening number on the programme in which the banjo and 
mandolin clubs were combined… The individual clubs were each heard in 
turn later in the evening and they showed the same dexterity as individual 
bodies as they had done in the mass. (“Mrs. Harry Reeve’s Recital,” 1929, p. 
16) 

 

Mrs. Rose Ann McInnerney  

 

Mrs. Rose Ann McInnerney (née O’Sullivan) was a prominent music teacher based in 

Mackay. She appears to have commenced her teaching practice around 1924, after 

becoming a certified teacher and an official Mackay representative for the Hawaiian 

College of Music—which was directed by Frank Tozer, noted above (“Advertising,” 

1924, January 21). McInnerney taught the ukulele and the steel guitar through her role as 

a representative for the college, in addition to the piano, the violin, and the mandolin. She 

staged student recitals in Mackay’s Britannia Hall almost every year from 1926 to 1945. 

These annual concerts appear to have been highlights of the local music calendar. Each 

of these events were reviewed in the Daily Mercury, and the extant reports testify to the 

fact that they were always attracted large audiences—often over 300 people. The reports 

also state that the Mayor and Mayoress were often among those in attendance. 
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McInnerney’s student concerts typically opened with concerted items presented by a 

string orchestra comprising violins, Spanish guitars, steel guitars, banjos, mandolins, 

banjo-mandolins, and piano. These orchestras usually drew together about 20 student 

musicians, all of whom received piano or violin instruction from McInnerney, but who 

also doubled on other instruments and who came together for the purpose of ensemble 

playing. The opportunity to gain experience in orchestral playing was something that 

McInnerney often drew specific attention to in her advertisements. Although the 

instrumentation of the student orchestra changed each year, it typically consisted of 

several steel guitars and banjo-mandolins, a few Spanish guitars, plus a couple of banjos 

and mandolins. The orchestral repertoire also appears to have been thoughtfully curated 

each year; particular themes, such as waltzes, popular songs, and Hawaiian tunes were 

presented. 

 

Some of McInnerney’s students performed guitar, banjo, and mandolin solos in these 

concerts. In 1928, for example, one student played Lil-ula Waltz and the hymn, Nearer, 

My God, to Thee, as a solo on a steel guitar. The pieces Alice, Where Art Thou? and 

Penses di Nuit were played as solos on a harp-guitar by McInnerney’s student, Mr. G. 

Tambokas, in 1938. Some pupils were also featured in chamber music items that required 

plucked string instruments. In 1935, for example, a small steel guitar group played 

Memories of Hawaii, Peppy Waltz, and Starlight Serenade. A steel guitar ensemble 

consisting of six guitars and piano played Hawaiian Island Waltz, Sunny Side Waltz, and 

Medora in 1936. In 1937 a trio of Spanish guitar and two violins played Maxanta Waltz. 

The 1939 end-of-year student concert featured a steel guitar duo arrangement of 

Hawaiian Island Waltz.  

 

McInnerney’s student concerts usually concluded with a ceremony in which certificates, 

awards, caps, and gowns were handed out, and speeches were presented. A review of the 

1935 concert reveals that, during the speeches, the Mayor said Mackay “was fortunate in 

having a music teacher of Mrs McInnerney’s ability.” A concert review from the 

following year again shows that the Mayor spoke very highly of Mrs. McInnerney in his 

speech, acknowledging her contribution to music in the community. It was reported that 

the Mayor was “proud to be able to say without fear of contradiction that Mackay could 

hold her own with any other Queensland town, in musical talent” (“Musical Recital,” 

1936, p. 11). It was regularly reported that at the end of each recital, McInnerney’s 
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students would present her with special gifts of thanks, before the stage was cleared to 

make way for supper and an evening of dancing, with music provided by the students.  

 

Mrs. P. Jackson  

 

“These plaintive instruments” (“Advertising,” 1906, July 16, p. 4). “These sweet 

instruments” (“Advertising,” 1907, January 7, p. 6). “Easy to learn” (“Advertising,” 1907, 

July 8, p. 8). Such were the expressions used by Mrs. P. Jackson (née Fletcher) to describe 

the mandolin and the guitar in her advertisements throughout 1906 and 1907. Jackson 

was active as a performer; for example, there is a review in The Telegraph from 1906 

about one of her guitar performances at the Albert Hall (“Concert by the Blue Jackets,” 

1906). Around 1908, Jackson started group instrumental music classes and directed a 

mandolin ensemble known as the Thermopylae Mandolin Party, which was sometimes 

referred to as the Thermopylae Musical Party. The mandolin party appears to have been 

named after her home in which the ensemble rehearsed. Her student ensemble regularly 

performed at benefit concerts and social events. By 1910 she relocated to a new home, 

named ‘Waratah,’ and started selling musical instruments in addition to teaching; a listing 

in The Telegraph reveals that she advertised free lessons with every instrument purchased 

(“Advertising,” 1910). Indeed, this was a marketing strategy employed by many other 

music teachers at the time.  

 

Advertisements from around 1913 show that Jackson had also started teaching the banjo, 

and subsequent listings reveal that she continued to expand her range of offerings over 

the next few years. For example, one of her advertisements in 1917 shows that she had 

started to teach theory and piano in addition to banjo, mandolin, and guitar. Interestingly, 

an article that appeared in The Brisbane Courier in 1923 stated: “Mrs Jackson is well 

known in musical circles as a music teacher, specialising on the mandolin and guitar” 

(“Social,” 1923, p. 14). Most of those who gave instruction in guitar playing in 

Queensland also taught a range of other instruments, too. The fact that Jackson was 

singled out as a mandolin and guitar specialist in the press, gives the impression that her 

particular association with plucked string instruments was widely recognised. 
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Mrs. Mary Brennon Matthews 

 

According to her obituary, Mrs. Mary Matthews (née Hurley) was “one of Brisbane’s best 

known musicians” (“Death of Mrs. M. B. Matthews,” 1952, p. 9). The obituary also 

reveals that many prominent local musicians had received tuition from her. Matthews 

appears to have dedicated her life to music: she was active not only as a teacher, but also 

as a performer, an ensemble leader and director, and as a recording artist. Sources dating 

back to 1898 reveal that even as a teenager, she was active as a soloist and accompanist 

at concerts and dances in her home district of Clifton, near Toowoomba in the Darling 

Downs South West region (“School Concert at Clifton,” 1898). She relocated after 

marrying, setting up a studio in Brisbane, where her advertisements announced her 

intention to instruct in piano, tenor and plectrum banjo, mandolin, and theory, in addition 

to harmony, orchestration, and jazz (“Advertising,” 1924, September 27).  

 

Matthews started teaching Spanish guitar, Hawaiian guitar, and tenor guitar in 1926. It 

was around that time that she established two amateur plucked string ensembles: the 

Cadenza Plectral Club and the Banjo Band (“Advertising,” 1926, January 23). These two 

groups became the feature of her professional activity for several years, which led to 

extensive performing and recording work, as well a broadcasting deal with ABC radio. 

In 1930, an article about a radio appearance was published in the Daily Standard. It 

claimed that the Cadenza Plectral Club and Banjo Band was “a bright and tuneful 

combination” and that the two combined were “quite a novel entertainment.” The article 

also noted that Matthews had “worked her party very hard at rehearsals” and that the two 

clubs promised a good variety of radio programmes for their listeners (“Plectral Club,” 

1930, p. 5). Matthews appears to have wanted to increase the size of her operations the 

following year. An advertisement, printed in The Brisbane Courier in January 1931, 

shows Matthews’ attempt to recruit mandolin, banjo, tenor banjo, mandola, mando-cello, 

and Spanish guitar players for a 50-piece amateur orchestra (“Advertising,” 1931, January 

29). In 1933, another advertisement shows that she was canvassing musicians for a 

Hawaiian Guitar Club. 

 

Although she continued to direct the Cadenza Plectral Club and Banjo Band and to teach 

fretted instruments, Matthews also began to advertise piano accordion lessons, and started 

a recruitment campaign for a piano accordion club by the mid-1930s. Consequently, by 
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1939, the Brisbane Piano-Accordion Club was an established ensemble. By 1941, her 

advertisements began to focus on piano accordion tuition and club work, with only 

occasional references to guitar lessons. Her changing interests over the years could reflect 

her desire to teach the styles of music she enjoyed the most. The changes could, however, 

also be a reflection of her approach to business. Matthews was probably cognisant of what 

her students wanted to learn and she likely knew that her music studio would thrive if she 

taught the most popular instruments and genres. Regardless, Matthews appears to have 

been successful with all of her pursuits in addition to being highly regarded by the 

community. 

 

Mr. A. Hargreaves  

 

Although Mr. A. Hargreaves had what would be described today as a portfolio career, he 

would likely have been considered a ‘jack-of-all-trades’ in his time. First and foremost, 

Hargreaves appears to have been a professional musical instrument repairer. He regularly 

advertised his repair services, stating his ability to fix “every description of musical 

instrument” (“Advertising,” 1900, August 14, p. 6). Once, he even claimed that no 

instrument was beyond his repair (“Advertising,” 1947, August 8). The first direct 

connection to fretted instruments occurred in 1903, when Hargreaves placed an 

advertisement in The Telegraph stating that he could repair guitars, mandolins, banjos, 

and guitar-zithers (“Advertising,” 1903, January 3). By 1911, according to the extant 

publicity, his instrument repair business became a veritable “musical instrument hospital” 

(“Advertising,” 1911, September 19). 

 

Besides instrument repairs, from around 1910 Hargreaves also frequently advertised his 

piano, mandolin, cello, English concertina, and steel guitar tuition services. In 1916, he 

also placed several announcements in an attempt to recruit musicians for an amateur 

orchestra, for which he guaranteed professional instruction (“Advertising,” 1916). 

Consequently, Hargreaves appears to have been able to play and to teach a variety of 

instruments, in addition to being a music director, and an instrument repairer. He was still 

advertising his services in 1947, which means that he had been operating his business for 

around 50 years (“Advertising,” 1947, August 8). Hargreaves could easily be overlooked 

in such a historical narrative because he was primarily an instrument repairer rather than 
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a prominent performer. Yet, throughout his career, his services would undoubtedly have 

made a substantial contribution to Brisbane’s music industry.   

 

Signor E. Rossi  

 

Some teachers seem to have devoted their lives to cultivating the arts in Queensland, 

whereas others appeared and then simply disappeared within a matter of weeks. Signor 

E. Rossi was among that latter group of teachers. Rossi was an eminent teacher in Sydney 

from around 1890 to at least 1937. He advertised prolifically, and from the extant business 

notices, it seems that he was a versatile musician and educator, and a savvy business 

person. Advertisements show that he taught Spanish and steel guitar, mandolin, banjo, 

violin, viola, singing, voice production, and piano. Rossi also directed amateur orchestras, 

ran violin classes, and conducted a group called the Ladies’ Imperial Mandolin, Banjo 

and Guitar Orchestra (“Social Items,” 1907). In 1909, Rossi advertised in The Brisbane 

Courier, expressing his intention to reside and teach in the northern capital. Rossi stated 

that, having for 15 years been a leading teacher in Sydney, he was “prepared to receive a 

limited number of pupils for violin, voice production, mandoline, and guitar” in Brisbane 

(“Advertising,” 1909, May 22, p. 9) 

 

Despite his success in Sydney, Rossi’s Brisbane chapter only lasted a fortnight. He first 

advertised in The Telegraph on May 14, 1909. He then published notices almost daily 

until May 29. On one occasion, he even announced his intention to establish a mandolin, 

banjo, and guitar orchestra, in addition to a violin class and an orchestra (“Advertising,” 

1909, May 28). Despite his intentions, Rossi had returned to Sydney by May 31. Rossi 

probably faced a lot of competition in Sydney; the advertising columns in Sydney 

newspapers are full of notices from other guitar teachers. He may have hoped to carve a 

niche for himself in Brisbane, but discovered that the market was saturated. The local 

student conglomerate may also have had strong alliances with local teachers. Given the 

impact that Rossi appears to have made in Sydney, the legacy he could have left for 

Brisbane had he stayed longer can only be imagined. 
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Notable Students 

 

The above section has cast some light on a handful of prominent individuals who taught 

the guitar in Queensland. The teachers represented above, combined with the others listed 

in Appendix B would likely have taught the guitar to a great number of students 

throughout their careers. They probably taught the guitar to most of the anonymous 

musicians who were involved in the aforementioned mandolin orchestras, BMG clubs, 

guitar parties, orchestras, Hawaiian bands, dance bands, mouth organ bands, zither bands, 

and hillbilly groups. It is difficult to shed much light on guitar students, because as 

amateurs they were not often acknowledged or named in the press. There are, however, a 

couple of exceptions. For instance, Percy Brier was reported as being the Mrs. Harry 

Reeve’s “best-known” pupil. This was explicitly noted in Reeve’s obituary (“Mrs. H. 

Reeve Dead,” 1945). Brier, however, did not receive guitar lessons from Reeve, nor does 

it seem that he ever learned or played the guitar at all. Brier was, however, an 

accomplished pianist, composer, researcher, and historian. Brier continued his association 

with his former teacher by regularly collaborating with her in concerts and lecture-recitals 

over the years (“Mr. Brier’s Lecture Recital,” 1914). 

 

George Lloyd was a student of Mrs. I. M. Skinner, who was discussed in the previous 

chapter about individuals and ensembles. Astonishingly, Lloyd was heralded in the 

Bowen Independent as being the best guitarist in the country: on November 11, 1938 the 

paper stated that Lloyd held “the distinction of being the best guitar player in Australia” 

(“Music Examinations,” 1938). Just days later, however, the paper was forced to issue a 

correction notice. It transpired that the claim was a mistake, and that the paper had meant 

to report that Lloyd was regarded as being the best “boy” guitar player in Australia (“A 

Correction,” 1938). Still, Lloyd was evidently quite active within Bowen’s local music 

scene. He regularly contributed solos and ensemble items with a seven-piece guitar party 

at charity fêtes and concerts in the area (“Grand Concert,” 1939). 

 

Specialist Music Academies and Music Programs at Schools and Colleges  

 

A considerable number of specialist music schools and colleges offered guitar lessons to 

students in Queensland. Many of these colleges were based in School of Arts buildings 

around the state, where courses of musical instruction were provided along with lessons 





 

118 
 
 

 

subjects such as languages, drawing, painting, dressmaking, and embroidery. From 1911 

to 1912, Mr. David Prezini was hired by the college to teach the mandolin, violin, guitar, 

banjo, piano, and theory (“Advertising,” 1911, August 15). Also in Brisbane was the 

Brisbane College of Music, which operated from around 1913 to at least 1945 under the 

direction of Professor David Butler. The college first advertised guitar lessons in 1914, 

alongside instruction in banjo, mandolin, violin, viola, cornet, clarinet, and piano 

(“Advertising,” 1914). The college also offered teachers’ diplomas to musicians who 

wanted to qualify as educators. 

 

Several music schools catered specifically to students interested in Hawaiian music when 

that genre became fashionable in the 1920s. The Hawaiian College of Music, for instance, 

was among the first of these specialist colleges. Brinkley K. Henson was a representative 

for the Hawaiian College of Music from 1923 to 1925. Henson was employed to give 

demonstrations on the ukulele and the steel guitar to prospective students. He travelled 

extensively, visiting regional college branches situated in Toowoomba, Townsville, 

Mareeba, Atherton, Herberton, Yungaburra, Cairns, and other surrounding districts (“Be 

Musical,” 1923). The First Hawaiian College of Music was run by sisters Frances and 

Zohry Francis, and it operated in Brisbane from around 1926 to 1932. The Francis sisters 

taught Spanish guitar, Hawaiian guitar, ukulele, banjo, mandolin, and piano. Frances and 

Zohry capitalised on the fact that they were originally from Honolulu, claiming that they 

were the only local music teachers capable of instructing “the real Hawaiian art” in an 

authentic way (“Advertising,” 1926, September 1, p. 21). 

 

Keith and Elizabeth Kennedy were a musical husband and wife team. They ran the 

Kennedy Conservatorium of Music in Townsville from the early 1930s to the late 1950s, 

although they had been operating as the Kennedy Music Studio for many years 

previously. The Kennedys taught violin, viola, cello, piano, flute, mandolin, banjo-

mandolin, banjo, Spanish guitar, and Hawaiian guitar. They also directed and performed 

with some chamber music groups, fretted instrument ensembles, and guitar parties. 

Advertisements show that the Kennedy Conservatorium officially offered ‘guitar club’ as 

a subject from the early 1950s (“Advertising,” 1950). Aside from his teaching activities, 

Keith Kennedy also presented a series of lecture-recitals on aspects of music history, and 

contributed several musicological and ethnomusicological essays for publication in 

newspapers of the day (Kennedy, 1936). 
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Guitar Lessons in Schools 

 

As discussed above, the sources indicate that the guitar was taught by individual teachers 

in private studios as well as by some specialist music academies and colleges. The 

sources, however, also reveal that the guitar was taught in some Queensland schools, too. 

All Hallows’ Convent School in Brisbane, for example, offered guitar lessons as part of 

their extra-curriculum program in 1899 (“All Hallows Convent School,” 1899). The 

guitar continued to be taught at All Hallows’ Convent School well into the 1900s. In fact, 

the sources show that the convent boasted a banjo club in 1916 and, as is discussed above, 

a 100-piece orchestra that consisted of violins, cellos, double basses, mandolins, guitars, 

ukuleles, and triangles in 1925 (“All Hallows’ Convent,” 1916; “Woman’s Letter,” 1925). 

Among the many references to the guitar being taught in schools, the sources show that 

guitar lessons were provided at the Convent School (Maryborough), Slade School 

(Warwick), Brisbane Boys College, and others (“Convent School Concert,” 1916; “Slade 

School Concert,” 1929; “Brisbane Boys’ College,” 1936). 

 

Queensland was home to many resident music teachers during the period under 

investigation. Some taught the guitar in homes, private studios, music shops, and office 

suites, whereas others were peripatetic music teachers who travelled from place-to-place, 

teaching at specialist music colleges and academies, and at local School of Arts buildings. 

Some schools also offered guitar lessons as part of their extra-curricular educational 

activities. Many local guitar teachers were active performers; they were soloists, chamber 

musicians, accompanists, and directors. Many of them also taught other instruments—or 

entirely different skills and subjects—in addition to the guitar. As such, few were guitar 

specialists. Nonetheless, most of them achieved success with their guitar students and 

their fretted instrument ensembles. Evidence of these successes can be gleaned from the 

significant number of published reviews and commentaries. Drawing their students 

together for collaborative events such as benefit concerts, student recitals, and social 

activities (such as end-of-year, engagement, and going-away parties), these teachers often 

went beyond their primary faculties as educators to establish meaningful connections 

within their communities. 
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Chapter 4. Instruments: The Types of Guitars Used and the Local 
Guitar Market 

 

As explained in Chapter 1, the word ‘guitar’ was often used in the primary sources to 

describe or to refer to any guitar-like instrument. A multitude of guitars and guitar-like 

instruments were mentioned and discussed in historical newspapers. As so many different 

types of guitars were in use during the surveyed period, the terminology used to refer to 

them is at times confusing and misleading. Guitar-like instruments were often vaguely 

described or falsely identified by reporters and audience members, as well as by 

musicians themselves. The guitar evolved substantially and rapidly over the course of the 

period under investigation; therefore, many retronyms were later assigned in an attempt 

to clearly define each of the various upgrades and evolutions. For instance, the term 

‘classical’ that is used today, identifies a specific type of guitar—one that is fitted with 

nylon or carbon strings and is suited to a core repertoire of classical music. Classical 

guitars, however, did not exist as such in the past; the addition of the ‘classical’ identifier 

came into use many years later to distinguish it from other types of instruments, such as 

those that were amplified, those that were fitted with different types of strings, and those 

that were better suited to other styles of music. The phrase ‘classical guitar’ appeared in 

print for the first time in a Queensland newspaper in January 1949 in relation to a radio 

programme titled Renaissance of the Classical Guitar (“Radio,” 1949). The following 

chapter aims to showcases the diverse range of guitars and guitar-like instruments that 

were referred to in the historical news sources. The chapter also addresses local lutherie 

practices and explores some of the retailers and auctioneers who supplied resident 

guitarists with instruments, sheet music, and accessories. Please see Appendix C for a 

more detailed list of the instruments discussed herein.  
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Making music strings is a craftsman’s job, whether they be of plain gut, silk, 
steel or covered with metal wire. As far as gut goes, the British tradition runs 
back to the medieval lute… a single sheep, with 25 yards of gut, will produce 
six A strings for a violin… British craftsmen are as adept in making strings 
for unusual instruments like the Columbian tiple, the Arabian aoud, and the 
Chinese mandolin, or for the members of the violin family and the popular 
fretted instruments like the guitar. (“Seven Sheep Supply Gut,” 1941, p. 5) 

 

Most classical guitarists today use nylon or carbon strings on their instruments, hence the 

common usage of the more modern term ‘nylon string’ guitar. These synthetic materials 

are capable of producing a desirable gut-like tone while being far less prone to damage 

(Bonta & Partridge, 2001). Although nylon and its application for use in guitar strings 

was not discussed in local papers during the period under investigation, news of the 

advent of nylon silk itself did make local headlines throughout 1939 (“New Substitute for 

Silk,” 1939). The use of steel for stringing guitars, however, dates back to the late 1800s 

(Bacon, 2001a). The first reference to a steel string guitar in an Australian newspaper 

appeared in The Sydney Morning Herald in 1920 (“Advertising,” 1920, July 14). An 

instrument described as a “12 steel string Spanish guitar” was later advertised for sale in 

Brisbane in 1925 (“Advertising,” 1925, December 4, p. 13). Given that steel string guitars 

were not referred to in local newspapers until the 1920s, it is possible that most guitarists 

were still using gut strings until that decade.  

 

Modern classical guitars are typically fitted with six strings. Thus, guitars with a greater 

number of strings than that are usually described as ‘extended-range’ guitars. Besides the 

12 steel string Spanish guitar, discussed above, some other extended-range guitars were 

referred to in local newspapers in the past. For instance, a fretless, 10-string guitar was 

advertised for sale in Rockhampton’s Morning Bulletin in 1947. The first of two 

advertisements stated that the guitar was tuned to “all open notes,” whereas the second 

advertisement mentioned that the instrument would suit a hillbilly (“Advertising,” 1947, 

March 11, p. 3; “Advertising,” 1947, June 19). These two descriptions offer some insights 

into the possible tuning of this particular extended-range guitar, while also indicating the 

type of repertoire it might have been suited for.  

 

Harp-guitars (sometimes also called guitar-harps) went through a period of popularity and 

innovation around the turn of the 20th century, due to the rise of the mandolin orchestra 

and BMG club movements. Although occasionally played solo, with an extended range 

of bass strings, harp-guitars were usually played in ensemble settings because they 
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provided fretted instrument orchestras with considerable volume and sustain in the lower 

register. Described as “somewhat resembling the guitar,” an Elsa harp-guitar was referred 

to in local papers in 1895 after it was used in performances in Brisbane and in Longreach 

(“The Blind Jubilee Singers,” 1895, p. 10). That same year, an Elsa harp-guitar was 

available for sale, advertised as a “musical novelty,” at various music shops, including at 

Izatt and Son on Queen St., Brisbane (“Advertising,” 1895, p. 7). Harp-guitars made by 

the Gibson Company were later imported by local retailers and were a featured attribute 

of Australia’s Premier Complete Mandolin Club (“Mandolin Concert,” 1912, September 

11). Like harp-guitars, bass guitars were specifically designed and created to reinforce 

bass lines in fretted instrument ensembles. Many instrument manufacturers purposefully 

catered for this niche in the market by designing large instruments, capable of playing the 

orchestral parts that were usually rendered on double basses. A bass guitar was used in a 

performance presented by the Hawaiian Melody Makers in 1928. As part of a “unique 

set,” the musicians played banjolins and ukuleles, in addition to steel and bass guitars 

(“Hawaiian Melody Makers,” 1928, p. 4). 

 

The guitar went through a long period of innovation during the first half of the 20th 

century. Luthiers and instrument manufacturers experimented with using different 

materials for strings to improve their accuracy of pitch and to expand their tonal palette 

and timbral capabilities. However, in order to obtain more volume, projection, attack, and 

sustain in band and orchestral settings, luthiers explored using different materials and 

technologies in the construction of the body of the guitar itself. Consequently, by the late 

1920s, some manufacturers had abandoned the use of wood altogether, and had begun 

instead to construct guitars almost entirely out of metal (Figure 37). The earliest reference 

to such an instrument in a Queensland newspaper appeared in January 1928. This guitar, 

which was made of German silver, was described as possessing significant volume, 

making it “suitable for orchestra use, while retaining the sweet tone produced by the 

wooden guitar” (“No Title,” 1928, p. 7). National ‘silver’ guitars were the first of many 

innovative instruments to become available to local musicians. These guitars were 

advertised as having a beautiful tone, which was purportedly “easily four times the 

volume of ordinary instruments” (“An Unusual Modern Musical Programme,” 1931, p. 

10). Such guitars were also marketed as being resistant to rusting, warping, and cracking, 

making them ideal for Queensland’s tropical climate. Silver guitars were available in 
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They carry huge instruments with copper strings, like gigantic guitars or 
mandolins… These guitars, which give out different tones, vary much among 
themselves, but they all have large bodies, whilst here and there along the neck 
hollow balloons, looking like birds clustered round a stalk, are placed to 
increase their resonance… some are made to be stroked by the fingers; others 
to be played with a bow; others again are struck with a stick of pearl, and there 
is even one that is played by rolling a little ebony thing looking like a black 
egg over the strings… (Loti, 1940, p. 10) 
 

The word ‘guitar’ occasionally appeared in local papers in foreign languages. For 

instance, the German spelling guitarre often appeared in the historical press. A guitarre 

was available for sale by a private seller in Rockhampton in 1917; however, the reference 

was almost always used in relation to a popular violin show-piece by the German 

composer Moritz Moszkowski (1854–1925) (“Advertising,” 1917; “Amusements,” 

1922). The Spanish spelling guitarra appeared in The Northern Miner (Charters Towers) 

in 1929 in a lengthy article (Figure 42) discussing the origins of the modern Spanish guitar 

(“The Guitarra,” 1929). Additionally, a reference to the French-sounding guitare d’amore 

appeared in The Telegraph in 1937. Yet, just as with Guitarre, Guitare d’amore was 

actually used in reference to a popular musical composition. This latter piece was 

composed by Ludwig Schmidseder (1904–1971) (“Comedy Harmonists’ Thursday 

Programme,” 1937). 
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Instruments such as ‘plectrum’ guitars, ‘pick-style’ guitars, and ‘finger-style’ guitars were 

named after the right-hand technique employed when playing them. The plectrum guitar 

emerged in the late 1920s to fill a niche in the market. It is thought to have been created 

for use by plectrum-style orchestral banjoists to enable them to easily double on the guitar 

without requiring them to be proficient at it. The instrument sounded like a guitar but was 

strung and tuned like a banjo, making it playable using standard banjo techniques. An 

instrument known as a tenor guitar appears to have been identical to the plectrum guitar. 

These instruments were predominantly used in ensemble, orchestral, and club settings. 

Unlike plectrum and tenor guitars, however, pick-style and finger-style guitars were not 

modified instruments. Rather, these identifications were given to describe the right-hand 

finger-picking and plectrum techniques that were used when playing them. 

 

Kindred, Hybrid, and Novelty Instruments 

 

A number of related guitar-like instruments were identified in the local news sources 

during the period under investigation. Predominant were kindred instruments, such as 

mandolins, banjos, and ukuleles, as were myriad hybrids. The mandolin requires little 

introduction, except to mention that it was sometimes referred to as the mandoline, 

bandolin, bandolina, and bandurria in the historical news media. ‘Mandoline’ is simply 

the archaic spelling—also the German and the French spelling—of mandolin 

(“Advertising,” 1911, June 17). The latter three instruments, however, were each 

mistakenly identified as mandolins by local critics, but are actually variant spellings for 

various traditional mandolin-like instruments from South America, Spain, and Portugal 

(Schechter, 2015; “Promenade Concert,” 1889; Schechter, 2001). Mandolins were used 

in all sorts of contexts and were played in Queensland by many local and visiting 

musicians since the 1870s. Similar instruments, including the 12-string mandolin, 

mandola, mando-cello, and mandolyra, were also referred to in Queensland newspapers 

(Figure 44).  
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instruments were present—and potentially being played—in Queensland at the time 

(“Antique Lute Found,” 1929). 

 

Numerous sources testify to the fact that the subtropical Queensland climate was an issue 

for local guitarists in the past. Indeed, an article published in 1892 noted that guitars and 

other stringed instruments should be stored in cases when they were not in use to avoid 

excessive exposure to humid conditions (“Musical Matters,” 1892). “Climatic influences” 

appear to have necessitated a range of novel inventions. For example, in 1898, some 

inventors experimented with making musical instruments out of aluminium (“Music and 

Drama,” 1898, p. 2). While the bodies of such instruments were said to have been crafted 

from aluminium, most of the fittings—such as the fingerboards and the strings—were 

crafted from wood and other conventional materials. Besides the functional attributes of 

these early metal guitar prototypes, some other aluminium instruments that were invented 

in the United States in 1898 had detachable strings, and could be converted into kitchen 

utensils (“No Title,” 1898). 

 

References to ‘novelty’ and ‘freak’ musical instruments also occasionally appeared in the 

local press. The Australele, for example, was an instrument with a sound that critics 

likened to a ukulele, guitar, harp, and chimes combined (“From Our Window,” 1930). 

Two other novelty hybrid instruments were invented so as to imitate the volume and the 

sound of guitars and other plucked string instruments. According to an advertisement that 

appeared in The Queenslander in July 1902, the Harp-O-Chord was a “harmonica or 

mouth-harp and zither” combined that could produce a “volume and vibratory effect, 

twice as loud as both mandoline and guitar” (“Display Advertising,” 1902). A “freak 

musical instrument,” identified at the time of invention as an ‘electric piano’, could 

reportedly replicate the sound of a guitar and several other instruments. It was predicted 

that it would revolutionise “not only the musical-instrument industries,” but the 

“technique of composition” as well (“Freak Musical Instrument,” 1933, p. 10). 

 

Queensland-Based Luthiers 

 

According to Archee (2014), Australian-made guitars have “had a relatively short life” in 

Australia’s history. Indeed, as Archee concludes: “there were no Australian guitars until 

after WW2” (p. 102). Archee was speaking of Bill and Reg May’s guitar manufacturing 
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business, Maton Guitars (est. 1946), that produces steel string guitars for both student and 

professional players. Primary sources show that Maton guitars were being sold in 

Queensland at Paling music stores from as early as 1948 (“Advertising,” 1948). Maton 

might have been one of the first firms to manufacture guitars commercially in Australia, 

but there is evidence of guitars being produced on a smaller scale in Queensland some 

decades earlier.  

 

An article published in 1921 shows that guitars, banjos, and mandolins were being made 

by a luthier in Cairns. According to the report, the appearance and the tonal qualities of 

these instruments, which were made with local timbres, were “equal to many of the 

instruments imported from foreign countries” (“Ring Events,” 1921, p. 20). A 1934 article 

refers to a luthier based in Ebbw Vale, near Ipswich, who had “launched out on a big 

scale” in the construction of guitars, mandolins, and ukuleles—all of which were being 

made from Queensland woods (“Mandolins and Guitars,” 1934, p. 3). Reports from 1935 

and 1949 show that at least two other independent workshops were operating elsewhere 

throughout the state, including in Maroochydore and Rockhampton (Figures 47 and 48) 

(“Instruments Made from Cotton Tree,” 1935; “Mr. Bianchi and His Guitars,” 1949). 

Another article shows that a drum manufacturing firm was constructing guitars on a 

commercial scale in Queensland in 1954. The firm, called Dandy Drum (Figure 49), had 

reportedly built 100 guitars and had orders for another 100, such was the local demand 

for these instruments (“Made in Qld,” 1954). The evidence clearly shows that there was 

a sound knowledge of—and interest in—guitar construction in Queensland, and that there 

were some small commercial ventures pre-dating Maton by about 25 years. 
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How Guitarists Acquired Instruments, Sheet Music, and Accessories 

 

The historical press gives the impression that there was a considerable demand for fretted 

instruments in Queensland. It seems as if wherever that demand was felt, there was a 

retailer to satisfy it. While there is evidence of specialty music retailers operating all 

across the state during the surveyed period, general stores, news agencies, and fancy 

goods shops also catered to the needs of musicians by providing strings, accessories, sheet 

music, and some instruments in the earlier years. Besides such retail outlets, local 

residents also made new and used instruments available for purchase via private sale and 

auction. There are countless extant advertisements showing guitars for purchase through 

these avenues. Indeed, the first known record of a guitar being made available for sale in 

Queensland is an auction notice published in the Moreton Bay Courier in December 1854 

(“Classified Advertising,” 1854). The following section gives an overview of specialty 

music retailers, newsagents, gift shops, and fancy goods shops that operated within 

Queensland to supply instruments, strings, sheet music, fittings, and accessories to local 

fretted instrument enthusiasts.  

 

Retailers 

 

Based in Ipswich, A. Beattie Bookseller and Stationer appears to have been the first 

retailer to advertise a guitar for sale in Queensland (“Advertising,” 1856, January 1). 

Guitar strings were made available locally by W. H. Paling by mail order from Sydney in 

1860, but the business did not sell instruments in Queensland until 1898 (“Classified 

Advertising,” 1860). Paling had several stores around the state, including at Brisbane, 

Toowoomba, Rockhampton, Ipswich, and Townsville. Paling was the sole agent for 

instruments manufactured by the Chicago-based company Lyon and Healy (“Improved 

Telegraph Lines,” 1898). Resident fretted instrument ensemble players would 

undoubtedly have used Lyon and Healy’s ‘Washburn’ guitars and mandolins. Wilkie, 

Webster, and Co. was a music firm based in Melbourne, but in 1864 they advertised in 

local papers stating that their guitars could be sent from Melbourne to customers in 

Brisbane (“Classified Advertising,” 1864). Guitars were made more readily available 

from the mid-1860s onwards by retailers such as J. C. Carter (bookseller and stationer) in 

Toowoomba, and Joseph Kohn and Co. in Brisbane (“Advertising,” 1866, March 6; 

“Classified Advertising,” 1869). 
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In the early 1870s, Rockhampton residents could purchase specialised guitar instruction 

books from W. M. Hopkins (“Advertising,” 1872). G. D. Harrison Music Warehouse, 

mentioned above, supplied Brisbane residents with guitar strings, gut, silk, and music 

wire for pianos and other instruments (“Advertising,” 1873). In the 1870s, several 

specialty music retailers such as George Slater and Co. (1873), Loveday and Hunt (1875), 

H. W. Loveday (1876), Ashdown and Parry (1876), and M. Caldwell (1878) advertised 

plentiful stocks of guitar strings and guitar music. Guitars and banjos were being sold by 

R. T. Jefferies and Co. (which later became Queensland Music Warehouse) in the late 

1870s. Some of their advertisements stated that guitar music could be “forwarded to all 

parts of the colony post free” (“Classified Advertising,” 1876, March 30, p. 1). 

 

The Brisbane Music Warehouse sold guitars and banjos in addition to running an 

instrument repair and tuning service in the early 1880s (“Advertising,” 1882, August 30). 

Some regional music retailers in the 1880s included John Schoenle (Ipswich), J. Albert 

and Son (Sydney), Thomas Miller (Maryborough), and the Longreach Fancy Goods 

Depot. Izatt and Son, H. J. Pollard and Co., Wallace Scott, T. C. Christmas, Chivers and 

Co. Music Warehouse, and Kaeser’s Music Depot all operated in the 1890s, supplying 

Brisbane-based musicians with guitars, mandolins, banjos, and strings. John Huxham and 

Co. advertised an “assortment of musical instruments and up-to-date music,” which 

included guitars, mandolins, and banjos in 1901 (“John Huxham and Co.,” 1901, p. 12). 

G. T. Young Music Warehouse (Pittsworth) advertised Gibson mandolins, guitars, and 

harps for sale in 1912 (“Advertising,” 1912, February 21). This business (Figure 51) 

supplied Australia’s Premier Complete Mandolin Club with the range of Gibson 

instruments that the club was known for endorsing (“Pittsworth Mandolin Club,” 1912). 

From 1919, Grice’s Musical Warehouse sold all types of plucked string instruments from 

stores located around the state, such as those in Toowoomba, Cairns, Townsville, and 

Mackay.  
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In the early 1930s, J. Falanga was purportedly the “cheapest fancy goods shop in North 

Queensland” (“Advertising,” 1931, November 2, p. 2). Their advertisements show that 

they stocked a full range of guitar strings as well as “all musical accessories.” In 1934, 

Crowe’s Music Store advertised a selection of Italian guitars, mandolins, banjos, ukuleles, 

and musical accessories at their stores in Warwick and Stanthorpe (“Advertising,” 1934). 

Drouyn and Drouyn ran two stores in Brisbane and were the sole Queensland distributors 

for the aforementioned ‘silver’ guitars. They also boasted the “most modern stocks in 

Australia” (“Advertising,” 1935, p. 1). Based in Nambour, L. H. Greave’s Stationer, 

Bookseller and Newsagent stocked instruments, accessories, sheet music, and guitar 

records (“Advertising,” 1936, September 25). The Melody Shop and Mackay Music 

Depot, Nielsons and Noxall’s (Cairns), and Charles Burrows (Townsville), all supplied 

Hawaiian guitars, resonator guitars, and amplifier guitars to musicians and enthusiasts in 

Queensland in the late 1930s and 40s. 

 

Auction 

 

New and used guitars were regularly advertised for sale by auction in the historical news 

media. As discussed above, the earliest evidence of a guitar being auctioned dates back 

to the year 1854. Next, in 1862, Arthur Martin of the City Auction Mart (Brisbane) had a 

“Spanish guitar, with machine head”12 on offer, along with a vast range of keyboard, 

brass, and woodwind instruments (“Classified Advertising,” 1862, December 16, p. 3). 

Dickson and Duncan (Brisbane) auctioned a large range of surplus musical stock 

consisting of guitars, violins, and harmoniums in 1869 (“Classified Advertising,” 1869). 

In 1871, a “rare, genuine Spanish guitar” was being auctioned, along with a “very 

splendid assortment of musical instruments,” again by Arthur Martin of the City Auction 

Mart (“Classified Advertising,” 1871, p. 4). The advertisement states that the auction 

would likely appeal to “musicsellers, volunteer bands, professionals, principals of 

schools, amateurs, and lovers of music.”  

 

In 1884, G. S. Curtis of Interstate Estates (Rockhampton) advertised the auction of the 

effects of the late Herr Kmoch. As mentioned previously, Kmoch was a violinist and 

                                                            
12 A machine head is a mechanical device that facilitates the tuning of guitars and some other stringed 
instruments. Before the introduction of machine heads, guitars were fitted with wooden tuning pegs. These 
pegs were held in place by friction, similar in fashion to violins and other bowed string instruments 
(Slatford, 2001). 
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conductor of the Austrian Strauss Band, which toured the eastern states of Australia in 

the early 1880s. Some of Kmoch’s personal effects included two pianos, an American 

organ, three violins, a guitar, and a banjo, as well as sheet music, and some other musical 

accessories (“Advertising,” 1884). In 1891, Isles, Love and Co. advertised an unreserved 

sale of a large number of instrument strings, including 12 sets each of guitar and banjo 

strings (“Classified Advertising,” 1891). Also in 1891, a fine rosewood guitar was 

advertised for auction in The Telegraph as part of a sale of household furniture 1891 

(“Advertising,” 1891, July 8). King, Cribb, King also advertised a “superior machine-

head” guitar in 1905, while in 1908 the Post Office Auction Mart was auctioning a 

“valuable Spanish guitar” (“Advertising,” 1905, p. 8; “Advertising,” 1908, May 30). 

Thornton and Pearce Auctioneers and J. Smales and Co. Ltd. both advertised guitars for 

auction in Brisbane in 1929. The latter company was offering an Oscar Schmidt–brand 

guitar (“Advertising,” 1929). A ‘Maxitone’ Hawaiian guitar was up for auction by 

Jackson and Meyers in Ipswich in 1941 (“Advertising,” 1941, February 21).  

 

Instrument Prices 

 

In the early 1880s, guitars were being advertised for sale at the cost of roughly £6 

($1300).13 Banjos were being advertised for about £3 ($550) during the same period. 

Guitar prices appear to have remained the same throughout the 1890s, whereas mandolins 

prices ranged from £2 to £6 ($500 to $1500), depending on the quality of the instrument. 

Guitar prices seem to have fallen to an average of around £2 ($500) in the early 1900s. 

Guitar prices might have become competitive at this time as more guitar brands and 

models came onto the market. During the first two decades of the 20th century, guitars 

could still be purchased for as little as £6 ($500) and banjos could be bought for just £3 

($200). Although guitar and banjo prices dropped, the price for a mandolin was still quite 

high. In fact, a superior-quality mandolin could cost up to £25 ($2000). Amplified and 

electric guitars, however, were significantly more expensive than the most superior 

mandolin. When amplified and electric guitars came onto the market in the 1930s, an 

instrument and amplifier outfit was worth between £45 ($6000) and £70 ($10,000). In 

contrast to the considerable expense of an electric guitar, in the late 1930s a budget brand 

acoustic instrument could still be purchased for about £4 ($500). Remarkably, likely due 

                                                            
13 Average historical instrument prices have been modified from pounds to AU$ dollars, and have been 
converted into year 2020 equivalent values. 
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to the mass production of various instruments, in the 1940s, some guitars were advertised 

for as little as £3 ($250). 

 

As has been explained in this chapter, numerous types of guitars were played in 

Queensland during the surveyed period. From superior, gut-string Spanish guitars, to 

amplified and electric guitars crafted from aluminium and silver, all types of instruments 

were used and popularised. These instruments were typically used in specific contexts to 

fulfil particular musical roles. For instance, harp-guitars were used in mandolin orchestras 

to provide solid bass lines, whereas amplified and electric guitars were used in dance 

orchestras to match the loud, large forces of such groups playing in crowded dance halls, 

and steel guitars were used in Hawaiian bands to evoke the distinctive sound of Hawaiian 

music. Numerous kindred, hybrid, and novelty instruments were also played—or at least 

discussed in the newspapers—locally. In any case, Queensland residents had 

opportunities to listen to or to read about these unusual instruments. It is not commonly 

known that luthiers and commercial guitar manufacturers existed and operated in the state 

since 1921. As a consequence of mass production abroad, however, guitars of varying 

qualities were available for purchase by local consumers at all price-points, making them 

both accessible to the masses and exclusive to the elite. Guitars, sheet music, and all types 

of accessories could be obtained by private sale, auction, and mail order, as well as from 

stationery shops, fancy goods shops, and speciality music stores from almost anywhere 

in Queensland. 
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Chapter 5. Repertoire: The Types of Music Played 
 

One of the main goals of this research project was to construct a catalogue of repertoire 

that was once performed on the guitar in Queensland in the 100 years and more between 

settlement in the 1840s and the end of the 1940s. Once the catalogue had been established, 

the next objective was to obtain suitable historical sheet music publications to reconstruct, 

or to create new arrangements of works from available sources, and to revive them for 

today’s audiences. Similar to what has been demonstrated above concerning performers 

and instruments, it is possible to gain insights into the types of repertoire and genres that 

were once played by guitarists by studying the news media of the period. Establishing the 

identities of performers and performing groups, ascertaining the types of instruments 

used, and uncovering details about the venues and contexts in which guitar music was 

heard and performed required much painstaking research. A priority, however, was to 

establish a body of performance repertoire. As such, it was necessary to verify details 

about works, bodies of repertoire, and their respective composers initially, so that research 

and the retrieval of sources could be undertaken. Needless to say, this part of the process 

required a much greater investment of time to overcome inherent hurdles and a deeper 

level of scrutiny, as accounted below. 

 

Concert publicity and reviews, along with radio program guides—the latter of which only 

became prevalent much later during the period under investigation—were pivotal in 

providing the data necessary for the formation of such a catalogue of works. Historical 

reporting conventions and practices, however, made the task of compiling such requisite 

details complex and labour-intensive. Concert advertisements regularly appeared in 

newspapers, but the details about the music to be presented and the names of performers 

were inconsistently provided. Occasionally, itemised programmes—complete with work 

titles and composer details—were advertised. However, there was always the possibility 

that the performance might deviate from what was advertised. For example, encores and 

last-minute programme changes would fail to be captured in advertisements. Hence, 

concert reviews, which were often published after significant events, are useful in 

corroborating if the publicised repertoire was rendered or not, and to ascertain if extra 

items were given. In most cases, these reviews elucidate and expand on what was 

advertised (Ferris, 2011).  
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While published radio program guides represent another important source of information 

pertaining to guitar repertoire, the majority of the radio guides surveyed for this research 

were quite vague; entire radio segments were listed, yet only a small percentage of them 

included work titles, composer names, instrumentations, and performer details. Guitar 

music and repertoire were sometimes discussed or alluded to in other sections of 

newspapers, including advertisements for music retailers, feature articles, serialised 

novels, travel diaries, foreign correspondence, pen-pal letters, letters to the editor, ‘chit-

chat’ columns, and elsewhere. Besides the various references to the repertoire that can be 

found in the published news literature, further evidence can be found in printed 

programmes, posters, postcards, photographs, and other concert ephemera. The main 

issue with these sources is that they are difficult to locate. Most, such as ticket stubs and 

receipts, were likely disposed of or are kept in private archives and have yet to surface 

(McGuinness, 1998). Sheet music is also useful in order to verify dates and places of 

publication and to therefore ascertain if it was likely—or even possible—for a particular 

work to have been performed. 

 

Problems with the Sources 

 

While newspapers often contain a wealth of valuable research evidence, some historical 

news sources and reporting practices can also cause ambiguity and frustration for 

researchers. This section highlights four main obstacles that were encountered during this 

investigation, before proceeding to explain how the method known as data triangulation 

was used to attempt to overcome them. The first of the obstacles is the fact that the sources 

are generally lacking in detail—specifically accurate information about work titles, 

composers, and performers. Next is a range of issues that concern the historical media 

industry itself. The third obstacle involves historical music criticism conventions, and the 

differences in treatment between professional and non-professional individuals and 

ensembles. The last obstacle concerns the habits of performers and organisers, primarily 

their tendency to supply inadequate programme and performance information to 

newspapers. 

 

As mentioned, there is a consistent absence of details in regard to titles of pieces and the 

names of their respective composers. For instance, often just a work’s title or a 

composer’s name was listed—not both. Moreover, when such details were provided, they 
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were vague, incomplete, or inaccurate. For example, an advertisement for a concert held 

in Maryborough in 1870 referred to several guitar pieces that were to be performed at the 

occasion. The soloist, however, was simply referred to as a “German Amateur,” making 

it impossible to ascertain their identity (“Advertising,” 1870, p. 3). Work titles—“War 

Ballad” and “When he Swallows”—were given, but their associated composers were not. 

Both titles are indistinct, making further research and retrieval quite difficult. 

 

Another example can be demonstrated in a review for a concert given in Brisbane in 1894. 

The reviewer asserts that a performer named Miss Evelyn Griffith played a “Spanish Air” 

on a guitar, but fails to provide the proper title or the composer of the work (“Daughters 

of the Court,” 1894, p. 2). Neither of the above sources contained enough detail about the 

works or the composers for the respective items to be properly identified and catalogued. 

Although certain types of information can be gleaned from these accounts—such as the 

approximate age, gender, and ethnicity of the performers, the performance dates, 

locations, and venues of the event, the general style of the music rendered, and the fact 

that a guitar of some kind was played—they are simply not detailed enough for the 

repertoire to be properly catalogued. 

 

Some of the foregoing problems stem from issues that are unique to the news industry, in 

general, and the physical medium of newspapers, in particular (Knudson, 1993). One of 

these issues, for example, is related to the expense of advertising. Artists and concert 

promoters probably had limited budgets and might, therefore, have been relatively limited 

in the amount of detail they could provide in their advertisements (Ferris, 2011). Their 

priority would likely have been to state the time, date, and location of their event. Another 

issue concerns music-related nomenclature. Music is a specialised field to begin with, and 

work titles, composer names, and performer names are often foreign and unusual. 

Because of this, there was a potential for the miscommunication of such information 

between promoters and newspaper staff. Newspapers typically have an extremely fast 

turnaround time. Spelling errors, omissions, and other mistakes could also have been 

made in the process of preparing news content for print. Therefore, the poorly edited, 

incomplete, or incorrect concert advertisements and reviews could have resulted from the 

rush to meet press deadlines or the desire to “beat the competition” with news of a 

particular event (Baumgartner, 1981, p. 256). Additionally, reporters were often restricted 
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to tight word-limits because papers did not allocate—or have—enough space for lengthy 

discussions about performers and their repertoire. 

 

Music criticism conventions of the time also need to be considered. Newspaper publishing 

houses, especially the regional ones, rarely hired musically knowledgeable or 

professional music critics to review performances. Often, critics and art contributors were 

just ‘penny-a-liner’ staff journalists, with no more than a rudimentary knowledge or 

appreciation of the arts (Ferris, 2011). Indeed, it appears that many of the reports about 

music in local papers were written by correspondents from regional areas, whose role was 

to provide mere snapshots of events, rather than to report on the minutiae of performances. 

Also, amateur performers were usually not named in the press during the period under 

investigation; it was only professionals who were named and were thus subject to 

criticism. Besides the etiquette of upholding anonymity, reporters typically refrained from 

listing or discussing the repertoire of amateurs, and withheld comment on their musical 

ability.  

 

A central concern here is, as has been discussed previously, the fact that most guitarists 

in Queensland were non-professionals. Therefore, the names of guitarists and the details 

of the repertoire they performed were rarely reported on and documented in newspapers. 

Another point for consideration is that although the guitar itself is seemingly ubiquitous 

in the news literature of the period in question, guitar repertoire is relatively unknown; 

guitar music is undoubtedly far less mainstream than that of other instruments. The fact 

that researchers and historians have largely neglected the guitar might be a consequence 

of the instrument and its repertoire existing on the periphery of musical activity (Coelho, 

2003). In the absence of a printed concert programme, it is unlikely that a staff reporter 

would have known the title or the composer of the pieces they heard. Thus, generic 

phrases, such as the performer “then gave a selection on the guitar,” or “guitar selections 

were also given” were commonly included in reviews of the time (“Brisbane,” 1891, p. 

2; “Londoners’ Club and Institute,” 1894, p. 5). Because of these historical reporting 

conventions, and in the absence of material evidence such as printed programmes and 

other concert ephemera, a vast amount of important information about guitar repertoire 

and performances in Queensland has been lost.  

 



 

149 
 
 

 

Another factor that has contributed to the lack of precise information about repertoire is 

that performers often did not supply concert programmes to the newspaper staff. This 

problem seems to have plagued diligent reporters from across the entire surveyed period. 

Sources indicate that in many cases, journalists were doing their best to accurately report 

on the repertoire they heard. Unfortunately, as they were often unfamiliar with the music, 

they relied on printed programmes to inform their critiques. This issue was raised in a 

report published in the Rockhampton Bulletin and Central Queensland Advertiser in 

1862. The reporter exclaimed that due to the absence of programmes, “it was difficult to 

identify some of the airs offered during the evening” (“No Title,” 1862, p. 2). The absence 

of a programme was known to have caused problems for audiences, too. A reporter who 

attended a concert in Dalby in 1927 said: “unfortunately no programmes were provided, 

and the audience failed to recognise a number of items, especially the solos (“A Good 

Concert,” 1927, p. 3). The same reporter then added that the omission was an oversight, 

which “should be rectified at future performances.” 

 

In the context of an investigation such as this, it would be considered beneficial, if not 

essential, to triangulate the data (Ferris, 2011). Besides being used to validate 

information, such as if a particular piece or concert programme was performed or not, the 

process of data triangulation can be enlightening because it provides numerous 

perspectives of a phenomenon (Hastings, 2010). For example, data triangulation can be 

achieved by analysing two or more different types of sources (such as newspaper articles, 

printed programmes, and posters), or two or more similar ones (such as concert reviews 

written by different critics, published in different newspapers). For cities such as 

Brisbane, where several papers were published, it is possible to gain multiple perspectives 

on a single event across the various publications.14 It is also possible to verify details 

about the repertoire presented at a concert by analysing an advertisement from one paper 

and a review from another. Comparisons between items within a single source, such as 

an advertisement and a review from the same publication, can also be made. An analysis 

of numerous advertised programmes and reviews spanning a concert tour or extended 

concert season can prove to be particularly fruitful. In some instances, an analysis of all 

                                                            
14 Brisbane appears to have consistently had at least three regular newspapers in print from as early as 1876 
to the end of the period under investigation. The number of papers increased throughout the 1880s and 90s; 
from 1912 to 1936, there were no fewer than seven different newspaper titles in circulation. After 1937, 
however, the number of titles fell to just three. 
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the sources related to the activities of travelling groups leading up to, and following, visits 

to Queensland can also be rewarding. 

 

Following is an example of how the data triangulation process was used to elucidate and 

validate the findings concerning a particular group and their repertoire. As discussed 

earlier, the Jungfrau Kapelle was a small Swiss orchestra that toured Australia and New 

Zealand in the late 1880s. Although the orchestra rotated a number of concert 

programmes, each programme included a selection of items incorporating or featuring 

plucked string instruments. Among those regularly programmed were solos for mandolin 

with guitar accompaniment; quartets for two zithers, mandolin, and guitar; pieces for four 

mandolins and guitar; and concerted items for three xylophones, three guitars, harp, and 

mandolin. Work titles and their respective instrumentations were almost always 

advertised in programmes and usually commented on in reviews, but the composer’s 

details were often missing. An analysis of a single programme and a selection of reviews 

can produce different types of information about the repertoire and the instrumentation, 

in addition to the quality and the reception of their performances. 

 

The sample programme (Figure 52) published on September 1, 1888 alludes to several 

items featuring guitars and other plucked string instruments. The second item listed, for 

example, is a concerted work—a polka—titled “Bric-a-brac” by Coote; the seventh item 

is a solo for mandolin with guitar accompaniment. The programme also shows that a 

selection of European “National Airs” would be included (item nine), in which solos on 

instruments such as ocarinas, xylophone, glockenspiel, zither, and possibly guitar, would 

be featured. Item 11 is listed simply as a “March” for two zithers, mandolin, and guitar. 

The composer’s name given is Seebold—presumably one of the performers. There are, 

however, at least five individuals identified in the programme with that surname, so it is 

impossible to ascertain which one composed the work. Gottfried Seebold is noted as an 

arranger, so it is possible that he might also have been a composer. 
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can become more meaningful, important, or crucial due to a change of context or in the 

light of a particular development during a different phase of a research project. An 

example of this occurred with the aforementioned German amateur who performed the 

piece titled “When he Swallows” on the guitar in Maryborough in 1870 (Figure 63). 

Contemporaneous concert programmes and reviews were examined in an attempt to 

ascertain more detail about the performer, the work, and the respective composer. 

Unfortunately, after an exhaustive search—and with no further insights obtained—the 

investigation came to an end.  

 

In the process of investigating an unrelated performance (presented eight years earlier in 

Toowoomba), a small but crucial detail was noticed: while scrutinising a news source 

(Figure 64), a song titled “When the Swallows” was observed. Although no composer 

was attributed to the work in the sources, a further investigation showed that “When the 

Swallows” was most likely an abbreviation of When the Swallows Homeward Fly—a 

parlour song from the 1860s by the German composer, Franz Abt (1819–1885).15 The 

title was probably shortened in each of the advertisements to save column space or cost. 

The missing letter ‘t’ in the Maryborough advertisement appears to have been a slight, 

but unfortunate mistake. How the mystery was solved, however, can only be described as 

by chance. 

 

 

 

 

 

 

 

 

 

                                                            
15 When the Swallows Homeward Fly appears to have been a popular song at the time. It was published 
many times and was printed with lyrics in both English and German. The cover pages of some publications 
state that it was also published under the titles Agathe and Agatha. Further investigation has revealed that 
Agathe was transcribed and published for solo guitar by at least two celebrated guitarist-composers, 
including Johann Kaspar Mertz (1806–1856) and Winslow Lewis Hayden (1839–1886). Both Mertz and 
Hayden published arrangements of other popular works, such as folk songs, art songs, parlour songs, and 
works from the operatic literature. This song was also published numerous times in arrangements for voice 
and guitar. 
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Predictably, Hawaiian bands tended to play Hawaiian music (or at least Hawaiian-style 

music); hillbilly artists usually sang and played hillbilly songs; and dance bands 

performed dance music.  

 

Trends in the repertoire of solo guitarists, chamber musicians, and small ensembles are 

less noticeable. For instance, Segovia’s recordings of works by Bach and Sor were heard 

on the radio in Queensland. These works, along with his transcriptions of other 

“classics”—such works by Haydn, Mendelssohn, and Schubert—and new works by 

Ponce were mentioned and discussed in local papers (“Revival of the Guitar,” 1928, p. 

19). Rather than drawing from this burgeoning classical guitar canon, though, most local 

guitarists appear to have instead preferred playing arrangements of whatever was popular 

at the time—namely, well-known songs and dance tunes. These works, however, had 

short lifespans: they quickly fell out of favour and were swiftly replaced with newer 

selections. This accounts for some of the evolving repertoire choices across the period. 

Whereas some guitarists exclusively played current hits, others seem to have performed 

music from a variety of styles and genres, choosing some light classical pieces, folk songs, 

and old favourites, in addition to what was fashionable, for example. The aforementioned 

Hitzke Brothers had a diverse repertoire ranging from classical works to folk music, in 

addition to movie themes and hit songs. Similarly, the repertoire of Australia’s Premier 

Complete Mandolin Club comprised arrangements of well-known classical music, 

traditional songs, original compositions, and works by the unique field of BMG 

composers. 

 

Most of the repertoire performed on guitars in Queensland can be distilled into a handful 

of music genres. The instrumental genres predominantly traversed classical music, dance 

music, and folk music (and folk songs), Hawaiian and hillbilly styles, a body of BMG-

specific repertoire, and a range of miscellaneous pieces, including original works by 

Queensland composers. These latter works have been impossible to accurately categorise 

because the scores, which were most likely never published, have proven to be 

unobtainable. The vocal genres, which were sometimes sung but most often adapted for 

instrumental forces, consisted of art songs, parlour songs, and hymns, popular songs, 

music from opera, operetta, film, and theatre, plus plantation songs, patriotic songs, and 

anthems. Other instrumental and song genres were represented, such as Christmas carols, 

Aboriginal songs, and Maori songs. Following is a summary of the most prominent and 
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discernible musical genres, along with a discussion of some representative works from 

each genre. 

 

Classical Music  

 

Many local individuals and ensembles performed classical music. Arrangements of 

orchestral works, opera overtures, and piano pieces were all staples of the concert 

repertory. For instance, works by Émile Waldteufel were regularly played on guitars in 

Queensland. His Estudiantina waltz was performed by groups such as the Spanish 

Students and the Cadenza Plectral Club. Some of Waldteufel’s other works, including 

Trés Jolies and Galop Prestissimo, were played by the Spanish Students and also by the 

Jungfrau Kapelle. In the early 1930s, the Andante from Tchaikovsky’s fifth symphony 

and excerpts from the ballet Coppélia (Delibes) were performed by an orchestra 

comprising violins, cellos, guitars, mandolins, banjos, and piano. Overtures and arias 

from the operas William Tell (Rossini), Maritana (Wallace), Bohemian Girl (Balfe), 

Caliph of Baghdad (Boieldieu), Boccaccio (Suppé), Tales of Hoffmann (Offenbach), and 

Pirates of Penzance (Gilbert and Sullivan) were played by the Jungfrau Kapelle, Don 

Flores’ BMG club, the Spanish Students, Mrs. Harry Reeve’s Combined Mandolin and 

Banjo Clubs, the Cadenza Plectral Club, and others. Tone poems by Albert Ketèlbey 

(1875–1959) also featured regularly. His works In a Monastery Garden, In a Persian 

Market, and Blue Hawaiian Waters, for example, were performed by groups such as the 

Bridges Musical Trio, the Cadenza Plectral Club, and others. Piano pieces, such as 

Liebestraum (Liszt) and Traumerei (Schumann), were also performed in arrangements 

for fretted instruments and ensembles. 

 

Dance Music  

 

Dance music was a staple of Queensland’s historical concert repertory over the period 

surveyed. While dance music was often provided to accompany dancing, much of it was 

performed in the context of formal concerts. The waltzes of Johann Strauss Jnr. (1825–

1899) and Franz Lehár (1870–1948) prevailed; the Blue Danube and the Merry Widow 

waltzes, for example, were performed in arrangements for solo guitar, mandolin and 

guitar duo, mandolin orchestra, and an orchestra comprising violins, steel guitars, Spanish 

guitars, banjo-mandolins, banjos, mandolins, and piano. Galops and polkas by 
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Waldteufel, Strauss, Suppé, and Coote were also regularly featured in concerts by the 

Jungfrau Kapelle, Don Flores’ BMG Club, Martin’s Guitar and Mandolin Band, and 

others. Alphons Czibulka’s (1842–1894) Gavotte de Stéphanie was performed at least 

twice around 1890 by the Spanish Students and a mandolin guitar duo comprising Herr 

Von der Mehden and Mr. Ted E. Faust from the Faust Family and London Bellringers. 

The Ipswich Mandoline Party played mazurkas,16 such as Ay Chiquita by Sebastián 

Yradier (1809–1865) and Fleur de Mai by Charles Poisot (1822–1904), in the late 1890s. 

 

Marches were another prominent dance form in the late 1890s. Besides such works by 

Strauss, Sousa’s marches also appear to have been particularly popular with musicians 

and audiences. Sousa’s Stars and Stripes Forever, Liberty Bell, Washington Post, and 

Thunderer marches, for example, were regularly played by guitar soloists, mandolin 

orchestras, and BMG clubs. Some of these marches were even performed in arrangements 

for guitars and ukuleles by the Royal Hawaiians. Another march called True Blue seems 

to have been a staple of the concert repertoire of groups such as Australia’s Premier 

Complete Mandolin Club, J. E. Baines’ Mandolin and Guitar Party, and Mrs. Harry 

Reeve’s Combined Mandolin and Banjo Clubs. Unfortunately, however, none of the 

sources provided the relevant composer details. Furthermore, a number of published 

works by different composers all bear the same title, so it has been impossible to 

authenticate which work was played in each instance.  

 

Other dances, such as cakewalks, rags, two-steps, and foxtrots, in addition to dances in 

the jazz genre, gained popularity in the early years of the 20th century. Rastus on Parade 

(cakewalk) by Kerry Mills (1869–1948), Laughing Rag by Roy Smeck (1900–1994), Dill 

Pickles (two-step) by Charles L. Johnson (1876–1950), and the song foxtrot In a Silver 

Canoe by Vincent Rose (1880–1944) were regularly performed by BMG clubs and 

Hawaiian bands in concerts and on the radio during the period under investigation. 

Ragtime is considered to have been a forerunner, or at least a significant influence, on 

jazz. Jazz music and jazz dances rose to prominence in Queensland during the 1920s and 

30s. While jazz was performed mainly by visiting Hawaiian ensembles in the earlier 

period, it later became a staple of local dance bands and orchestras, such as the Jumping 

Jacks band and Billo Smith’s Queenslanders. Several other dance styles were being 

                                                            
16 A mazurka is a Polish folk dance in triple (3/4) time. Although similar in metre to a waltz, a defining 
characteristic of a mazurka is the displacement of the accent (strong beat) to beats two or three of the bar 
(Downes, 2001). 
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performed besides these just described. In 1933, the Kairi Merrymakers Orchestra 

provided music for a community dance event. The Northern Herald reported that a 

novelty ‘Monte Carlo’ foxtrot, a novelty one-step, and other “old-time dances” were a 

feature of the evening (“Yungaburra Notes,” 1933, p. 30). Among the ‘old-time’ dances 

were an Albert, a Schottische, and a barn dance.  

 

Tango, rumba, and flamenco dance styles attracted international attention during the mid 

to late 1930s. These dance styles were performed in concerts as often as they were to 

accompany live dancing. For example, Jacob Gade’s (1879–1963) tango Jealousy was 

performed by a trio comprising two accordions and Spanish guitar in a concert setting at 

Mackay’s Theatre Royal in 1934 (“Band Concert,” 1934). As tango became more 

widespread, it became necessary for some hotels and ballrooms to employ special tango 

bands, in addition to the orchestras that provided the other types of dance music (“Dance 

News and Gossip,” 1935, November 27). According to an article published in 1935 in the 

Townsville Daily Bulletin, rumba was fast becoming the latest “dance craze” (“Rumba 

Dance,” 1935). Tangos and rumbas became staple genres of the Kit Kat band and Billo 

Smith’s Queenslanders in the late 1930s.  

 

There is evidence of flamenco being exoticised in Queensland newspapers dating back to 

the 1880s. The early references to the folkloric art form were made by authors of serial 

novels, books, and travel diaries; even a racehorse named Flamenco received a mention 

in a local paper17 (“Colombo at Odds on Beaten Again,” 1934). Australian audiences were 

first exposed to live flamenco performances in 1938 by dancer, Nati Morales, and 

guitarist, Angel Ferrero (“Some Spanish Atmosphere,” 1938). Although the company did 

not perform in Queensland, news of their visit to Sydney made headlines in The 

Telegraph. The article reported that flamenco was a style of music and dance that had 

previously “never been given in Australia,” adding that “the accompaniment of a guitar” 

was a feature of the style. 

 

 

 

 

                                                            
17 Amusingly, there are also news references to racehorses named Guitar, Steel Guitar, Mandolin, Ukulele, 
and Segovia. 
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Hawaiian Music 

 

Described as “Hawaii’s favourite song,” the poignant love song Aloha ‘oe was 

synonymous with the Hawaiian craze (“The Royal Hawaiians,” 1911, April 5). Aloha ‘oe 

was composed by Hawaii’s last sovereign monarch, Queen Lili‘uokalani (1838–1917). 

Probably introduced to Australia by Kaai’s Royal Hawaiians in 1911, the song went on 

to be performed in Queensland by almost every local and visiting Hawaiian musician, 

band, and orchestra in versions for steel guitar solo to arrangements for upwards of 50 

guitars. On the Beach at Waikiki by Henry Kailimai (1882–1948) was also noted for 

fuelling the international popularity of Hawaiian music (Stillman, 2014). Kailimai’s hit 

song was performed locally by small and large Hawaiian groups. Akahi Hoi (King 

Kalākaua), Ua Like No a Like (Alice Everett), One, Two, Three, Four (Jack Alau), and 

Aloha Baby Boy (Ernest Kaai) are further examples of prominent Hawaiian works. Most 

Hawaiian bands also performed a piece called Hilo March. The local press never 

attributed a composer to this work, but it was probably composed by the Prussian-born 

bandmaster, composer, and arranger Henry Berger (1844–1929) (Hennessey, 2010). 

Honolulu March and Kohala March—both likely written by Berger—were also played 

in Queensland by Hawaiian groups. 

 

Hillbilly Music 

 

Proliferated by the booming record and film industries, the hillbilly genre rose to 

prominence in the 1930s, before evolving into what became known as the country and 

western genre. Some other regional offshoots of hillbilly were honky-tonk, western 

swing, and bluegrass (Huber, 2013). A large quantity of hillbilly music was written and 

performed by individual artists, who in a sense, would be described today as singer-

songwriters. As such, most hillbilly artists championed their own original music and 

songs in concerts. The genre, however, did not become widespread until the last few years 

of the period under investigation, so it has not been possible to explore it in great detail. 

A modest list of hillbilly songs referred to in local papers is included in Appendix D. By 

way of a brief overview, some of the songs performed in Queensland by local artists 

included Home on the Range (Daniel E. Kelley), Moonlight on the Colorado (Robert 

King), When It’s Springtime in the Rockies (Robert Sauer), When the Cactus Is in Bloom 

(Jimmie Rodgers), and The Australian Hillbilly (Buddy Williams), plus others. 
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BMG and Mandolin Orchestra Repertoire 

 

The fretted instrument orchestra trend gained considerable momentum in the 1890s and 

did not lose inertia for several decades. A large portion of the repertoire of the various 

BMG clubs, mandolin orchestras, and guitar parties mirrored what was popular at the 

time. Therefore, the repertory of these local groups consisted of arrangements of similar 

pieces and styles of music to what is discussed elsewhere in this chapter. Besides these 

other genres, however, was also a large body of non-mainstream repertoire, composed 

especially for fretted instrument orchestras by banjoists, mandolinists, and guitarists. 

Performer-composers such as Herbert Forrest Odell (1872–1926), George Lansing 

(1855–1920), Emile Grimshaw (1880–1943), Herbert Ellis (1865–1903), Vess Ossman 

(1868–1923), Albert Weidt (1866–1945), and Joe Morley (1867–1937)—while largely 

unheard of outside of banjo, mandolin, and guitar circles—amassed considerable oeuvres 

which contributed significantly to the repertoires of local groups.  

 

Grimshaw’s works, for example, were performed by the Brisbane Banjo Club, the 

Maryborough Mandolin, Banjo, and Guitar Club, the Dixie Banjo Club, and Mrs. Harry 

Reeve’s Combined Mandolin and Banjo Clubs. His pieces Lancashire Clogs, Cromartie 

Polka March, and A Gay Gossoon were each performed by three different ensembles. 

Australia’s Premier Complete Mandolin Club frequently programmed some of Odell’s 

works, and the Cadenza Plectral Club performed at least 12 of Weidt’s pieces. While the 

corresponding appendix provides a catalogue of works that were performed in 

Queensland, it does not show the number of times a work was programmed, repeated, and 

encored by a particular ensemble. Reeve’s ensembles played a number of pieces several 

times at different events over the years. For example, the Combined Mandolin and Banjo 

Clubs performed Ellis’s Scarlet and Blue three times, and Gold Diggers (Morley) and 

The Darkey’s Dream (Lansing) twice. Reeve also seems to have been fond of Offenbach’s 

Barcarolle and Ivoff’s arrangement of the Russian Anthem; the former was programmed 

four times and the latter was programmed six times. 

 

A great deal of the BMG-specific repertoire performed in Queensland was published in 

the BMG literature that was prevalent in the first few decades of the 20th century: mail- 

order magazines, periodicals, and journals such as B.M.G., Cadenza, and Crescendo 

contained advertising, pedagogical articles, concert reviews, and performer biographies 
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(Noonan, 2012). Some historical BMG magazines also featured music supplements, 

containing pieces for solo banjo, mandolin, and guitar. Other magazines provided 

performance sets for BMG ensemble compositions—complete with the score and all of 

the parts. The individual parts were printed in such a way that facilitated them to be cut 

from the pages of the journal and distributed among the players. The score could then be 

bound within a special folder, which was marketed and sold by the publishers. 

Sometimes, however, only a handful of the parts for an ensemble item was freely given—

usually the first mandolin and guitar accompaniment parts. This appears to have been a 

marketing strategy, intended to pique an interest in a piece and to encourage the purchase 

of the complete performance set. In analysing the repertoire of local BMG clubs, it is 

clear that resident ensemble directors had access to this literature. For example, 

Australia’s Premier Complete Mandolin Club, Mrs. Harry Reeve’s Combined Mandolin 

and Banjo Clubs, and the Dixie Banjo Club all performed music that was advertised and 

published in BMG magazines. 

 

Songs (Including Art Songs, Lieder, and Hymns) 

 

A huge variety of song genres were performed by local musicians, whether they were 

sung to a guitar accompaniment or arranged for purely instrumental forces. Songs and 

lieder by Mozart (1756–1791), Schubert (1797–1828), Mendelssohn (1809–1847), 

Gounod (1818–1893), Brahms (1833–1897), Saint-Saens (1835–1921), and Elgar (1857–

1943) were performed by vocal and instrumental ensembles such as the Hitzke Trio, 

Australia’s Premier Complete Mandolin Club, Mrs. Harry Reeve’s Combined Mandolin 

and Banjo Clubs, the Royal Hawaiians, and the Cadenza Plectral Club. Hymns also 

emerged from the data as being a relatively prominent song genre. Among those hymns 

that were performed most often are Nearer, My God to Thee (Lowell Mason), Abide with 

Me (William Henry Monk), and Lead, Kindly Light (in settings by both John Bacchus 

Dykes and Charles Henry Purday). 

 

Popular Songs  

 

Looking over the historical vocal repertory, it appears that some songs became 

exceedingly fashionable but quickly faded into obscurity, while other songs seemed to 

have had an enduring popularity over the entire period under investigation. For instance, 
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parlour songs such as Home, Sweet Home (Sir Henry Rowley Bishop), Juanita (Mrs. 

Norton), La Paloma (Sebastián Yradier), Alice, Where Art Thou? (Joseph Ascher), Silver 

Threads among the Gold (Danks), and The Rosary (Ethelbert Nevin) were all performed 

regularly from the mid-1870s through to the 1940s. Robledo’s popular waltz song Three 

o’Clock in the Morning, which was published in 1919, was also quickly adopted into the 

standard repertory of many local groups—particularly Hawaiian ensembles—in the 

1920s.  

 

Songs from Operas, Operettas, Films, Plays, and Theatre Productions 

 

Music from opera was regularly programmed by local and visiting plucked string bands 

and ensembles. Both voice and guitar, and purely instrumental arrangements of overtures, 

arias, and ensembles from operas such as La Traviata, Il Trovatore, and Rigoletto by 

Verdi were popular. Excerpts from the operatic literature of Balfe, Boieldieu, Offenbach, 

Rossini, Wallace, and others supplied mandolin orchestras, BMG clubs, guitar parties, 

and string orchestras with a wealth of concert repertoire. Songs and incidental music from 

operettas such as Boccaccio, and Pirates of Penzance, silent films, talkies, and 

blockbusters like Snow White, Desert Song, and Wizard of Oz, plus plays and theatre 

productions, including Cavalcade and The Bird of Paradise in particular, were additional 

sources of inspiration. 

 

Plantation and Minstrel Songs 

 

Often described in programmes and reviews as simply “plantation melodies,” minstrel 

songs and works by composers such as Stephen Foster formed a core part of the concert 

repertory of instrumental and vocal ensembles (“Mrs. Harry Reeve’s Recital,” 1923, p. 

13). For instance, Foster’s Old Folks at Home (Swanee River), Old Black Joe, My Old 

Kentucky Home, and Camptown Races were performed locally numerous times in 

arrangements for solo guitar, guitar duo, and mandolin orchestra, in addition to being 

performed by voice and guitar within the context of minstrel shows. Ma Curly-Headed 

Babby by George H. Clutsam (1866–1951) was another frequently performed plantation 

song. The incidental music that was performed live during minstrel shows did not receive 

much attention from the press. Consequently, the amount of research evidence about the 
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plantation and minstrel song genre, such as details about works and composers, is 

insubstantial.  

 

Patriotic Songs and Anthems  

 

Patriotic songs, anthems, and ‘digger tunes’ constituted a substantial part of the concert 

repertory in the past. In fact, God Save the Queen (later God Save the King) was sung and 

played by both performers and audiences at most concerts and public gatherings across 

the entire period under investigation. Visiting groups, such as the Jungfrau Kapelle and 

the Royal Hawaiians, also programmed orchestral arrangements of the anthem. These 

groups may have done this in order to appeal to local audiences. Other patriotic songs, 

including Rule Britannia, The British Grenadiers, the Marseillaise, the Russian National 

Anthem, the Austrian Hymn, and Hawaii Ponoi (the Hawaiian National Anthem), were 

presented locally by all manner of performing groups.  

 

Miscellaneous Pieces, Original Compositions, and Arrangements 

 

As discussed above, only a small proportion of the compositions that were referred to in 

newspapers were properly attributed to composers. In addition to some of the 

aforementioned pieces of unknown authorship were ‘miscellaneous’ pieces such as The 

Spanish Retreat, Heaven’s Banquet Hall, Butterfly Revels, and Sailing On. Although the 

sources provide the titles of these guitar solos, the titles alone are not conducive to fruitful 

research. A common journalistic shortcoming of the bygone era saw unfamiliar works 

referred to as ‘novelty items’ or ‘modern trifles’ (“Sacred Concert at School of Arts,” 

1932). Besides the body of unknown, unattributed, miscellaneous repertoire were a 

number of original compositions by local composers. W. E. Hardy, director of Australia’s 

Premier Complete Mandolin Club, for example, was a prolific composer. By the age of 

22 he had composed over 100 original works (“Toowoomba Composer,” 1908). Song of 

the Mandolin and “P.M.G.C.” were two of Hardy’s original compositions that were 

programmed for concerts given by his ensemble. Another local BMG specialist who was 

active around the same time was David Prezini. Prezini’s Fairy Glen and Ave Deus were 

performed by a band of his students at a concert in Brisbane in 1913 (“Entertainments,” 

1913). It was also reported in The Telegraph in 1932 that conductor Jim Drury regularly 

composed new works for the 4BK Studio Orchestra (“Station 4BK,” 1932).  
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Guitarists in Queensland evidently had some access to sheet music publications for their 

instruments. In 1876, for example, The Brisbane Courier published an advertisement for 

the London-based firm Ashdown and Parry, in which the firm stated that their guitar 

music catalogues were available at “every musicseller in Australia” (“Classified 

Advertising,” 1876, September 2, p. 7). Local musicians were probably very limited in 

their exposure and access to guitar sheet music publications, especially in the earlier 

period. Evidence shows that the majority of guitar music that was available locally was 

of the pedagogical variety. Only very occasionally was the “latest” repertoire advertised 

(“Advertising,” 1908, March 23, p. 8). Even then, the ‘latest’ music was usually a popular 

song with an overly simplified guitar accompaniment part or a song with piano 

accompaniment and chord symbols for guitar or ukulele. Such publications were 

marketed for musicians to self-accompany for leisure at home. 

 

The lack of access to sheet music and the poor quality of commercial publications forced 

local guitarists to generate their own repertoire. They did this by composing new works 

and by arranging existing ones. Besides the body of new music that emerged from the 

BMG club and mandolin orchestra movements, almost all of the other works played on 

fretted instruments were arrangements of pre-existing compositions. In 1933, for 

example, the director of the Ipswich BMG Club claimed “the greatest classics had been 

arranged for fretted instruments” (“Club Formed,” 1933, p. 5). In the absence of extant 

published sources, it can only be assumed that most of the arrangements were made by 

the musicians for themselves to play—especially the bespoke arrangements, which were 

required by ensembles with unique instrumentations. A 1926 news article illuminates this 

particular scenario. Len Gibson’s Neapolitan Sextette was a Melbourne-based mandolin 

and guitar party whose performances of “classical excerpts to the ever-popular ‘Hawaiian 

Waikiki’ type of melody” were broadcast on local radio (“Broadcasting Notes,” 1926, p. 

6). The article explains that due to the difficulty experienced in obtaining music adapted 

especially for the group, Gibson had to arrange “practically all the numbers played,” 

particularly the concerted items, himself.  

 

Other sources testify to the fact that local musicians arranged music for themselves to 

play. Mr. T. S. Stannard was a self-professed virtuoso banjo, mandolin, and guitar soloist. 

Stannard promoted his music in The Telegraph in 1913, exclaiming that his compositions 

and arrangements were “played in London and America” (“Advertising,” 1913, p. 9). A 
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Toowoomba-based plucked string specialist named Mr. G. Wilkie regularly advertised 

his orchestration services, stating that he could arrange any music for “any combination” 

of instruments (“Advertising,” 1930, p. 1). Another article about the foregoing composer 

and ensemble director W. P. Hardy stated that besides the latest classical music and works 

of the American composer Herbert Forrest Odell, many of the pieces played by the group 

were arranged by Hardy himself (“Pittsworth Mandolin Club,” 1912, p. 29).  Although it 

was claimed that Hardy had composed over 100 original compositions, it was also noted, 

however, that none of them had been published (“Toowoomba Composer,” 1908, p. 3). 

It is unlikely that any of the arrangements created for resident ensembles by local directors 

were published. These unpublished manuscripts might be kept in private collections by 

the descendants of the historical musicians. It is also likely that many of the sources have 

been lost to time. In any circumstance, the arrangements that were once discussed and 

referred to in the news sources are now impossible to trace or to obtain.  

 

Notwithstanding the hurdles experienced relating to the journalistic shortcomings 

described earlier in this chapter, it was possible to establish a relatively substantial 

catalogue of repertoires (Appendix D) that were once played on the guitar in Queensland. 

This catalogue of repertoires has provided fertile ground for the creative aspect of this 

project, and it is hoped that it might also inform, influence, and inspire the activities of 

other musicians. Beyond this function, some interesting repertoire trends have emerged 

from the data. What is most apparent is that the majority of the works played on guitars 

in Queensland were arrangements of pre-existing compositions. The core classical guitar 

canon was entirely untouched by local performers during the period under investigation. 

Instead, local musicians favoured music that they perhaps knew and loved. They typically 

programmed classical music, dances, and folk music, as well as all types of songs 

(including art songs, popular songs, folk songs, lieder, hymns, and plantation, minstrel, 

and patriotic songs, and anthems). Hawaiian and hillbilly music was also frequently 

programmed, as was music from operas and films. The only real departure from the 

ubiquitous programming of ‘popular music’ is evidenced in the body of BMG-specific 

repertoire, which was created by the BMG publishing and manufacturing industry for 

BMG enthusiasts. 
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Chapter 6. The Contexts and Venues in Which the Guitar Was Played 
 

Music has always played a part in human endeavour; it would seem that wherever people 

go, so too does music. Renowned local musician Percy Brier once said: “ever since 

Queensland began to be populated some kind of music has been heard” (Brier, 1962, p. 

1). Indeed, music has been a constant in the lives of Queenslanders. Music probably came 

with the contingent of convicts and officials bound for the Redcliffe peninsula on the brig 

Amity in 1824 and may also have accompanied the Moravian missionaries on the barque 

Minerva and the government schooner Isabella on their voyage to Nundah in 1837–38 

(Ford, 2010; Pearn & Tangney, 2017). Music certainly entertained passengers on most 

immigrant ships as they travelled to Australia from across the globe (Prentis, 2004). In 

any event, music was undoubtedly already being made throughout the country by First 

Nations peoples for millennia before European colonisation. Suffice it to say that since 

settlement, instances of formal and informal music-making have been recorded in almost 

every locality in Queensland, ranging from Mungindi and Texas in the south, Cloncurry 

and Camooweal in the west, to Cooktown—and even Thursday Island—in the north, not 

to mention practically every community dotted along the entire east coast of the state. 

This section explores some of the many interesting contexts (Figure 66) in which the 

guitar and guitar music was played and heard in Queensland in the first 100 years and 

more of settlement between the early 1840s and the late 1940s.  
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Perhaps because making music was such an ordinary activity, musical pursuits and 

performances in homes were infrequently reported on in Queensland’s historical press. 

Only a handful of news articles concerning the guitar and its role in domestic settings are 

to be found. One of these, published in The Telegraph in 1880, stated that in almost every 

neighbourhood there is “invariably a ‘young lady who sings.’” This sort of young lady, 

the article explains, plays a guitar “with a sort of Scotch plaid silk ribbon of no earthly 

use dangling from the handle” (“The Young Lady Who Sings,” 1880, p. 5). Another 

article described some of the entertainments given at the home of a popular Townsville 

bachelor, Major W. H. Tunbridge. The 1899 report explains that music, singing, and 

dancing were all indulged until midnight. A highlight of the evening was music “played 

by the Southern visitors on the banjo, mandoline, and guitar,” which was evidently 

“charmingly rendered” (“Northern Social Gossip,” 1899, p. 745). 

 

Drawing room entertainments and ‘at homes’ were formal events that occurred in private 

residences in which musical performances often took place. Music items presented in 

such instances were usually only briefly noted in reports, rather than critiqued in detail. 

In 1880, the Queensland Times, Ipswich Herald and General Advertiser reported on a 

drawing room entertainment organised at a home in Charleville. The reporter explained 

that the performer, named Miss Meriga, “was greatly admired by a select circle of the 

Charleville Upper Ten”, adding that Meriga accompanied herself on the guitar and that 

she was assisted in some items by a violinist (“Upper Warrego,” 1880, p. 4). At homes 

were functions at which hosts would officially receive guests at their residences during 

set periods of time. Musical items were often performed to entertain guests at these events. 

For example, an article from 1908 in the Darling Downs Gazette reported that Mr. W. P. 

Hardy’s mandolin orchestra had “given much pleasure at various ‘at homes’ and dances” 

(“Le Beau Monde,” 1908, p. 5).  

 

In later years, at homes also came to be held in larger public venues and spaces. For 

instance, in 1907 an at home took place on board the Japanese cruiser HIJMS Itsukushima. 

A report published in The Brisbane Courier described the event as “one of the most 

enjoyable At Homes ever given to the inhabitants of Brisbane.” Besides observing that 

there was a Japanese guitar-like instrument—called a loquat biwa—on board the ship, the 

reporter discussed the proceedings of the event, commenting that “everywhere were 

evidences of the kindly spirit which had caused the officers and men to make such 
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elaborate preparations to entertain their guests” (“Woman’s World,” 1907, p. 7). An at 

home took place at the Bell School of Arts in 1930, during which a Hawaiian guitar party 

rendered several musical items, including two pieces titled Kamiki and Gliding Along. 

Despite not providing much detail about these guitar items, the author of the report noted 

the amount of effort that had been put into recreating the aesthetic of a private drawing 

room in the public venue: 

 

The spacious hall was set out as a huge drawing room, with chairs, tables, 
lounges, mats, curtains, carpets, flower vases, and stands, while on the walls 
amongst the floral and other decorations were displayed the badges of the 
association in silver and blue, kindly lent for the occasion. The stage, again, 
was arranged as a lounge, with easy chairs, offering ample comfort to those 
who occupied it. The decorations made a picture of comfort and elegance of 
the interior. Invitations had been freely issued to the representatives of 
neighbouring branches of the Q.C.W. Association. (“Anniversary Social,” 
1930, p. 5) 

 

Concerts and Recitals 

 

It is known that the guitar has been played in concerts and recitals in Queensland since at 

least 1858. The Celebrated Alpine and Tyrolese Minstrels first toured the Darling Downs 

region in November and December of that year. One of their first performances took place 

in Drayton’s Royal Bull’s Head Inn, a small venue with guest rooms, a bar, and an area 

inside that had to be especially “fitted up for the occasion” (“Local and Domestic,” 1858, 

p. 3). Their next concert in Drayton was held in the “new premises adjoining Mr. 

Handcock’s store.” The minstrels then travelled to nearby Toowoomba to perform at the 

Sovereign Hotel. While concertising in Rockhampton in 1862, the minstrels presented 

their entertainments in the Court House, possibly because there were few venues large 

enough to accommodate the musicians and their audience. A review of one of these events 

reveals that they attracted an audience “fully equal to the capacities of that somewhat 

close building” (“No Title,” 1862, p. 2). Some additional concerts in Central Queensland 

were held in a venue called Grant’s Large Room (“Advertising,” 1862, December 10). 

From accounts such as these, it is evident that there were still very few grand concert halls 

or theatres in Queensland around the time of separation from New South Wales (1859)—

especially not in provincial communities. Hotels, inns, and taverns accommodated 

musical and theatrical performances; even cafés, restaurants, and stores were converted 

into makeshift event spaces.  
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Concert tours were later organised by other visiting professional ensembles, such as the 

Jungfrau Kapelle and the Royal Hawaiians, among many others. Groups such as these 

usually presented themed or theatrical shows, complete with elaborate costumes, staging, 

props, scenery, and lighting. The Jungfrau Kapelle, for example, typically wore clothing 

of the William Tell period in addition to arranging “a forest of green plants” at the front 

of the stage and placing a screen “representing a mingling of green and snow-capped 

mountains” behind them (“Theatre Royal,” 1888, July 7, p. 29). When the Royal 

Hawaiians visited for the second time—re-branded as the Hawaiian Troubadours—in 

1924, they presented a themed production titled A Pacific Phantasy. Rockhampton’s 

Morning Bulletin reported that the show featured tropical scenery, which was reminiscent 

of Hawaii, replete with a painting of the Pacific in the background. The report added that 

their costumes “entered largely into the colourful scheme” and were enhanced by 

“appropriate lighting effects” (“Hawaiian Troubadours,” 1924). The show was evidently 

based around the concept of a day, commencing with music associated with dawn and 

closing with “a concerted number descriptive of ‘Twilight.” 

 

Touring shows were able to travel to any distant or regional town, so long as there was 

an efficient, reliable, and affordable transport option. As rail, river, ocean, and road 

networks expanded, so too did the reach of touring musicians. Booms in local industries, 

such as gold-mining, pastoral pursuits, commercial agriculture, and dairy farming 

attracted musicians to remote parts of Queensland, where the burgeoning communities—

who were hungry for culture—also had disposable incomes (Waterhouse, 1999). Most 

musicians toured to destinations such as Charters Towers in the 1870s, for example, 

because the discovery of gold turned the town into a major commercial centre. Variety 

shows such as the Wheeler Comedy Troupe and the London Minstrel Tourists visited 

Charters Towers in 1876 and 1889, respectively, before travelling to other northern 

centres including Mackay, Bowen, Cairns, Port Douglas, and Cooktown (“Advertising,” 

1876; “Parliament,” 1889). Both of these troupes incorporated guitar items into their 

entertainments. Master Frank and Miss Elsie De Courcy of the Wheeler troupe rendered 

duets for guitar and mouth organ, whereas Mr. Harry de Vere and Miss Maggie Oakes of 

the London Minstrel Tourists presented duets for mandolin and guitar. 

 

Benefit concerts, patriotic concerts, and promenade concerts were among the most 

common of the events that featured guitar performances. Benefit and fundraising concerts 
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regularly took place, usually organised to finance community projects, such as the 

construction of a school hall or the acquisition of a piano. Well-known musicians were 

invited to perform pro gratis, because their reputations would help to attract larger 

audiences. Guest performers were sometimes selected for their ability to enhance and add 

more variety to a programme; for example, the Ipswich Mandoline Party was invited to 

support a benefit concert presented in Brisbane in 1898 (“Entertainments,” 1898). They 

were brought in to provide novelty to a programme that included the standard line-up of 

singers, violinists, and pianists. While most benefit concerts featured a couple of guitar 

items for the sake of variety, a number of patriotic concerts were organised by local BMG 

clubs and were, therefore, brimming with guitar music. Reeve and her mandolin club 

presented several patriotic concerts during World War One to raise funds for socks and 

singlets for Australian soldiers (“Entertainments,” 1915). Promenade concerts—the type 

in which inexpensive tickets are sold for standing-room space—were common in the late-

19th century. The aforementioned Spanish Students, for example, presented mandolin 

and guitar duets as part of a series of promenade concerts at Brisbane’s Her Majesty’s 

Theatre in 1889 (“Classified Advertising,” 1889).  

 

Guitar items were regularly presented by students at school concerts, student recitals, and 

breaking-up (end of year) activities. As has been discussed previously, All Hallows’ 

Convent School has long been associated with guitars and other plucked string 

instruments. The school held student concerts at which their banjo band and orchestra—

which comprised several guitars—played (“All Hallows’ Convent,” 1916). Student 

recitals were exceedingly popular events; most received media attention and some were 

attended by esteemed guests, such as members of council. The fact that so many student 

recitals occurred around the state each year—many teachers hosted one per semester—

meant that they represent one of the most common contexts in which guitars were played 

in the past. In addition to the many public student recitals were the associated private 

breaking-up parties. These parties were often attended by staff writers and were reported 

on in the social pages of newspapers. Bringing busy and productive periods of learning 

to a close, these events gave private music students and club musicians the opportunity to 

socialise, to dance, and to give speeches, presentations, and informal performances. 

Reeve’s Mandolin and Banjo Clubs, for example, held annual breaking-up parties 

throughout the 1920s and 30s. Their 1930 gathering was reported on in The Brisbane 

Courier: 
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The members and friends of Mrs. Harry Reeve’s Mandolin and Banjo Club 
met at the residence of Mr. and Mrs. Harry Reeve, Highbury, Milton-road, 
Auchenflower, last Thursday evening, for their annual breaking-up party. The 
programme consisted of games, competitions, and musical items. At the close 
of supper, which was served on the spacious veranda, Mrs. Reeve was 
presented, on behalf of the Mandolin and Banjo Clubs and friends with a 
handbag and box of chocolates. Three cheers were given for Mr. and Mrs. 
Reeve, who suitably responded. Presentations were also made to the pianists 
of the Mandolin and Banjo Clubs. (“Breaking-up Party,” 1930, p. 23) 

 

Guitar items were presented at events such as sports concerts, cycling club concerts, 

tennis club concerts, Girl Guide and Boy Scout camps and jamborees, school reunion 

concerts, church concerts, and others. In March 1894, for example, the Londoners’ Club 

and Institute held their inaugural monthly ‘Ladies Night’ concert in their Brisbane club 

room. According to the review in The Brisbane Courier, within a programme consisting 

mainly of songs, some banjo, mandolin, and guitar items were also given (“Londoners’ 

Club and Institute,” 1894). An event, described as a ‘Knife and Fork Tea and Concert,’ 

was organised in Pittsworth in 1931 (“Knife and Fork Tea and Concert,” 1931). Guitar 

solos and other plucked string items were presented during the performance, which took 

place after the audience had partaken in supper. Short historical sketches were presented 

before the rendition of each musical item. The sketches were evidently a new feature to 

local audiences, and were noted by the reporter as being “very instructive and interesting.” 

 

A number of guitar concerts took place in rather unexpected venues, such as in hospitals, 

institutes for the blind, mental health and aged-care facilities, and jails. These concerts 

appear to have been organised in these venues so that audiences who could not access 

music had opportunities to experience live performances. A concert was organised at the 

Brisbane Gaol (South Brisbane) in 1933, featuring local guitarists Dorothy Burrows and 

Betty Hosking plus a jazz band. The Brisbane Courier reported that the concert, which 

lasted two hours and engaged all of the inmates in community singing, “was greatly 

appreciated by the prisoners” (“Prisoners Entertained,” 1933, p. 3). Another concert was 

presented by coal miners at the colliery in Gowrie in 1899. The reporter, whose article 

was published in the Darling Downs Gazette, commented that the Gowrie miners were 

“noted for their musical abilities” (“Concert at Gowrie Colliery,” 1899, p. 7). Among the 

items given on the occasion were several songs with guitar accompaniment.  
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The girl who can pick the banjo, thrum on the guitar, or sweep the strings of 
the mandolin or zither is always in request. These small instruments are easily 
carried about, and frequently serve to enliven what might otherwise be a dull 
evening. (“No Title,” 1897, p. 6) 

 

Besides background music being played at picnics and on excursions—which was a 

common occurrence—proper outdoor concerts featuring guitars were also regularly 

organised. For instance, The Courier-Mail published a report on a barbeque held in 

Bardon in 1939, where several hundred people gathered to enjoy a community barbecue 

and a concert presented by the Krac-a-Jack Band, plus other items by soloists on the 

mouth organ, banjo, ukulele, and electric guitar (“Bullock to be Roasted,” 1939). When 

a concert was held at the beach resort at Horseshoe Bay, Bowen, in 1946, the Bowen 

Independent reported that the conditions for the concert were perfect, given the “gentle 

moonlight night, with a light sea breeze, and no mosquitoes and sand-flies” (“Horseshoe 

Bay Concert,” 1946, p. 2). Reportedly, the music, which was provided by the Yasso 

Brothers and L.A.C. Turner on Spanish guitar, steel guitar, mandolin, and ukulele 

“sounded extra well in the bay.” 

 

Events Celebrating Public Holidays, Holidays, and Seasons 

 

Guitar items were commonly presented at special events, many of which were organised 

to celebrate significant days, holidays, and seasons of the year. For example, guitar and 

mandolin duets were played at a Christmas Tree Festival organised by a Brisbane church 

in December 1928 (“Christmas Tree Festival,” 1928). Christmas carols were sung to the 

accompaniment of a guitar at a Christmas function for the Salvation Army in 

Rockhampton in 1947 (“Home League Break-up Party,” 1947). A St. George’s Day 

banquet was held in the Maryborough Town Hall in 1946 during which guitar and piano 

duo items were presented (“Love of Country,” 1946). As discussed previously, the Hitzke 

Brothers performed with their guitars at a New Year’s Eve concert in Urangan at the close 

of 1946 (“New Year Revelry at Urangan,” 1947). In the past, Guy Fawkes Day/Night, 

Melbourne Cup Day, May Day, Armistice Day, and Jubilee festivities were among some 

of the other special events that were celebrated with concerts that often featured the guitar.  
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Special Occasions, Ceremonies, and Celebrations 

 

Performances and background music have long been linked to festivities, special 

occasions, ceremonies, and celebrations. Guitarists regularly provided music for events 

such as birthday parties, coming of age parties, garden parties, fancy dress parties, kitchen 

teas (engagement parties), weddings, and wedding anniversaries. A letter was published 

in the Central Queensland Herald in 1937, in which the writer stated: “guitars are the 

popular ‘call’ at every party here, and they get a wonderful reception” (“Letters,” 1937, 

p. 62). In 1939, a 21st birthday party was celebrated in Rockhampton. Guests partook in 

dancing and community singing, while the birthday girl herself “contributed to the night’s 

enjoyment” by playing some Hawaiian music on her steel guitar (“Country Social,” 1939, 

p. 25). In 1932, a guitarist played a solo piece titled A Perfect Day during the signing of 

the register at a wedding in Rosewood (“Rosewood,” 1932, p. 8). The Bundaberg String 

Band provided musical entertainment for a golden wedding anniversary in 1949. 

According to an article in the Queensland Times, the afternoon proceedings “were 

enlivened by items by the massed brass bands” and the Bundaberg string band (“Golden 

Wedding Celebrations,” 1949, p. 3). 

 

Music on Watercraft 

 

As mentioned previously, the transportable nature of the guitar made it ideal for concerts 

and background music performances outdoors. Consequently, there are many references 

to guitars being played on boats, yachts, and ships in the past. For instance, a Grand 

Venetian Carnival was held in Townsville in August 1929. The Townsville Daily Bulletin 

published an advertisement revealing that the waters of the harbour would “be stirred by 

the paddles of gondoliers,” promising that the air would “be full of the romantic 

atmosphere of nights on the Grand Canal… and the sweet strumming of mandolins 

and guitars” (“The Bulletin,” 1929). The author of a personal letter, which was published 

in the pen-friends section of the Children’s Page in The Queenslander, stated: “I simply 

love the wailing sound of that instrument, especially on the water, as it seems to add to 

the beauty of tone” (“The Children’s Page,” 1930, p. 55). 
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Balls and Dances 

 

Guitarists in chamber music groups and dance bands regularly provided live music for 

dancing. In the earlier period, dance music tended to be supplied by soloists or small 

ensembles, whereas larger, professional dance bands became more popular later on. 

Although some dances were held in purpose-built ballrooms, such as Brisbane’s 

Trocadero Dansant and Blue Moon Palais, many were simply held in school halls, church 

halls, community halls, shire halls, and the like. A Mad Hatter’s ball, for example, was 

held in “the local hall” at Mt. Larcom in 1932, with music being supplied by an orchestra 

comprising violin, mandolin, guitar, drums, and piano (“Mt. Larcom Functions,” 1931). 

A cabaret ball was hosted at the Barcaldine shire hall that same year. According to The 

Evening News (Rockhampton), an orchestra consisting of trombone, cornet, piano, violin, 

steel guitar, and drums provided “excellent dance music” for the ball (“Cabaret Ball,” 

1932). In 1946, a debutante ball was held in Brisbane’s City Hall. The advertisement in 

Queensland Country Life stated that as part of the Hawaiian theme, the hall would be 

decorated with palm trees and tropical flowers, and that there would be “dusky maidens 

selling leis, the soft throbbing melody of steel guitars and a Hawaiian floor show” 

(“Hawaiian Ball for Show Week,” 1946, p. 6). 

 

Eisteddfodau, Competitions, and Talent Quests 

 

The eisteddfod movement has a long history in Queensland (“An Eisteddfod in 

Australia,” 1899). Although the first eisteddfod is thought to have taken place in Gympie 

in 1884, the movement became more established after the event held in Blackstone, near 

Ipswich, in 1887 (“Gympie Eisteddfod,” 1898; “Music and the Drama,” 1909). However, 

guitar items were not included in eisteddfodau until the 1930s. In May 1932, The Brisbane 

Courier published a report on the 13th annual Brisbane Eisteddfod, stating that the 

programme for that year would include mandolin, steel guitar, and banjo items (“Music 

and Drama,” 1932, May 14, p. 19). Hawaiian guitar solos, duos, quartets, and band items 

were introduced into the Rockhampton Eisteddfod in 1939 (“Preliminary Programme,” 

1939, p. 4). The following year, calls were made for the Queensland Eisteddfod Council 

to include programmes with broader appeal. An article that appeared in The Telegraph 

stated: “there is no reason why the harp, the steel guitar, and the flute could not be 

included in the competitions, as all these instruments are capable of providing excellent 
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music” (“Some Reflections on the Eisteddfod,” 1940, p. 7). Guitar items were also 

frequently presented live and on the radio in local and national talent quests and 

competitions, such as the Gold Crest ‘Search for Talent’ and Australia’s Amateur Hour 

(“Advertising,” 1938, February 13, p. 28; “Search for Radio Talent,” 1940, p. 38). 

 

Missionary Practice and Religious Worship 

 

The guitar appears to have lent itself quite effectively to some of the missionary work that 

was carried out in Queensland in the past. Perhaps owing to the absence of pianos, organs, 

and harmoniums—particularly in the state’s more remote regions—the guitar was used 

to accompany the singing of sacred songs by missionaries such as the aforementioned 

Nellie Hetherington. The guitar was also used in the missionary practices of national 

evangelist and church planter for the Churches of Christ, Ernest Christian Hinrichsen 

(Risson & Brown, 2013). Hinrichsen’s wife, Ruby Hinrichsen—who was a prominent 

piano, guitar, and mandolin teacher—travelled around the state providing the guitar and 

piano accompaniments to mission songs. An article published in Rockhampton’s Daily 

Bulletin in 1928 stated: 

 

Long before the service commences people are in the tent waiting for the 
community singing. The mission songs have become very popular… Many 
have made requests for special pieces and selections, both on the piano and 
steel guitar. (“Hinrichsen-Stewart Mission,” 1928, p. 8) 

 

Evidence suggests that guitars were used in performances of worship music during church 

services, too. Zither bands, which typically consist of zithers, violins, mandolins, guitars, 

and double bass, are known to have supplied worship music for the Apostolic Church of 

Queensland communities in the Bundaberg region since the 1920s (Schuster, 2013). 

 

Background Music Outdoors 

 

The guitar was often played outdoors as a form of recreation and as a source of informal 

background music entertainment. Although there were no published concert programmes 

or reviews for these sorts of activities, a few news references give insights into the 

phenomenon. For example, a report published in The Queenslander in 1912 describes 

music being played during an Easter holiday at Wellington Point: 
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1898). A similar advertisement appeared in the same paper in 1901 (“Advertising,” 1901, 

May 8). In 1922, a reporter for The Western Champion (Barcaldine) published a travel 

story about a trip to Cairns. The writer drew particular attention to the number of 

phonographs and pianolas that were playing as they strolled around the town, before 

recalling a girl who “played a guitar or mandolin all day long, at the same time singing 

quietly—to herself” (“C. J. J.,” 1922). 

 

Travellers from the North say that the Italian immigrants are making it 
musical with song, and the tinkle of mandolin and guitar. When the day’s 
work is done on the plantations, or along the beaches, the liquid notes of Italy 
steal upon the air imparting a new charm to the tropics. (“From Our Window,” 
1925, p. 8) 

 

From the above account, which was published in Brisbane’s Daily Mail in 1925, it is 

evident that guitars and mandolins were played on Queensland’s northern sugar 

plantations (Figure 70), and in some coastal regions by musically inclined European 

immigrants. It is also known that the guitar was played by many South Sea Islanders who 

were brought to Queensland to develop the booming sugar industry. Hailing 

predominantly from Vanuatu and the Solomon Islands, and working under extremely 

harsh conditions, they played music in their leisure time on sugar plantations located at 

coastal towns such as Maryborough, Bundaberg, Mackay, Bowen, Townsville, and 

Cairns (Webb, 2017; Miller, 2010). As mentioned previously, guitars were played by 

Aboriginal musicians on missions, settlements, and reserves. Guitars were played solo, 

used to accompany songs, and incorporated into gum leaf bands. While documentation 

about formal musical activities exists, evidence about the guitar being played for 

recreational purposes is scant.  
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Novelty Contexts and Variety Shows 

 

Guitar performances often occurred within novelty contexts, such as dioramas, tableaux 

vivants, phonograph concerts, lectures, lecture-recitals, and lantern lectures. Rainer’s 

Diorama of the American Civil War, for example, toured locally in 1880. The diorama 

featured paintings of significant events that unfolded during the war, and was 

accompanied by “some excellent music” played in connection to the scenes (“Local and 

General News,” 1880, p. 2). Another review from a different paper revealed that guitar 

solos and songs with guitar accompaniment were “excellently played” as part of the event, 

and added that the guitar solos “brought down the house” (“Volunteer Fire Brigade,” 

1880, p. 2). A Grand Spectacular Entertainment was presented in Maryborough’s Town 

Hall in 1891, featuring eight tableaux vivants of dramatic incidents from the life of Mary, 

Queen of Scots. Accompanying the tableaux were live performances given by string 

bands and choirs, plus guitar and organ soloists (“Advertising,” 1891, September 2). 

Queensland audiences were introduced to phonograph concerts in the 1890s. Often 

occurring in storefronts, phonograph concerts typically featured phonograph 

demonstrations, interspersed with lectures, comic sketches, live performances, and on-

the-spot recordings (Musser, 1994). In 1893, a phonograph concert was presented in 

Brisbane’s Phonograph Parlour, in which recordings “from America and the southern 

colonies” were supported with live performances by local musicians on banjo, mandolin, 

and guitar (“Phonograph Parlour,” 1893, p. 5).  

  

Lectures, lantern lectures, and lecture-recitals featured prominently among some of the 

more unusual performance contexts in Queensland’s past. For instance, Wherahiko 

Rawei, Hinie Taimoa, and Hari Taimoa visited from New Zealand three times in the late 

1890s and early 1900s, giving lectures on Maori life and culture. According to the extant 

advertisements, their musical and pictorial recitals promised “beautiful native ballads, 

superb limelight pictures, laughter-provoking anecdotes,” as well as “deeply pathetic 

stories” (“Advertising,” 1894). Reviews state that the ballads were sung to the 

accompaniment of a guitar. In 1892, a lantern lecture entitled A Tour Round the World 

was presented in Brisbane. According to the report published in The Brisbane Courier, 

the lecture featured a collection of views of principal cities and celebrated buildings from 

around the globe, projected via a magic lantern. Another review of the lecture, which 

appeared in The Telegraph, stated “the views are very good of their kind, and the lecture 
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is not only interesting but instructive”. The review also added that a selection of music 

was played on the zither and the guitar “to vary the proceedings a little” (“Town Hall.” 

1892, p. 5).  

 

Keith and Elizabeth Kennedy, previously mentioned, were two highly regarded musicians 

who operated the Kennedy Conservatorium of Music in Townsville from the 1930s to the 

1950s. They gave regular lecture-recitals on topics ranging from ethnomusicology and 

famous composers, to the evolution of numerous musical instruments. According to the 

press, the Kennedy lecture-recitals were always “highly entertaining and educational” 

(“Keith and Elizabeth Kennedy,” 1936, p. 2). Music of Many Lands was the title of the 

lecture presented in the Synod Hall in December 1936. Among the musical items featured 

during the lecture was the violin concerto in e minor by Felix Mendelssohn (1809–1847), 

two Spanish dances by Pablo de Sarasate (1844–1908), Selim Palmgren’s (1878–1951) 

Finnish Legende, and a selection of Irish melodies by Thomas Moore (1779–1852). 

According to the review, each piece was preceded with a “description of the national 

musical characteristics of the country from which it was derived” (“Keith and Elizabeth 

Kennedy,” 1936, p. 2). A fretted instrument quartet comprising guitar, mandolin, and two-

banjo mandolins was featured in the second part of the recital.  

 

Guitar performances were often presented within the context of variety, music hall, 

vaudeville, and revue performances (Figure 71). Guitar items added some variety to 

lengthy performances, which contained a plethora of unique entertainment and were 

designed to suit diverse audiences. As such, guitar items tended to be more superficial 

than serious. The aforementioned Cunard family were prolific variety performers, whose 

shows interspersed opera, acrobatics, magic tricks, and comedy sketches with 

instrumental items rendered on guitars, mandolins, and banjos. Typical of many variety 

productions at the time, their show usually commenced with an overture performed by 

the entire company, before moving to ballads and comic songs, some guitar and mandolin 

items, and maybe even a short play. The second half of their show usually featured dances, 

opera, burlesque, comedy, magic tricks, manifestations, and battle-axe swinging. In the 

late 1890s, the Cunards played live music to accompany moving images projected by an 

apparatus called the Lumiere cinématographe. As mentioned previously, the Lundgreens 

and Rigoletto Brothers combined music and circus by playing guitars and mandolins 

while executing acrobatic routines. 
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from Uncle Tom’s Cabin (Harriet Beecher Stowe). Actors occasionally took on musical 

roles by accompanying the storyline with music played on guitars and banjos. 

 

Recordings and Radio Broadcasts of Live or Recorded Performances 

 

The advent of recorded music and radio enabled Queensland audiences to listen to 

performances of local, interstate, and international guitarists in the comfort of their own 

homes. Phonographs were first available locally in the early 1890s. Recordings of guitar 

performances soon followed and by the 1920s recordings of guitar music had become 

ubiquitous. Segovia’s recordings of Bach’s Gavotte and Sor’s Thème Varié were 

available for purchase locally in 1928 (“Music of the Discs,” 1928). A 1930 review of 

Segovia’s recording, published in The Brisbane Courier, described it as “probably the 

finest guitar record yet issued” (“Music of the Discs,” 1930, p. 3). Records were also 

frequently played on the radio, as were live performances and pre-recorded studio recitals. 

Prominent guitarist Len Fillis was touted as “one of the most recorded guitar players” of 

the day by a writer for The Queenslander in 1938. Indeed, having made 10,000 

gramophone recordings, his performances were regularly broadcast on local radio during 

the 1930s (“Overseas Guitar Player,” 1938, p. 17). Fillis was brought to Australia by the 

ABC in 1938 to present a series of studio recitals to be broadcast via radio around the 

country (“Guitar Player Arrives,” 1938). 

 

Film Soundtracks and Performances in Cinemas 

 

Guitar music was commonly heard in films, whether it was being played by a character 

on screen, or it was part of the incidental music or the accompanying soundtrack. Called 

‘talkies,’ ‘talking pictures,’ and ‘Vitaphone presentations,’ the guitar was featured in 

some of the earliest films with sound. Wolf Song (1929), In Old Arizona (1929), and In 

Gay Madrid (1930) are among some of the early productions that featured guitar solos 

and songs being performed on screen by lead or supporting actors. Besides the sound that 

was heard in films, it was also common for musicians to provide live soundtracks to 

movies, and to present separate concerts to cinema-goers before or between the screened 

presentations. Often, musicians would perform music in keeping with the theme of the 

films that were shown (Figure 73). For example, a “colossal programme” of entertainment 

was presented at Rockhampton’s Liberty Theatre in 1939 (“Advertising,” 1939, May 23, 
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Performance Venues 

 

As has been explained in this chapter, guitars have been played and heard in almost every 

conceivable location and venue throughout Queensland since settlement in 1842 to the 

end of the 1940s. Formal and informal music-making occurred in all the major capitals 

and in all of the large halls, theatres, and concert venues of those cities. The same is true 

for so many of the smaller, regional towns, with their shire, church, and community halls, 

as well as their inns, cafés, and shopfronts. Easily transported, guitars were often taken to 

picnic spots, parks, campgrounds, and beaches, and sometimes simply taken from the 

drawing room to the verandah to accompany singing and dancing. The foregoing chapter 

has outlined the many different performance contexts in which the guitar was played and 

heard in the past. Refer to Appendix E for an extensive list of specific public locations 

and venues in which guitar performances were once presented. 
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Part 2. Creative Portfolio 
 

Chapter 7. Introduction to the Creative Portfolio 
 

As stated in Chapter 1, the outcomes of this research project are presented in two parts: a 

dissertation and a creative portfolio. On the one hand, the dissertation presents and 

discusses the findings regarding the history of the guitar in Queensland from free 

settlement in the early 1840s to the end of 1940s—a time spanning a little over a century. 

This creative portfolio, on the other hand, illustrates my artistic responses to the 

findings—in essence, it “aurally validates the material covered in the textural component” 

(Hodges, 2017, p. 97) of the project. This part concerns how I sought to revitalise the 

recovered repertoire and how I engaged my imagination to recast the repertoire into my 

current performances, arrangements, and compositions. In fact, my initial and strongest 

motivation for embarking on this research project was to reactivate what I saw as a 

neglected and, in many cases, forgotten repertoire, and particularly to find inspiration for 

an original composition. Thus, this creative portfolio demonstrates how a 21st-century 

artistic inquiry—my own—can be informed by historical research. I see this project as a 

contribution to the varied and exciting disciplines of both historical research and practice-

based artistic research, illustrating just one of the diverse ways in which historically 

informed performance or creation is currently being carried out. Together, the two parts 

of this project constitute worded and sounded documentations of the history of the guitar 

in Queensland. Therefore, this part of the project might be artistically and historically 

understood as sounding a history of the guitar in Queensland. 

 

Elsewhere herein I have described myself as a historically influenced, practice-based 

artistic researcher. To clarify, the description does not relate to the field, conventionally 

known as ‘historically informed performance practice’ (HIPP), a discipline, which is 

sometimes also termed ‘historically aware’, ‘authentic’, ‘original’, and ‘period’ 

performance practice (Butt, 2001). Rather, it refers to the fact that my varied creative 

practices are usually influenced by aspects of local history. Nevertheless, my project does 

have some historically informed implications; after all, it is primarily concerned with 

performers, composers, repertoire, instruments, ensembles, and performance venues and 

contexts from between 80 and 180 years ago. It has been argued that HIPP, which has 

typically been applied to the study and performance of music from the Baroque and 

Classical eras, should apply to music from any era—including music from the very recent 



 

197 
 
 

 

past (López-Íñiguez, 2017). Consequently, studies into the performance practices of 

repertoire composed, performed, and recorded in the 20th century have been undertaken 

in recent years (Leech-Wilkinson, 2009; Bertels, 2018). For López-Íñiguez (2017), 

however, the term historically informed sits uneasily. Rather, she has suggested 

historically inspired performance practice as a better definition. Indeed, she has said “this 

little detail (inspired vs informed) makes a big difference in how we understand old 

music” (para. 11). I appreciate the subtleties and distinctions between the two definitions, 

and so I believe that there is a valid case for the third term—historically influenced—to 

also be used in relation to certain artistic research practices, especially the craft of 

composition.  

 

Practice-based artistic research is an established yet ever-evolving discipline. Leading 

researcher Linda Candy (2006) has described it as “an original investigation undertaken 

in order to gain new knowledge partly by means of practice and the outcomes of that 

practice” (p. 1). She adds that in the context of a doctoral thesis, new contributions to 

knowledge can be demonstrated through compositions, live and recorded performances, 

and a range of other art forms. Although artistic research has been clearly defined by some 

writers, it continues to be re-defined by others. Indeed, some recent texts on the topic 

have revealed the extent to which practitioners and researchers—in addition to 

conservatories and governments—have struggled to clearly articulate, identify, and label 

it in the past (Leavy, 2017; Skains, 2018). Because there is no consensus at present, many 

different terms and definitions for artistic research circulate. Tellingly, Chilton and Leavy 

(2014) have offered a “partial lexicology of terms for arts-based research” (Chilton & 

Leavy, cited in Leavy, 2017, p. 5), which lists almost 30 subtle variations for the method. 

However, most artistic practices are unique to the practitioner, so it is probably more 

important for individuals to have a personalised approach to describing their own 

practices. I find that my artistic research activities are equally informed, influenced, and 

inspired by the findings of my historical inquiries. For the sake of situating and labelling 

my practices—as a way of summarising my varied searching, researching, curating, 

arranging, composing, and performing practices within the context of this project—I use 

the term historically influenced, practice-based artistic research. 

 

My doctoral project is unique because it combines equal elements of historical and artistic 

research. I have acknowledged my fascination for local history and my unique practice of 
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utilising it to influence my creative practices, especially my compositional practice. Thus, 

the process for this project was to first research and document Queensland’s guitar 

history, and to then use some of the findings from that inquiry to inform, influence, and 

inspire my performances and compositions. Admittedly, however, I am less interested in 

explaining why or how I perform and compose music in the ways that I do. In this respect, 

a traditional and substantial exegesis—the type that requires a practitioner to critique, 

contextualise, “analyse and dissect and orientate” (Krauth, 2002, para. 14) their own 

work—is not the focus of this study. Instead, my focus is on presenting two different, yet 

complementary, responses to a single research inquiry. I ask: what is the history of the 

guitar in Queensland, and how can it inform, influence, and inspire artistic inquiry in the 

21st century? Thus, in the first part I offer a written response; in the second I give a 

sounded one. Although my involvement in the interpretation and transmission of these 

responses could be the central topic of a dissertation, I feel that the research outcomes 

that I have chosen to present instead are self-evident enough so as to lessen the need for 

a lengthy accompanying critique. Despite this, however, a brief exegesis exploring the 

development and outcomes of the creative components is presented below. 

 

The creative portfolio coalesces a spectrum of my artistic responses to the research 

findings. It exhibits my responses through a suite of music videos, music scores, and 

programme notes. I have compiled all of these materials, together with some related 

historical news sources and photographs, into an eBook (see Appendix F). Included 

separately in the portfolio are the music scores to all of the arrangements and 

compositions that I created for the project (see Appendix I). From the beginning of the 

project, I had decided that music video (artistic video recordings of performances) would 

be the most effective medium for documenting, presenting, and disseminating 

performances of historical guitar repertoire (see Appendix G for direct links to each music 

video). Music videos, when published online on platforms such as YouTube, Vimeo, and 

Facebook can offer unparalleled reach and access. Nonetheless, live performances too, 

especially those presented by professional musicians in appropriate historical venues, 

along with detailed programme notes (Appendix H), and spoken introductions, have the 

potential to move, inspire, and educate audiences. Therefore, I have also produced and 

offered live performances of all of the historical repertoire discussed herein. Refer to 

Appendix J for a chronicle of the live performances, events, and collaborations that I have 

been involved in over the course of the project. 
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Development 

 

When I embarked on this project in February 2017, I naturally knew very little about what 

my investigation would uncover. In order to establish a better understanding of my chosen 

field and to gain experience performing its related repertoire, I decided that it would be 

important to present some live performances of the historical music before attempting to 

film any of it. I approached my inquiry in a methodical way; I initially decided to focus 

on searching through one decade of archived newspapers at a time, with a view of 

analysing the first 50 years of historical records before proceeding any further. Hence, I 

began my investigation with the 1840s and continued until I had reached the end of the 

1880s. By April 2017, having at that stage formed a good initial impression of the sorts 

of repertoire performed during the earlier period, I started to prepare for a public recital 

of some of the historical music. The first recital, presented on June 14, 2017 at the 

Queensland Conservatorium, Griffith University, consisted mostly of works for which 

the published sheet music is still readily available, and featured myself on the guitar 

performing solo repertoire, accompanying a vocalist, and playing chamber music with a 

violinist and a pianist. 

 

The programme featured Rossini’s overture to The Barber of Seville (arranged for guitar 

and piano by Ferdinando Carulli), as well as three arias each from the operas Maritana 

(Wallace) and The Bohemian Girl (Balfe), which were arranged for voice with guitar 

accompaniment. The individual arrangements were created and published in the 19th 

century by W. Bateman, L. Meignen, W. M. Dressler, F. Weiland, and L. D. Martini. 

References to a polonaise and a fantasia for violin and guitar emerged from the primary 

sources, too. The former was attributed to violinist-composer, Pierre Rode, but the latter, 

however, bore no identification of composer or specific title. Given the context of the 

programme, I decided to make use of a fantasia on themes from The Thieving Magpie 

(Rossini, arranged by Carulli). Some Scotch Airs for violin and guitar were also 

mentioned in the sources yet without titles or composer attributions. I searched through 

contemporaneous concert programmes and reviews to identify which airs were frequently 

performed in other concerts at the time. As a result, I selected and arranged Annie Laurie 

(Alicia Ann Spottiswoode), Comin’ Thro’ the Rye (traditional), and The Bluebells of 

Scotland (anonymous) for violin and guitar. The recital closed with my arrangement of 

God Save the Queen (as it was the national anthem at the time) for the ensemble of guitar, 
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piano, violin, and voice, thus bringing together all of the performers involved in this event 

for the finale. 

 

After the first recital in June 2017, I returned to the sources and searched for guitar-related 

activities spanning from the 1890s to the end of the 1940s, intent on preparing for a second 

recital of historical music from the second half of the period under investigation. This 

second phase of research revealed a prevalence of fretted instrument groups and 

performances in Queensland. The news sources mentioned numerous mandolin 

orchestras, BMG clubs, and guitar parties, and contained profuse announcements about 

Hawaiian orchestras, string groups, dance bands, mouth organ bands, zither bands, and 

hillbilly bands, as well as the music featured by all of these ensembles. Although there 

was the potential to revitalise historical music for groups such as mouth organ bands, 

zither bands, and hillbilly bands, etc., it seemed much more realistic at the time to 

assemble a small fretted instrument ensemble because I personally knew of several 

musicians with whom I could collaborate. Thus, inspired by such broadening of the 

repertoire field, I decided to curate and to offer a second public recital consisting of that 

historical music, which I arranged for a quartet of mixed fretted instruments. The recital 

was held in the Ithaca Presbyterian Church in November 2017. This historic church was 

chosen as the recital venue because the sources showed that it was used in the late 1890s 

as a performance venue by the Ipswich Mandoline Party. 

 

Initially, I had considered performing the recital with the instrumentation of a mandolin 

quartet (consisting of two mandolins, a mandola, and a guitar). However, upon realising 

that the mandola player—who is primarily a guitarist—could also play banjo and ukulele, 

I decided to involve myself and the other musicians in a more attractive ensemble 

configuration in order to utilise and to feature these more unusual instruments. In most of 

the items, I led the ensemble, playing the first part on a soprano guitar. A soprano guitar 

sounds one octave higher than a standard guitar (which is usually tuned, from lowest to 

highest, to E2, A2, D3, G3, B3, E4) thereby placing it in the same range as the mandolin 

and giving it a surprisingly similar sound quality. Yet, because the soprano guitar has the 

same chordal and polyphonic facilities of a typical guitar (which is greater than that of a 

mandolin), it has the potential to bring an entirely new range of textural and sonic 

possibilities to traditional mandolin quartet repertoire. In some of the other items, I played 

the accompaniment parts on my usual guitar to duos and trios that featured the other 
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musicians, who alternated playing lead roles on mandolin, mandola, banjo, ukulele, and 

guitar.  

 

The BMG-style reconfiguration of the ensemble was not the only aspect of the project 

that I had to consider in preparation for this programme. Most of the pieces referred to in 

the local news were difficult, if not impossible, to obtain as published arrangements in 

settings for plucked string instruments. I realised, therefore, that in order to have a body 

of historical music to perform, I would have to arrange it myself. I did, in fact, find several 

news articles about some local performers and ensemble directors of the period whose 

practices extended to arranging, orchestrating, and composing music for their ensembles 

to perform. Rather than feeling disappointed that I could not find and utilise historical 

published arrangements, I instead felt encouraged, knowing that by arranging and re-

imagining most of the music myself, I was continuing and even re-enacting a long-

established musical practice. Moreover, the process enabled me to feel a stronger, and 

more personal connection, to both the music and the research findings. My involvement 

in writing the necessary arrangements facilitated a deeper level of engagement with the 

music itself. Rather than simply learning to play the music from a published score, as is 

often the case for classically trained musicians today, I had to make many more creative 

decisions, including those regarding the intricacies of transcription, orchestration, and 

arrangement. 

 

The second recital consisted of my arrangements of the overture to the opera Caliph of 

Baghdad (Boieldieu) and Sérénade des Mandolines (Desormes) for a quartet comprising 

mandolin, mandola, and two guitars. Also included was a march from Suppé’s opera 

Boccaccio, Waldteufel’s Estudiantina waltz and Galop Prestissimo, and a new version of 

God Save the Queen, all of which I arranged for a quartet of soprano guitar, mandolin, 

mandola, and guitar. The banjo was then featured in my quartet settings of Nearer, My 

God, to Thee (Mason), Bric-à-brac Polka (Coote), and Rastus on Parade (Mills). For the 

sake of variety, and particularly a change in instrumental texture, the recital included my 

arrangements of Foster’s Old Folks at Home (Swanee River) for guitar and mandolin duo, 

and Danks’ Silver Threads among the Gold for guitar and ukulele duo, as well as a 

published 19th-century scoring of Sousa’s Liberty Bell march for banjo, mandolin, and 

guitar trio. Additionally, I played two guitar solos, including a piece called The Spanish 

Retreat (arranged by Winslow Lewis Hayden). 
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We performed this programme as The Queen Street Banjo Mandolin Guitar Club, but 

soon afterwards—inspired by the meaning of the word ‘enoggera’ (song and dance in the 

Turrbal language)—changed our name to the Enoggera Ensemble. The ensemble could 

be described interchangeably as a BMG club, a mandolin quartet, and a guitar party. 

Between us, our four instrumentalists play nine instruments, including classical guitar, 

parlour guitar, steel string guitar, soprano guitar, mandolin, octave mandolin, mandola, 

banjo, and ukulele. Depending on the score, the ensemble can be re-configured so as to 

feature solos, duets, and trios, in addition to full quartet works. The variety and the 

flexibility of the instrumentation exemplifies how elements of the creative outcomes were 

shaped by the particular capabilities of the musicians involved. This group has since 

become my vehicle for bringing to life all of the historical repertoire that I recover. In this 

respect, the ensemble has also become one of the most effective mediums for the 

dissemination of the research findings. Additionally, the ensemble also makes a valuable 

contribution to the music and arts scenes in Queensland simply through the quality, 

diversity, and extent of our performances and collaborations. 

 

After the second public recital, I began considering in more detail the music that I was 

going to document for the creative portfolio. Besides selecting the repertoire for the 

collection, I needed to plan and decide on the ideal instrumentation for each piece, and 

then secure the performers to help me bring the music to life. I also had to determine the 

amount of content that I could afford to film given the limited production budget I had 

for the project. In relation to the repertoire, I had the research findings from 100 years 

and more of local music history to choose from, yet the difficulty was in deciding how to 

distil it into a small selection of videos. As I had managed to identify and locate repertoire 

sources for hundreds of potential works, the process of choosing a representative selection 

was not easy. I wanted to prioritise works that were once played by local, visiting, 

amateur, and professional individuals and ensembles, as well as to showcase pieces that 

explored a range of styles, moods, tempi, textures, and techniques. Besides including 

works that I felt were generally the most appealing, I also wanted to incorporate some 

pieces that I felt were deserving of being recorded and archived for posterity, such as 

works that had not previously been recorded or filmed. 

 

The Enoggera Ensemble’s performance in the second recital was very well-received, so I 

was inclined to feature the new group in the music videos. We had agreed to continue 
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performing together officially at that stage, so it appeared to be an ideal situation; I would 

have a team of professional musicians to film the music videos with and the ensemble 

would receive a suite of professional music videos to share. I felt that it was important to 

represent a variety of music from across the whole period under investigation, but because 

I had decided to film the music videos with the Enoggera Ensemble, I was able to focus 

on repertoire played by historical fretted instrument groups. As I had a limited production 

budget, I needed to ascertain how to best document the most fretted instrument repertoire 

in the shortest time. I determined that 15 music videos would be an achievable goal, being 

somewhat similar in length and scope to an album. In order to showcase the most 

repertoire as possible within the videos, I decided to create two compilation videos 

(consisting of small excerpts of several works), in addition to 13 videos of whole pieces. 

In many respects, these practical constraints and considerations helped to make the 

creative processes and decisions easier. 

 

Once I had chosen the repertoire for the videos, I set out to locate published sources for 

each of the pieces. I wanted most of the repertoire to be the same as, or at least quite 

similar to, that which the musicians of the time might have used. Failing that, I attempted 

to acquire historical versions that contained at least one published part for a fretted 

instrument (such as a song with a guitar accompaniment part or a banjo or mandolin solo 

part with a piano accompaniment) and to then arrange and reconstruct parts from other 

sources for the rest of the ensemble myself. For instance, both Dill Pickles (Johnson) and 

Lancashire Clogs (Grimshaw) were available with a published part for solo banjo, 

whereas Canzonetta ‘Deh vieni alla finestra’ (Mozart), and True Blue March (Read) were 

available in published editions for mandolin and banjo-mandolin, respectively. In order 

to prepare these four pieces for the music videos, I had to arrange guitar parts from extant 

piano accompaniments, vocal scores, or lead sheets that contained guitar chord charts. 

 

Just six of the pieces I chose to film were obtainable with published scores and parts that 

were ready for performance. These pieces were Opera Scraps from Maritana (Wallace, 

arranged by Justin Holland), Liberty Bell march (Sousa, arranged by John R. Hager), 

Directorate march (Sousa, arranged by F. W. Wessenberg), The Darkey’s Dream 

(Lansing), Abschied (Giuliani), and Reverie (Regondi). For the remainder of the pieces I 

chose to film, I had to work from whichever type of published material I could access, 

which included piano solos, vocal scores, string quartets, and even some modern 
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arrangements for other instruments. In all, I created 22 bespoke arrangements for the 

portfolio. 

 

A number of my arrangements were influenced by compositional styles from the past. 

Nevertheless, I approached each piece differently, so that each setting would reflect a 

distinctive compositional style and have a unique effect. Whereas in some instances I 

recreated and reconstructed arrangements fashioned after music from the past, in others I 

elaborated upon historical music themes and re-interpreted them in my own way. For 

example, my arrangements of God Save the Queen, Old Folks at Home, and Nearer, My 

God, to Thee are such free adaptations that they might be more appropriately described 

as original compositions that reference or incorporate musical quotations from pre-

existing works.  

 

Many of the guitar accompaniments to the songs composed during the late-19th and early-

20th centuries consisted of simple alternations of tonic-dominant chords and arpeggios. 

This is also true for a large quantity of the guitar parts written for chamber music and 

ensemble pieces of the period. Besides brief solos that might occasionally be incorporated 

into the introductions or codas of larger works, the guitar parts have historically had a 

distinct lack of melodic and thematic content. I assert that this is because most of these 

sorts of guitar accompaniments were composed and arranged for amateur musicians. 

These amateurs were usually multi-instrumentalists who had only a basic understanding 

of the guitar, who frequently doubled on mandolin or banjo as well, and who perhaps only 

resorted to playing the guitar in the absence of a piano or a harp. However, as a 

professional guitarist, I have freely extended and elaborated upon the lead guitar parts in 

most of my arrangements. Similarly, I have incorporated some soloistic passages into my 

guitar accompaniment parts, too. This helps to capitalise on my performance abilities and 

makes the music both more interesting to play and to listen to. I approached almost all of 

the parts that I arranged for each of the other instruments in the same way. 

 

I generally conceive of sections of works—and sometimes even whole works—in my 

mind before notating them. As such, I usually only play through a musical idea on an 

instrument after I have finished writing a first draft of it; I do this in order to test its 

effectiveness and to ascertain if it works as well in reality as I had imagined it would. As 

I have never played a mandolin or a banjo, it was necessary for me to both observe the 
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instruments being played and to work in close collaboration with my fellow Enoggera 

Ensemble members in order to hone and improve my writing skills for those instruments. 

Therefore, regularly rehearsing and performing with the mandolinist and the banjoist 

from the ensemble has helped me to better appreciate the technical capabilities and 

limitations of these instruments. For instance, I learned that slurs and ornaments can be 

difficult to execute on a mandolin, whereas sustained musical phrases can be easily 

achieved through the effective use of tremolo. Hence, I now avoid writing slurs into the 

mandolin parts and, so that our articulation is more alike when the two instruments have 

similar material, I execute my guitar parts so that it matches the mandolin parts. I have 

also become more adept and confident at writing banjo solos and accompaniments 

through my regular consultation with the banjoist from the group, particularly because I 

had the opportunity to learn more about the instrument’s various tuning methods and its 

cross-string arpeggio patterns.  

 

The longer that I was involved with the musicians of the ensemble, the more I learned 

about their individual technical faculty and musicianship. Accordingly, I was able to 

adapt the content of the music and my style of writing. Consequently, each arrangement 

is bespoke; each part for every piece of music was tailored to suit the performers’ 

individual skill levels. This tailoring was facilitated by the fact that every piece went 

through a cyclical workshopping period. The workshop stage involved a number of 

activities. To begin, a first draft of an arrangement or composition would be brought 

before the group for an initial rehearsal. The draft would be played through and then each 

of the musicians would note errors, request alterations, and suggest improvements to their 

part. The parts would later be collected and suitably revised or edited. Occasionally, the 

entire process would be repeated before a work was finalised—but even then, minor 

revisions were often made after this stage. This exploratory activity allowed each piece 

to grow and to evolve organically. In some instances, instruments were swapped, added 

or omitted in order to achieve a superior musical effect. In other instances, personal 

touches were freely added to the music by the other musicians. In this respect, the musical 

outcomes truly are a product of a unique collaboration; the pieces reflect each of our 

personal aesthetics. Without any doubt, the workshopping period was essential in 

enhancing the quality of the music. 
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As mentioned above, one of the main creative outcomes that I had planned to generate 

for inclusion in the portfolio was an original work. The resultant composition is 

Euoggera—a piece composed in direct response to some of the research findings. I 

wanted the work to be strongly connected to an aspect of Queensland and its history. 

Accordingly, I made notes of the people, places, and proceedings that I found most 

interesting or significant as I came across them during my investigation. It took nearly 18 

months of searching before I found the source of reference for the piece. I was surprised, 

however, that the inspiration for the piece had no direct relationship to Queensland’s 

music history; instead, it was a letter written and published in a newspaper in 1880 that 

exposed some harrowing facts about colonisation in Queensland. The artistic motivations 

and influences behind the work are explained in more detail in the programme notes 

section of the eBook (see Appendix F or Appendix H). I will discuss its musical elements 

and compositional devices below.  

 

Euoggera is a programmatic work. Although there is a lot of implied symbolism in the 

work, I have tried to clearly evoke specific phenomena in the music, too. For instance, at 

the beginning of the piece, the sounds of insects and other animals rustling and 

rummaging in the undergrowth of the scrub are depicted in a section of improvisation in 

which extended techniques, such as rubbing and scratching the strings, and tapping and 

striking the body of instruments, are employed. Bird calls are then represented by an 

accented, descending-third motif. Imitated and shared among all of the instruments, the 

motif re-creates the quasi-antiphonal effect of a chorus of birds in a forest. The course of 

historical events that unfolded including the first sighting of the colonists, and the 

unsettling early encounters and interactions, as well as the tensions, the eruptions, and the 

massacres that all ensued are traced throughout the composition. Tension and conflict in 

the music, for example, are generally conveyed through the unfolding of progressively 

dissonant harmonies and complex rhythms; the layering of multiple contrasting voices 

also has the effect of making the texture feel dense and overcrowded.  

 

The sonic effect of opposing groups of individuals was another compositional idea that I 

explored in the first section of the piece. I achieved this effect by writing material for a 

single instrument playing in isolation, pitted against the three other parts playing similar 

musical content together. Besides creating a noticeable dynamic imbalance between the 

instruments, a symbolic sense of ‘us versus them’ prevails. Dissonant, accented, and 
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violently strummed chords, set to jarring and juxtaposing rhythms are scored in order to 

generate even more tension in the music as the piece progresses and the tragic story 

behind it unfolds. In each of the violent episodes, the minority is again highlighted by its 

representation of a single instrument being fought against—and nearly obliterated—by 

the three other instruments together. A final battle is marked through a section featuring 

loud and percussive effects, including foot stomping and violent tapping on various parts 

of the instruments. Adding to the sense of a climax, the massacre is sonically depicted 

through frequent metre changes, accented off-beats, tri-tones, and the use of a chord 

progression that ascends in parallel harmonies. 

 

The lament section, which follows directly after the massacre scene, contains a theme that 

stretches over 16 bars of music and incorporates the same tri-tone motif that was used to 

create dissonance earlier in the piece. Essentially forming the thematic basis for the rest 

of the composition, the lament theme is presented several times by different instruments 

in different registers, each giving it subtle variations in tone and timbre. The song-like 

lament, however, transforms into a chant later in the work. To achieve this, the 16-bar 

theme in simple triple time (3/4) is rhythmically altered and condensed into just four bars 

in simple quadruple time (4/4). The combined changes in both rhythm and metre help to 

give the theme its chant-like feel. Another development in this section sees two 

instruments scored together and playing the theme in unison, which contrasts with the 

three-against-one effect that was used earlier in the piece. Compositionally and 

symbolically, these combined elements create a greater sense of balance, almost as if the 

instruments are finally banding together. This harmony is short-lived, however, as the 

work finishes with a more dissonant version of the same musical content that was first 

presented at the opening of the piece. This musical statement marks the unfortunate fact 

that the devastating effects of colonisation continue to be felt and experienced today. 

 

Importantly, an ad hoc soundscape accompanies the piece. Although I conceived the idea 

for the soundscape, the track itself was created by sound designer and composer Ben 

Kossenberg. I outsourced its production because I had decided to rely on the expertise of 

that collaborative artist. Over its duration (approximately nine minutes) the soundscape 

traces the course of an evening from dusk to dawn, while simultaneously alluding to the 

spanning of several millennia from a time before white contact to after the establishment 

of a settlement in Brisbane. In evoking an imagined night by the river, the soundscape 
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features the sounds of nocturnal insects and animals, such as crickets, frogs, owls, 

curlews, and water birds. The sound of water lapping gently at a shoreline depicts the 

Brisbane River near the mouth of Breakfast Creek, which is known to have been a 

traditional Aboriginal camping site and corrobboree ground. A breeze stirs the leaves of 

tall trees; creatures rustle the dense undergrowth. As night becomes day, the soundscape 

begins to incorporate the calls of grey butcherbirds, magpies, and other local birds. 

Cicadas and other insects enter the soundscape later, too, as does the peal of a church bell, 

which strikes nine times to signify that it is mid-morning.  

 

The inclusion of environmental sounds (field recordings) adds another layer of interest 

and meaning to Euoggera. All of the sounds that I chose to incorporate into the 

soundscape were influenced by my lived experiences in Brisbane. I deliberately moved 

to Queensland from Perth, Western Australia, to undertake this project. Soon after I 

arrived, I became aware of how different the Brisbane soundscape was compared to that 

of my former home. At night, I would listen to the strange cries of curlews as well as the 

sounds of bats, possums, and scrub turkeys; in the morning, I would hear the melodious 

songs of butcherbirds and other endemic birds. The songs of local birds had a particularly 

profound effect on me. There is also a historic church near where I live in Petrie Terrace 

(an inner-city suburb) with a bell that rings several times throughout the day. The sound 

of the bell at St. Brigid’s Church, Red Hill, has marked my study hours for the last three 

years and has thus been a constant companion over the course of this project. Hence, I 

had wanted to include it into a composition—along with some of the other sounds—from 

very early into the project. In this particular case, however, the reason for using the sound 

of the church bell in the soundscape was to shock the listener. I believe that it has this 

effect because it draws the listener from an imagined past to a more real present. 

Additionally, I feel that in the context of the soundscape, it aurally transports the listener 

from the bush to the city. Here, the bells symbolise the irreversibly transformed 

soundscape of the Brisbane area that accompanied the development of the city after its 

settlement in the 1840s. 

 

Once Euoggera was completed and I knew the approximate durations of each of its 

different sections, I was able to determine how the soundscape might best serve the 

thematic elements of the work. I provided the sound designer with a list specifying the 

exact types of sounds that I wanted to incorporate into the soundscape. Additionally, I 
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devised a detailed timeline that mapped out how long each episode would last, as well as 

how loud, dense, and sparse each section would need to be. Kossenberg then created 

several drafts, which I listened to and tested for effectiveness. Each draft version was 

trialled by playing along to it several times during practice sessions and ensemble 

rehearsals. Most often, it was the volume and the density of the soundscape that had to be 

altered. Three drafts were created and tested before we decided on a final version. Besides 

being featured in the official music video, the soundscape is also played to accompany all 

live performances of the piece. Interestingly, because of the spontaneity with which the 

Enoggera Ensemble performs in concerts, no two performances of Euoggera are ever 

alike. For instance, sometimes we wait just 20 or 30 seconds before we start playing along 

to the soundscape, other times we wait for over a minute. Besides this, our tempi naturally 

fluctuate throughout the piece—and from concert to concert. This results in the scored 

music and the soundtrack merging and separating at different places in each iteration of 

the piece. Such elements of chance incorporated into the performance further enhance the 

expressive impact of the composition. 

 

As stated previously, history and place are both central to my artistic research interests; 

my creative practices in general are driven by a genuine curiosity for these concepts. I 

have been exploring the connections between history and place for some years, and the 

two combined elements have featured in some of my previous projects. As with most 

musicians, I feel a natural inclination towards sound. I often find myself listening closely, 

intensely, and curiously to the unique sounds of my local environment. Sometimes, 

however, I find myself imagining how differently places might have sounded in the 

distant past. Occasionally, too, I hear sounds that seem to recall memories, or that take 

me back to my childhood. Thus, I am cognisant of the ability of sound to move a listener, 

and I believe that the transportive quality of sound makes soundscapes “a powerful means 

of artistic expression” (Rudi, 2011, p. 175). The Euoggera soundscape juxtaposes sounds 

that conjure at once the past and the present, the real and the surreal, which creates a 

profound effect. The soundscape has enabled me to document and to feature sonic 

references to Brisbane, in addition to the historical references that I attempted to convey 

symbolically through the composition and the performance of Euoggera.  

 

The concept of musicians and artists being influenced by their surroundings—specifically 

the sounds of their surroundings—is nothing new. Olivier Messiaen (1908–1992), for 
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example, is best known for his practice of writing works that were not just inspired by, 

but were directly informed by the intricacies of bird song. McKinney (2018) has observed 

that birdsong “has inspired human music for a long time… Vivaldi, Handel, Mozart and 

Beethoven, too, all wrote pieces of music that feature birdsong” (para. 20). Aided by 

developments in recording technologies, musicians have recently explored combining 

recorded sounds from nature with music from the past (pre-existing compositions) in 

order to create meaningful new works. For instance, Genevieve Lacey’s Pleasure Garden 

(2015) draws together compositions by the 17th-century Dutch composer, Jacob van Eyck 

(c. 1590–1657) with field recordings in order to create “a contemplative environmental 

experience” (para. 1). In hindsight, my soundscape to Euoggera shares similarities with 

one of Lacey’s 2017 projects, Absolute Bird. My composition is also inspired, in part, by 

the virtuosic call of the butcherbird. In reflecting on the potency of her practices, Lacey 

has said that audiences appear to “hunger for works that strongly evoke a sense of place” 

(para. 6). She has asserted, for example, that a combination of birdsong, environmental 

field recordings, and instrumental music can conjure “an unmistakably Australian sound 

world” (para. 6). This testifies to the ability of music to create deep meaning, to evoke 

strong emotional responses, and to transport listeners to different times and places, which 

is specifically what Euoggera strives to do. 

 

Outcomes 

 

Over the course of this project, I was required to curate, develop, generate, rehearse, 

perform, and record a new body of repertoire—and it is one that I would never have 

imagined exploring prior to the commencement of the project. The repertoire was entirely 

determined, driven, and directed by the research findings. Although I planned to perform 

any of the music that was once played on guitars in Queensland, I was, admittedly, not 

prepared for the sheer variety of music genres that I encountered during my 

investigation—including many previously unknown to me. Hence, the portfolio presents 

highlights from the wide spectrum of music types that I discovered were once performed 

on guitars in the state. Besides the reactivation and revitalisation of the recovered 

repertoire, I composed a substantial new work, produced music videos, wrote programme 

notes, and created an eBook as a means of effectively storing and sharing the combined 

creative outputs. My deep engagement with the various elements of the project has given 

me the opportunity to develop a range of artistic, practical, research, and writing skills, 
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and has even enabled me to form a new ensemble. My new skills and my research 

outcomes will all be of benefit to me professionally; in fact, they are currently helping me 

to carve a niche for myself within the field of practice-based artistic research in Australia.  

 

My arrangements constitute a substantial part of the research output for this project. 

Although they were primarily made for my ensemble and I to perform and to document 

this project, they will be made available for other musicians to download and use from 

my website in performance sets—complete with the scores and all of the individual parts. 

It is satisfying that I have been able to both unearth and shed light on such a neglected 

repertoire, and to then create a body of new resources for other musicians to explore. A 

number of individuals and ensembles have already requested access to some of the 

arrangements. Furthermore, there is scope for the arrangements to have life in the future 

in other reincarnations. For instance, I have already re-arranged eight of the historical 

pieces for a local mandolin orchestra. Additionally, in 2019 I re-orchestrated Euoggera 

for a large guitar ensemble (consisting of soprano guitars, classical guitars, and bass 

guitars) and have more recently been invited to re-orchestrate it again for a large mandolin 

orchestra (consisting of mandolins, mandolas, guitars, mando-cellos, and double basses). 

It is gratifying to know that these research outcomes have the potential for usage beyond 

the scope of this project. 

 

My original composition Euoggera is undoubtedly one of the principal outcomes of this 

research project. I believe that the piece is a valuable addition to the BMG repertory, 

which is otherwise limited to music that was composed or arranged before World War 

Two. Euoggera persuasively demands attentive listening; it invites compassion and 

consideration on the part of the listener as it explores painful emotions such as loss and 

trauma. For the most part, this whole project is a celebration of the history of the guitar 

in Queensland from free settlement, a period that concurrently translated into the tragic 

and irreversible loss of Aboriginal life, tradition, culture, and place through colonisation. 

The effects of colonisation continue to be felt today, and many artists (both Indigenous 

and non-Indigenous) create art as a way of exploring feelings of pain and grief, as well as 

those of guilt and shame. It is necessary here to clarify that my work does not aim to speak 

about these emotions and experiences on behalf of First Nations peoples. Rather, the 

purpose of the piece is to acknowledge and validate the lasting effects of colonisation 

from my perspective as a first-generation Australian born to English and Scottish parents. 



 

212 
 
 

 

To a significant extent, I think that Euoggera reflects my attempt to reconcile my place 

and involvement as an artist living, working, and prospering on stolen land. 

 

Reynolds (2013) acknowledges that in the early 20th century, First Nations peoples were 

deliberately written out of the history books. These omissions, Reynolds has said, “had 

the convenient effect of hiding much of the domestic bloodshed, allowing the celebration 

of what came to be viewed as a uniquely peaceful history of settlement” (p. 5). In these 

early decades of the 21st century, Australia is emerging from an extended period of 

concealment. Due to the deliberate omissions, many non-Indigenous Australians never 

learned about the nature and the extent of the atrocities that were experienced by First 

Nations peoples in the past. Because of this, I also hope that Euoggera serves to inform 

and educate listeners about aspects of the history of colonisation in Australia. 

 

Unlike some of the artefacts that other artistic researchers might produce (such as audio 

recordings), I decided instead to create a suite of music videos of new and historical 

works. This decision was made for two main reasons: firstly, I felt compelled to capture 

and document both the visual and aural aspects of the music-making process, and 

secondly—and perhaps more importantly—because of how uncertain I feel about the 

future of the recording industry. This lack of certainty is felt by many other musicians as 

well. For example, Emmerson (2017) has recently expressed that although CDs still have 

the capacity to effectively share the results of artistic inquiry, “the future viability of the 

recording industry must be of serious concern” (p. 35) to musicians. Despite the practical 

considerations behind my decision to make music videos in lieu of an album, I believe 

that the appeal and fascination for visual media, coupled with the ease of sharing it online, 

will enable my research to reach a wider audience than if the music was recorded and 

released in an audio format alone. This belief appears to be validated by others—again, 

including Emmerson, who has suggested that owing to “the unprecedented possibilities 

of online dissemination, effective sharing has surely never been easier to achieve than it 

is today” (p. 35). As with each of my arrangements, the music videos will also be freely 

accessible on YouTube and on a variety of online media platforms.  

 

The programme notes contextualise, support, and add impact to each of the music videos. 

The notes will also accompany the music videos wherever they appear online. I refer to 

them as programme notes because they have been written in the style of conventional 
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programme notes, and they have, in fact, already been used in some printed concert 

programmes since I first wrote them. The notes aim to reveal some key insights pertaining 

to the local performance and reception history of the music, as well as to provide some 

biographical information about the composers whose works are represented. Importantly, 

they are not intended for an academic readership; rather, they are written in an informative 

but accessible style aimed at a general audience. The notes reveal points of interest that 

will hopefully better engage audiences and viewers by helping them to form a stronger 

connection to the music through an understanding of its local socio-cultural history. 

 

The eBook combines all of my creative outcomes into a single artefact. Its multimedia 

nature has the potential to express and communicate knowledge, novelty, and meaning 

through the range of content that it features. Its design encourages the reader to engage 

and interact with various media simultaneously. For instance, the reader can have a music 

video playing while reading the programme notes. They can access the associated scores 

and perhaps even play along to the recording if they wish. As well as the scores, music 

videos, and programme notes, I have also included some additional visual media, such as 

excerpts from historical newspapers and some still photographs for informative impact.  

 

I chose to include the news clippings that provided the direct references to the repertoire 

featured in the videos. Beyond merely contextualising the repertoire—and justifying the 

repertoire choices—I believe that the medium of newspaper also has the extraordinary 

ability to transport the reader to a different time and place, and to enhance the emotive 

potential of the artefact. Not only do primary sources provide intangible links to the past, 

but they also encourage deeper levels of engagement, give rise to multiple interpretations, 

and generate meaning. The photographs of the ensemble also possess similar properties. 

When I started the project, I had the foresight to document most of my live performances, 

film sessions, and other activities. Hence, the photographs offer behind the scenes insights 

into the filming processes as well as glimpses into some of the many live performances 

of the music. Furthermore, they document the growth, development, and reach of my 

ensemble through its activities beyond the artefact.  

 

The strengths of creative outputs that incorporate multiple forms of communication and 

expression have been duly noted by other artistic researchers (Upitis, 1999). For instance, 

Emmerson (2017) has expressed his belief that artistic research outputs “can be hugely 
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served by, and indeed should exploit, the capabilities of digital technologies to integrate 

words, sounds and images, and moreover in a nonlinear structure” (p. 37). Together with 

photographs, music scores, and programme notes, the format of the eBook enables the 

historical news sources to be presented in full alongside the filmed performances that 

were informed and inspired by them.  

 

Many academics have stressed the importance of producing research outcomes that have 

the capacity to achieve both broad reach and have wide public appeal. Those in academia 

have long felt the pressure to “publish or perish”, yet Leavy (2017) has commented that 

in recent years, “there has been a push to go public or perish in order to demonstrate that 

research matters beyond the limited world of the research academy” (pp. 10–11). In fact, 

Hannula, Suoranta, and Vadén (2014) have asserted that although most research activity 

happens in private, the most important part of the process is in making the pertinent 

creative outputs, such as the music, the art, and the texts accessible to the public (p. 19). 

Besides my many performance activities, in my view, the eBook is the ideal medium for 

sharing my research findings with the public in an accessible way because it encourages 

people to interact and to engage with it, appreciating both the artistic and scholastic 

character of the performances. An additional benefit of the eBook is that it can be 

downloaded and accessed on a range of computers and handheld devices anywhere in the 

world, which means that it can be shared widely.  

 

Although BMG clubs were extremely popular a century ago, such groups are exceedingly 

rare today; active professional classical ensembles are few and far between. Hence, the 

Enoggera Ensemble constitutes another major outcome of this project. I feel that its 

unique repertoire, its quality performances, and its strong community and online presence 

demonstrate excellent practice in the field of artistic research. Opportunities to hear music 

from Queensland’s past—especially when experienced through the sound that the 

ensemble can generate when playing it—are limited. Because there are so few active 

BMG ensembles at present, there is no one creating new repertoire for the medium, and 

no one reimagining the ensemble-type in a contemporary setting. I believe that the 

Enoggera Ensemble is making a true contribution to the arts in Queensland. Not only is 

the ensemble reactivating local history at present, but its activities also have the capacity 

to open up other possibilities in the future, such as the opportunity to engage further with 

the community, and to engage with other artists, composers, and researchers for unique 
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creative collaborations and performances of new compositions. Therefore, besides the 

gains to myself and the wider research community, audiences are also benefitting from 

the ensemble’s performance activities. 

 

I have, until now, focussed on the development and the attributes of the many types of 

artefacts that my creative portfolio consists of. What, then, are the outcomes of the 

artefacts—and the dissertation for that matter—regarding their contribution to 

knowledge? Candy (2011) has noted that artefacts resulting from artistic inquiry, such as 

musical compositions and recordings of performances, can make significant contributions 

to knowledge, and make claims for novelty and originality, too: 

 

A full understanding of the significance of the research can only be obtained 
with direct reference to the artefacts in whatever form they take. In other 
words, the textual description is not enough in itself to convey the true 
importance of what has been achieved… Thus, the research is dependent upon 
the creation of an artefact and it is also difficult, if not impossible, to 
understand its significance without direct experience of the artefact itself. 
From this process, both new artefacts and new understandings emerge. (p. 4) 

 

I believe that it was necessary for me to learn, perform, and record the historical music 

that I discovered during the course of my inquiry. Music has the ability to move, educate, 

and inspire through sound alone, yet it is difficult—and perhaps even pointless—to 

attempt to describe the sound of the repertoire, as well as the instruments and the 

ensembles that once played it, without hearing it. In this sense, it was essential for the 

music to be heard in order to be fully understood. Moreover, this activation process was 

as critical for informing my own understanding of the research findings as it was for that 

of my audience. In this respect, the processes of sounding and documenting the music are 

some of the strongest outcomes of this project. 

 

Taking the overall project into consideration, I believe that it is both novel and original, 

and that it makes a significant contribution to knowledge. For instance, the dissertation 

chronicles—for the first time in the research literature—more than 100 years of guitar 

history in Queensland, while the creative portfolio presents a unique and contemporary 

response to the findings, thus offering an artistic interpretation of the research evidence. 

By using the findings from my historical investigation, I have gathered and generated a 

large collection of neglected repertoire resources—most of which had to be arranged or 

orchestrated before it could be performed. Significantly, I composed several new pieces 
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that were heavily influenced by historical works, in addition to an entirely original work. 

Furthermore, I established a new ensemble so that I had a vehicle with which to perform 

and record the large body of new and neglected repertoire that I assembled. The outcomes 

of this project exemplify my work as a historically influenced, practice-based artistic 

researcher, and serve to demonstrate the individuality, scope, and quality of my practices. 

I believe that through a combination of academic and artistic expressions, I have 

effectively generated significant new insights about phenomena from Queensland’s past.  

 

Concluding Remarks and Opportunities for Future Research  

 

This study demonstrates what can be achieved when a mixed-methods approach is applied 

to an investigation undertaken by a historically influenced, practice-based artistic 

researcher. As a synthesis of historical research, historical musicology, and practice-based 

artistic research, this unique project encapsulates worded and sounded documentations of 

local guitar history. As described, I examined a variety of primary source materials 

ranging from historical newspapers and concert ephemera to photographs and sheet music 

sources to piece together a history of the guitar in Queensland. A large number of themes 

emerged from the retrieved data. Some relate to the instrumental and vocal forces that 

combined and featured the guitar in performances, whereas other issues pertain to the 

instruments that were typically utilised by musicians of the time, the repertoire that was 

commonly played and presented, and the contexts and venues in which music was usually 

rendered, privately and publicly. A foundational narrative about the guitar was established 

from the vast quantity of retrieved research data. That narrative was then used to inform, 

influence, and inspire my creative practices. As a result, I generated a considerable 

volume of bespoke performance materials, including new arrangements of historical 

works, unique re-compositions, and entirely original pieces. These new materials have 

been incorporated into recent performance activities, which I presented live and recorded 

in a studio with my new ensemble. 

 

Chapter 1 provided the reasons supporting the need for this study to be undertaken. It was 

argued that since no other investigation of its kind had yet been undertaken, a major 

research gap existed. A plan to combat this problem addressed the rationale and the 

significance of the study, while also proposing its scope and recognising its limitations. 

A comprehensive review of the available related literature was presented and the various 
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methodological research approaches used were expounded. Chapter 2 delved directly into 

a survey of the many performers and ensembles that featured the guitar and kindred 

instruments in their musical practices. A handful of case studies were given to illuminate 

the stories of some of the intriguing performers who graced the stage in Queensland’s 

past. Chapter 3 explored resident guitar teachers and some of the leading institutions that 

offered instruction in guitar playing. All manner of guitars, guitar-like instruments, and 

kindred instruments were examined in Chapter 4. Also covered in this chapter were local 

lutherie practices and the ways in which local musicians accessed instruments, sheet 

music, and accessories. Chapter 5 dealt mainly with the types of music genres that were 

most often presented in concert settings and via other media by local and visiting 

guitarists. The chapter, however, opened with a discussion about the problems associated 

with historical research and the reliance on primary newspaper sources as research 

evidence. Myriad historical performance contexts were brought to the fore in Chapter 6, 

which showed the diversity of performance sites and settings throughout the surveyed 

period.  

 

The second part of this study is concerned with how I as a creative practitioner was moved 

to offer alternative forms of knowledge and meaning through various modes of artistic 

expression. The creative portfolio features an exegesis that addresses all of the creative 

artefacts and elucidates the ways in which I was inspired by the research findings. Part 2 

comprises a number of substantial research outputs, affixed below in the manner of a 

series of appendices. First is Appendix F, which combines music videos, programme 

notes, repertoire resources, historical newspaper sources, and photographs in the form of 

an eBook. Next are Appendices G–I, which present most of the eBook artefacts 

separately. Last is Appendix J. This appendix lists the many live performances that were 

presented over the course of this investigation in which some of the foregoing creative 

artefacts were disseminated.  

 

A significant number of facts and figures are presented in Part 1 of the dissertation. Still, 

as mentioned in Chapter 1, an analysis of the findings—perhaps from a sociocultural 

perspective—is beyond the scope of this study. This, however, is where other historical 

researchers and musicologists might commence new strands of inquiry. Indeed, this study 

could be used as the basis for an investigation that focusses on a small handful, or even 

just a single aspect, of the research findings. For instance, a future investigation could be 
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undertaken to determine what historical guitar-related activities say about the social, 

cultural, and political climate of Queensland in the past. It would be interesting to discover 

why the guitar was incorporated into certain musical activities in particular—and in ‘life’ 

in general—during the early colonial and post-Federation periods, and to know if the 

instrument was ever deliberately excluded from these activities, and why. It would also 

be fascinating to explore if the guitar was really an instrument for the many or whether it 

was just for the few. Factors such as class, gender, and ethnicity in all probability 

determined the contexts in which the guitar was played and by whom, so it would be 

interesting to know if or how the instrument upheld or challenged social norms. 

 

As alluded to in Chapter 1, references to the guitar are ubiquitous in primary newspaper 

sources. I explained how this led me to wonder why other local historians and 

musicologists had mostly neglected the instrument before now. It would be interesting to 

determine, especially from a non-guitarist’s perspective, whether the guitar was 

ubiquitous because it was truly a beloved instrument, or if its pervasiveness was merely 

a result of it being affordable, transportable, and easy to play. Despite its seemingly 

universal appeal, however, many guitarists—including the famed Segovia—have felt that 

the guitar was a marginalised instrument. It is a well-known fact that Segovia’s raison 

d’être was to bring the guitar from the margins and into the mainstream of musical culture. 

Segovia achieved this, to a degree, through a number of his ongoing pursuits; notably, by 

arranging well-known pieces by famous composers for the guitar; by encouraging 

emerging composers of his time to write new works for the instrument; by bringing the 

guitar into academies and universities; and by elevating the artistry of the guitar through 

captivating performances and recordings. But if the guitar was previously marginalised, 

does this mean that so, too, were its players? In Queensland—where there were no 

resident players comparable to Segovia and his European and North American 

contemporaries—it is possible that guitarists themselves (those of a particular skill level, 

not to mention people of a certain gender, class minority, or ethnic background) were part 

of what caused the instrument to be marginalised. It would be interesting to explore how 

this hypothesis might or might not be accurate. 

 

During my investigation, I noticed that despite being occasionally popularised and 

capitalised upon in the news media, the guitar also tended to be gendered (mostly 

feminised), romanticised, exoticised, and even eroticised. Given this circumstance, it 
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would be fascinating to examine the critical and social reception of the guitar, guitarists, 

and guitar music in Queensland—and the rest of the country—in the past, and to study if 

they were really as accepted as they appeared in news advertisements. A sociologist 

would be best equipped to comment on how this might reflect sociocultural beliefs of the 

day, and if anything has changed from the bygone era to the present. I also observed a 

distinct hierarchy in operation in the local music scene that saw vocal music at the top of 

the chain, followed by various other forms of instrumental music, and the guitar and guitar 

music much further down. There appeared to be further layers of distinction among 

different types of guitars as well as different genres of guitar music.  

 

It would be possible for other researchers to replicate my study by using my research 

model as a template for their investigations. Another research-oriented guitarist could 

easily conduct a similar research inquiry, perhaps one on a much smaller scale, into the 

guitar-related activities of their home city, town, or region. A single performer or 

ensemble could be researched, as could a single piece of music or performance venue, for 

example. As I explained above, Ellis (2000) and Payne (2012) have already made 

significant progress in their chronicling of historical guitar activities, particularly in 

Sydney and Melbourne. Early guitar activities in regional areas of New South Wales and 

Victoria, as well as regional and metropolitan areas in Western Australia, South Australia, 

Tasmania, the Australian Capital Territory and the Northern Territory, have not yet been 

methodically chronicled and assembled into accessible research outputs; there is much 

scope for future scholarship. 

 

Guitarists could diversify their concert activities by exploring the repertoire presented in 

Appendix D and by preparing selected items for performances. Those skilled or adept at 

arranging and composing could make bespoke arrangements for themselves and their 

collaborative performers to play. Moreover, there is scope for solo guitarists to work with 

other musicians to re-establish some of the less common historical ensemble 

configurations. Perhaps some guitarists and other instrumentalists will form a new BMG 

club, gum leaf band or mouth organ band. Those who teach the guitar and who direct 

guitar ensembles might diversify their studio practices by arranging historical works for 

their students and by incorporating other plucked and bowed strings, as well as wind, 

brass, and percussion instruments into their guitar ensembles for variety.  
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I hope that we, as a society, and as musicians and as historians, do not forget our guitar 

history again. I strive to celebrate local music history, to foster a healthy curiosity for it 

in others, and to show that the past can still be relevant in the present. I want to prove that 

research findings need not be confined to the world of academia either. There is much 

potential for historically inclined artistic researchers and creative practitioners to do as I 

have done; to ‘go public’ with their unique and novel interpretations of their research 

findings. Upitis (1999), mentioned in previously, addressed this when she spoke of the 

value of experimental modes of story-telling, and of outputs “that push the boundaries of 

traditional research reporting” (p. 223). I plan to continue to explore aspects of 

Queensland’s—and Australia’s—guitar history in my unique way in the future. As 

extensive as this present study might appear, I felt somewhat restricted by the limited 

timeframe of the doctoral program. What is presented herein, both academically and 

artistically, represents just a fraction of the whole.  

 

I envision doing so much more with the recovered research data in the future. First, I plan 

to delve deeper into the repertoire, by retrieving more published versions of historical 

works, by arranging more of the pieces myself, and by continuing my practice of writing 

new works based on, or inspired by, musical themes from pre-existing works. Second, I 

plan to thoroughly investigate the performance-related activities of a select group of 

individual performers and ensembles with a view of re-creating entire historical concert 

programmes and themed productions. Third is a commitment to further diversify my 

future concerts. This will be achieved by exploring, and programming works by under-

represented composers, such as female composers and composers from culturally diverse 

backgrounds. I started learning the ukulele and playing a parlour guitar during this project, 

and I would like to explore using other types of guitars in the future. To begin, I would 

like to try playing a harp-guitar, a resonator guitar, a steel guitar, and an archtop guitar. 

Some of my current portfolio arrangements have already been adapted for different and 

larger musical forces (such as mandolin orchestras, guitar ensembles, and student groups), 

and I may continue creating new arrangements for such groups in the future.  

 

Although a large number of significant heritage buildings have been demolished in recent 

times, Queensland still has many charming historic venues that I would love to perform 

in. I have made a checklist of the sites that I would like to research and perform in at some 

stage. I would like to continue to perform historical music in the historic venues in which 
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it was once previously heard. As part of my doctoral program, I was required to publish 

an article related to my research area. My peer-reviewed article “Aspects of the Guitar in 

Queensland from 1842 to World War II” (Gardiner, 2020) was published in the 

Queensland History Journal. I envision contributing more articles on aspects of the 

history of the guitar in Queensland to other journals in the future, especially some 

international guitar periodicals. These are just some ideas for what could be done with the 

research data in the future to keep the history alive. In closing, I reassert the sentiment 

expressed in the review, mentioned above, that was published in The Telegraph in 1889. 

In the many diverse and exciting ways that I have just described, other future musicians 

and I might simply “be able to vary the ordinary concert programme in a happy and 

popular manner” (“Liedertafel Concert,” 1889, p. 2). There is unlimited potential for 

future creative projects to emerge from this newly recovered history.  
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Appendix E. List of Venues  
 
This appendix is intended to reveal two types of information: firstly, the specific venues 
in which guitar performances once took place; and secondly, the broad reach of the guitar 
throughout most parts of the state. From this, the reader might infer how developments in 
areas such as the economy, transport, and infrastructure, for example, impacted the tour 
itineraries of those involved with the entertainment industry, as well as the informal 
music-making activities of amateur musicians during the epoch in the investigation. 
Using evidence gleaned from the primary sources, it was possible to establish the places 
(cities, suburbs, and towns) and venue names (Her Majesty’s Opera House, for example) 
for many of the referenced performances.  
 
This list is, however, not as extensive as it could have been had all of the historical news 
sources included more details about the venues in which concerts took place. Indeed, a 
great number of news articles mentioned performances that occurred in certain places 
around the state, but did not specify the name of the venue. These ‘event-places’ are, 
therefore, not include in this list. The same applies to the many home concerts and private 
soirées that were frequently referred to in the sources. Suffice it say, guitar performances 
did take place in almost every part of the state during the surveyed period and this list 
aims to offer a taste of the scope of this activity. 
 
The names of places and performance venues within each place are listed alphabetically. 
Queensland, however, is a large state with a rather decentralised population. Because of 
this, the state is divided into seven regions, which incorporate 77 local government areas. 
So that each of the places can be more easily identified and contextualised, the region 
identification and the local government area name is provided alongside each place name. 
The regions, roughly from south to north, are: South East Queensland (SEQ), Darling 
Downs South West (DDSW), Wide Bay–Burnett (WBB), Central Queensland (CQ), 
Mackay, Isaac, and Whitsunday (MIW), North Queensland (NQ), and Far North 
Queensland (FNQ). See the two maps below (Figures 74 and 75) for visual 
representations of Queensland’s various regions and local government areas. The 
information about the regions and local government areas is based on what is known and 
being used today, which may or may not differ from that known and used historically. 
The two maps below visually illustrate the described demarcations. 
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Appendix F. eBook 
 
The eBook, titled Sounding a History of the Guitar in Queensland, contains digitised 
renderings of creative artefacts such as music videos, programme notes, and repertoire 
resources, in addition to photographs and historical news sources. Separate to the eBook 
are several appendices (Appendix G–J), which individually house each of the creative 
artefacts. Please refer to these appendices if trouble is experienced when accessing the 
eBook. 
 
Two versions of the eBook have been designed so as to make it accessible on a range of 
platforms and devices. However, it is primarily designed to be enjoyed in the Apple 
Books app on an iPad, an iPhone or a computer running MacOS. The eBook is designed 
to allow off-line use, so all of the content is embedded (aside from research references) 
and playable anytime without lag or advertisements. The music videos can be played on 
the page, in full-screen, or via Airplay to an AppleTV. 
 
Follow the link (below) and download the file ‘SAHOTGIQ - Duncan Gardiner’ to your 
iPad or Mac and open it in the Books app. Click here to download the eBook: Sounding 
a History of the Guitar in Queensland 
Or copy and paste this hyperlink into an internet browser: bit.ly/soundinghistory 
 
If the Books app is not installed on your device, please download it here: Apple Books 
for iPad and iPhone 
 
An alternative (interactive PDF) version of the eBook has also been created for access on 
other computers and devices. Click here to download the interactive PDF version of the 
eBook: Sounding a History of the Guitar in Queensland - Interactive PDF 
Or copy and paste this hyperlink into an internet browser: bit.ly/soundinghistorypdf 
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Appendix G. Music Videos 
 
Below are individual links to the music videos. Click on the hyperlinks or copy and 
paste them into an internet browser for access. 
 
1 God Save the Queen Arr. D. Gardiner  
https://youtu.be/5pOT780Kpt8 
 
2 Rastus on Parade Kerry Mills (1869–1948) Arr. D. Gardiner 
https://youtu.be/diDR204Y1Ak 
 
3 Old Folks at Home (Swanee River) Stephen Foster (1826–1864) Arr. D. Gardiner 
https://youtu.be/KBKaEvEoqGM 
 
4 Opera Scraps from Maritana William Wallace (1812–1865) Arr. Justin Holland 
https://youtu.be/ZDQw5x77590 
 
5 Dill Pickles Charles Leslie Johnson (1876–1950) Arr. D. Gardiner 
https://youtu.be/H0uwypfImeo 
 
6 Advance Australia Fair Peter Dodds McCormick (1843–1916) Arr. D. Gardiner 
https://youtu.be/wsnNmDIDgLI 
 
7 Compilation Video One  
https://youtu.be/XrJoeLQi0ds 
 
8 Euoggera Duncan Gardiner (b. 1983) with soundscape by Ben Kossenberg (b. 1982) 
https://youtu.be/zdxL-Gy06Uc 
 
9 Secret Love Gavotte Johann Resch (1830–1889) Arr. D. Gardiner  
https://youtu.be/Gz7-X5xgsgc 
 
10 The Darkey’s Dream (Characteristic Barn Dance) George Lansing (1890–1920) 
https://youtu.be/bQ_hMi8CN0E 
 
11 Canzonetta ‘Deh vieni alla finestra’ Wolfgang Amadeus Mozart (1756–1791) 
https://youtu.be/k8Ao5jL2KmM 
 
12 Lancashire Clogs Emile Grimshaw (1880–1943) Arr. D. Gardiner 
https://youtu.be/GH42E6QFcz4 
 
13 Ländler Johann Kaspar Mertz (1806–1856) Arr. D. Gardiner 
https://youtu.be/hoXqWd-G4mM 
 
14 True Blue March Ezra Read (1862–1922) Arr. D. Gardiner  
https://youtu.be/SX4yoLle C0 
 
15 Compilation Video Two  
https://youtu.be/KO-zgO_YxVc 
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Appendix H. Programme Notes 
 
Primary source materials, such as historical newspaper articles, advertisements, concert 
reviews, and concert programmes, illustrate that fretted instruments were in vogue 
throughout Queensland from the late-19th to the mid-20th centuries. This period 
witnessed numerous tours by international acts such as the Jungfrau Kapelle, a 14-piece 
orchestra that boasted four mandolins and three guitars; a mandolin and guitar duo called 
the Spanish Students; and the Royal Hawaiians, an ensemble consisting of 20 musicians 
and dancers who played guitars, ukuleles, mandolins, tiaros, and taropatches. It appears 
that these visiting professional ensembles were sources of inspiration for local amateur 
musicians, as fretted instrument groups such as mandolin orchestras, banjo-mandolin-
guitar (BMG) clubs, and guitar parties began to form around the state in the following 
years. Brisbane and regional centres including Ipswich, Toowoomba, Maryborough, 
Bundaberg, Rockhampton, Charters Towers, and Townsville were all home to numerous 
ensembles. Early in the period, some of these groups were small (duos, trios, and quartets, 
for example), but later, orchestras of up to 50 musicians were established.  
 
The repertoire of these fretted instrument ensembles consisted predominantly of 
instrumental arrangements of popular orchestral and vocal music. The following videos 
of music performances bring together a collection of pieces that showcase the variety of 
popular music genres that musicians and audiences of that time would have been familiar 
with. Some of these arrangements were printed at the time by music publishers; some 
were even included as music supplements in the fretted instrument periodicals that 
circulated during the period. Many of these works were arranged by the performers and 
ensemble directors themselves, with published accounts from musicians testifying to the 
need to undertake this activity (“Broadcasting Notes,” 1926). The published versions, 
however, are no longer in print and are generally not available in libraries or online. 
Additionally, the arrangements that were created by local musicians have proved difficult 
to obtain—many of them would have been lost over the years and the rest are likely held 
in private collections. Owing to the difficulty of accessing published material and 
manuscript sources, it has been necessary to create a collection of new arrangements to 
perform. There is a long tradition of guitarists who have composed and arranged music 
for themselves and others to perform; therefore, creating and performing from new 
arrangements today is a continuation of that historical practice.  
 
The music videos are digitised renderings of performances of works such as Secret Love 
Gavotte (Johann Resch), Bric-à-brac Polka (Charles Coote Jnr.), Galop Prestissimo 
(Émile Waldteufel), and the overture to Caliph of Baghdad (François-Adrien Boieldieu). 
All of these pieces were performed by the Jungfrau Kapelle while they were on tour in 
Australia in 1888. There is also a music video of Stephen Foster’s Old Folks at Home 
(also known as Swanee River), which was presented by several plucked string ensembles, 
including the Spanish Students, the Ipswich Mandoline Party, Martin’s Guitar and 
Mandolin Band, and many minstrel groups. The Spanish Students also performed 
Waldteufel’s Estudiantina, as did the Cadenza Plectral Club. Also included in the suite 
of music videos is a recording of the hymn, Nearer, My God, to Thee. It was once 
performed in Queensland by Australia’s Premier Complete Mandolin Club in the year 
that the Titanic sank (1912). It was later presented by other individuals and groups, 
including some guitar soloists and student orchestras. Popular songs, such as Silver 
Threads among the Gold (Hart Pease Danks) and Annie Laurie (Alicia Ann 
Spottiswoode), were performed by the Royal Hawaiians, the Hawaiian Serenaders, the 
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Cadenza Plectral Club, the Waiata Maori Choir, and the Enoggera School choir. Hence, 
these songs have also been filmed for the collection. 
 
The Ipswich Mandoline Party performed widely in the late 1890s. Their activities have 
been documented in the present renderings of John Philip Sousa’s Liberty Bell march and 
Sebastián Yradier’s waltz-song Ay Chiquita. Don Anselmo Flores was a prominent 
Brisbane-based musician who directed several fretted instrument groups, including a 
BMG club, in the early 1900s. His BMG club performed two lesser-known works, 
including a cakewalk called Rastus on Parade (Kerry Mills) and The Trumpeters Galop 
(Coote). Works by banjo, mandolin, and guitar performer-composers appear to have been 
played by many local fretted instrument orchestras. For instance, Lancashire Clogs 
(Emile Grimshaw) and The Darkey’s Dream19 (George Lansing) were performed several 
times each by the Maryborough Mandolin, Banjo and Guitar Club, Martin’s Guitar and 
Mandolin Band, the White Coons’ Banjo Club, and Mrs. Harry Reeve’s Combined 
Mandolin and Banjo Clubs. 
 
Although not actually performed in Queensland on plucked string instruments, some 
works have been filmed for this suite of music videos because they were discussed or 
referred to in local newspapers. For instance, Mozart’s Canzonetta (from the opera Don 
Giovanni) is included because it was discussed in some detail in a concert review that was 
published in The Queenslander in 1878. Similarly, Mauro Giuliani’s Abschied and Giulio 
Regondi’s Reverie are included because they were also mentioned in an article from the 
time. By contrast, Sousa’s Directorate march was not referred to in any newspapers or 
performed locally, although many of his other marches were. Furthermore, several 
published arrangements of Directorate march were able to be retrieved—which is 
suggestive of its popularity. Therefore, even though it was not performed in Queensland 
or referred to in a local newspaper, it was included to showcase a rare, historical plucked 
string arrangement.  
 
A number of pieces were referred to in the historical news sources without being 
attributed to specific composers. In some of these instances, a work of the same (or 
similar) name, genre, and period of composition has been used instead. For instance, the 
Celebrated Alpine and Tyrolese Minstrels presented sets of Steirerische Laendler and 
National Laendler in their concerts in the late 1850s. It has proved difficult to locate any 
works bearing these titles. A ländler composed by Johann Kaspar Mertz and published 
around 1850 has therefore been included as a sample of something like what the minstrels 
might have performed. 
 
Similarly, a work titled True Blue was performed by Australia’s Premier Complete 
Mandolin Club, J. E. Baines Mandolin and Guitar Party, and Mrs. Harry Reeve’s 
Combined Mandolin and Banjo Clubs. No composers were ever attributed in the 
published concert programmes and reviews—and many different pieces with the same 
title exist—so it was decided to use True Blue March by Ezra Read as a representative 
work. Additionally, a piece called Dandy Fifth was often played but also never credited 
to a particular composer. The piece was played by groups such as Martin’s Guitar and 
Mandolin Band and Australia’s Premier Complete Mandolin Club. In this case, a work of 
the same title by Alfred A. Farland has been used.  
 

                                                            
19 I acknowledge that some of the primary source materials contain derogatory, inappropriate, and out-dated 
language. Such words and expressions, however, have been reproduced here in order to retain the 
authenticity of original texts, thereby providing some historical context. 
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God Save the Queen (alternatively God Save the King) was sung or played at most 
concerts and community gatherings in Queensland during the period under investigation. 
The song was ubiquitous, so the decision was made to give it special treatment in its 
inclusion in this suite of music videos. Thus, small fragments of the melody, along with 
the imagined energy and vitality with which it would likely have been sung historically, 
serve as the inspiration for a new composition. Euoggera is another new work, composed 
especially for this collection. It is hoped that the subject matter—that of the history of 
colonisation in Queensland—is not only considered relevant and timely, but that the work 
is found to be poignant and thought-provoking. It is also hoped that the work is considered 
as a valid and important new contribution to the BMG ensemble repertory, and that it 
might encourage other composers to continue the tradition by writing new works for the 
unique ensemble phenomenon.  
 
Programme 
 
God Save the Queen Arr. D. Gardiner 
Rastus on Parade Kerry Mills (1869–1948) Arr. D. Gardiner 
Old Folks at Home (Swanee River) Stephen Foster (1826–1864) Arr. D. Gardiner 
Opera Scraps from Maritana William Vincent Wallace (1812–1865) Arr. Justin Holland 
Dill Pickles Charles Leslie Johnson (1876–1950) Arr. D. Gardiner 
Advance Australia Fair Peter Dodds McCormick (1843–1916) Arr. D. Gardiner 
 
Compilation Video One consists of excerpts from: 
Dandy Fifth Alfred A. Farland (1859–1954) Arr. D. Gardiner 
Estudiantina Émile Waldteufel (1837–1915) Arr. D. Gardiner 
Boccaccio March Franz von Suppé (1819–1895) Arr. D. Gardiner 
Galop Prestissimo Émile Waldteufel (1837–1915) Arr. D. Gardiner 
Nearer, My God, to Thee Lowell Mason (1792–1872) Arr. D. Gardiner 
Liberty Bell March John Philip Sousa (1854–1932) Arr. John R. Hager 
Sérénade des Mandolines Louis César Desormes (1840–1898) Arr. D. Gardiner 
Caliph of Baghdad (Overture) François-Adrien Boieldieu (1775–1834) Arr. D. Gardiner 
Silver Threads among the Gold Hart Pease Danks (1834–1903) Arr. D. Gardiner 
Bric-à-brac Polka Charles Coote Jnr. (1831–1916) Arr. D. Gardiner 
 
Euoggera Duncan Gardiner (b. 1983) with soundscape by Ben Kossenberg (b. 1982) 
Secret Love Gavotte Johann Resch (1830–1889) Arr. D. Gardiner 
The Darkey’s Dream (Characteristic Barn Dance) George Lansing (1890–1920) 
Canzonetta ‘Deh vieni alla finestra’ Wolfgang Amadeus Mozart (1756–1791) 
Lancashire Clogs Emile Grimshaw (1880–1943) Arr. D. Gardiner 
Ländler Johann Kaspar Mertz (1806–1856) Arr. D. Gardiner 
True Blue March Ezra Read (1862–1922) Arr. D. Gardiner 
 
Compilation Video Two consists of excerpts from: 
Ay Chiquita (Valse Espagnole) Sebastián Yradier (1809–1865) Arr. D. Gardiner 
Directorate March John Philip Sousa (1854–1932) Arr. F. W. Wessenberg 
Abschied Mauro Giuliani (1781–1829) 
The Trumpeters Galop Charles Coote Jnr. (1831–1916) Arr. D. Gardiner 
Reverie Giulio Regondi (1823–1872) 
Annie Laurie Alicia Ann Spottiswoode (1810–1900) Arr. D. Gardiner 
Secret Love Gavotte Johann Resch (1830–1889) Arr. D. Gardiner 
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Performers 
 
Enoggera Ensemble (est. 2017) consists of four Brisbane-based musicians who strive to 
bring aspects of Queensland’s rich music history to life in a dynamic and captivating way. 
Fretted instrument ensembles were once in vogue from around the 1880s to the 1930s, 
and this new incarnation delights in sharing the sound of the historical plucked string 
phenomenon with audiences today. The ensemble features Marissa Carroll (mandolins), 
Joel Woods (banjo, mandola, and ukulele) and Dominic Ward (guitars), and is led by 
Duncan Gardiner (guitars). The repertoire of the ensemble is made up of arrangements of 
orchestral works and opera overtures, dances (such as waltzes, polkas, galops, marches, 
and rags), as well as well-known anthems, minstrel songs, and folk songs from across 
Europe and the United States. A unique aspect of their activity is their programming of 
original compositions; works that are based on elements of Queensland’s history. 
 
Duncan Gardiner has been described as “exceedingly talented” (ABC Classic) and as “an 
excellent ambassador for the classical guitar” (North East Scotland Classical Guitar 
Society). Duncan has performed extensively throughout Scotland, Japan, and Singapore 
as well as Queensland, New South Wales, Victoria, and Western Australia. They have 
released four studio albums, published a book of original compositions, and have been 
commissioned to write new works for the National Trust of Australia, Classical Guitar 
Society of Western Australia, Western Australian Youth Orchestra, Fremantle Symphony 
Orchestra, Magellan (piano trio), Alexandre Da Costa (violinist), Dr Mike Epworth 
(artist), Lourdes Hill College (Qld), Rossmoyne Senior High School (WA), and Newman 
College (WA). Duncan is completing a Doctor of Musical Arts degree at the Queensland 
Conservatorium, Griffith University (under Karin Schaupp), where they also work as a 
guitar teacher and ensemble director for the Open Conservatorium program. 
 
Marissa Carroll is a performer of grace and virtuosity, whose talent has been acclaimed 
throughout Australia and overseas. She began learning the mandolin at the age of 10. 
Performance highlights have been concerts in Germany, France, and Luxembourg as 
concertmaster and soloist with the Australasian Mandolin Orchestra and the West 
Australian Mandolin Orchestra. She studied with internationally renowned mandolinist 
Alison Stephens at the Dartington International Music Summer School. Marissa studied 
music (majoring in the mandolin) at The University of Queensland and has previously 
studied mandolin with Stephen Lalor, Robert Schulz, and Adrian Hooper. Marissa plays 
a prized vintage Lyon and Healy mandolin from the early 1920s, a German bowl-back 
mandolin by Klaus Knorr, and a baroque mandolino by Alex Vervaert.  
 
Joel Woods is an accomplished and versatile guitarist, banjoist, and mandolinist. He is a 
classically trained guitarist who began playing at the age of 11. Joel successfully 
completed his Master of Music studies in guitar performance at the Queensland 
Conservatorium, Griffith University, under the tutelage of renowned guitarist Julian 
Byzantine. Although firmly grounded in his classical training and study, his career spans 
a variety of genres, including jazz, flamenco, folk, indie, pop, and rock music. As a 
classical guitarist, Joel has performed with the Queensland Symphony Orchestra, 
Queensland Mandolin Orchestra, Melbourne Mandolin Orchestra, and The Australis 
Germany Tour. Joel is currently the conductor and musical director of Mandolins in 
Brisbane, and is head of guitar studies at Mt St Michael’s High School, Ashgrove.  
 
Dominic Ward is a graduate of the Queensland Conservatorium, Griffith University. He 
completed a Bachelor of Music, studying classical guitar performance under the tutelage 
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of renowned performer Karin Schaupp. Dominic has performed prolifically throughout 
Brisbane and interstate, playing at such events as the Adelaide International Guitar 
Festival, the Tyalgum Music Festival, and the “Doots, Plucks and Yodels” concert series 
in Toowong. Dominic has performed in masterclasses for several prominent international 
guitarists, including Chrystian Dozza, Lorenzo Micheli, and Aleksandr Tsiboulski. He 
has also been the recipient of several prizes and competitions, coming third in the 2017 
Sydney Eisteddfod and winning both the 2015 UQ Isolde Schaupp Memorial Prize and 
the 2016 Queensland Conservatorium Guitar Prize. 
 
Programme Notes 
 
God Save the Queen Arr. D. Gardiner 
God Save the Queen was formerly Australia’s national anthem. It was sung as God Save 
the Queen during Queen Victoria’s (b. 1819) reign from 1837 until her death in 1901, and 
then as God Save the King during the reigns of both King Edward VII (1901–1910) and 
King George V (1910–1936). It was generally sung by all who congregated civic events 
during the period, but it was occasionally programmed to be performed by ensembles and 
orchestras in concerts as well. For instance, the Jungfrau Kapelle and the Royal Hawaiians 
performed the anthem to close each of their concerts while touring Queensland in 1888 
and 1911, respectively (“Advertising,” 1888, August 27; “His Majesty’s Theatre, The 
Royal Hawaiians,” 1911). The Jungfrau Kapelle consisted of 14 performers who, besides 
singing and jodeling, played guitars, mandolins, zithers, harps, and piano, plus orchestral 
string, wind, and percussion instruments. It is difficult to imagine how the anthem might 
have sounded being performed by this Swiss orchestra. The anthem was transcribed for 
solo guitar during the 19th century by guitarists including Fernando Sor (1778–1839), 
Joseph Kreutzer (1790–1840), and Charles Blum (1786–1844). The latter (also known as 
Carl Blum) composed a set of variations based on the song’s theme. This new 
arrangement for plucked string ensemble is inspired by the third of Blum’s variations, a 
variation in which a quasi-tremolo technique was employed. Mere fragments of the 
melody can be detected, mostly in the lower guitar part, beneath several layers of repeated 
semi-quavers and fast, scale-like figures, which combine to give the work an energetic 
and modern feel. 
 
Rastus on Parade Kerry Mills (1869–1948) Arr. D. Gardiner 
Rastus on Parade was published in 1896 by the American ragtime composer Kerry Mills, 
and is considered to be one of the earliest works of the syncopated cakewalk genre 
(Edwards, 2019). The piece has lyrics that accompany one of its quaint melodies, which 
would likely have been sung by audiences when it was performed in vaudeville and music 
hall contexts: When he is walking ‘taint no bluff, he puts ’em in de shade. No use in 
talking, he’s hot stuff, is Rastus when on Parade. ‘Rastus’ is a pejorative term—
traditionally associated with African Americans in the United States—and is considered 
culturally insensitive. It has been used as a generic and often derogatory name for African 
American men since the 1880s. Nonetheless, the piece was quite successful in its time, 
becoming popular with vaudeville and music hall audiences, and making its way to 
Queensland within just five years of its publication. On December 5, 1901, a Brisbane-
based BMG club made their public debut with great success, performing in the 
Oddfellows Hall in Fortitude Valley (“Musical Evening,” 1901). Directed by Don Flores, 
the club performed a variety of orchestral works and dances, including this up-beat 
cakewalk. 
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Old Folks at Home (Swanee River) Stephen Foster (1826–1864) Arr. D. Gardiner 
Stephen Foster was an American songwriter known primarily for his parlour songs, 
although much of his output was written for use in the blackface minstrel shows that were 
popular at the time. Of his vast oeuvre, Old Folks at Home (also known as Swanee River 
and Suwanee River), which was composed in 1851, is considered to be his most popular. 
Indeed, it was frequently performed in Queensland not only in minstrel shows, but also 
in concerts and recitals. On February 23, 1889, Señors Manuel López and Mariano Martin 
(advertised locally as the Spanish Students) played the work as a duet for mandolin and 
guitar. The occasion was a Promenade Concert held at Her Majesty’s Opera House in 
Brisbane and the pair were brought in to boost ticket sales over the final few nights of the 
season (“The Brisbane Courier,” 1889). It was also played on November 29, 1898 by the 
Ipswich Mandoline Party at a concert held at the North Ipswich Congregational Church 
(“North Ipswich Congregational Church Concert,” 1898). The Ipswich Mandoline Party 
was a small ensemble consisting of four mandolins, zither, and guitar. This new 
arrangement begins with an extended cadenza-like guitar solo before the mandolin enters 
and takes up the nostalgic melody. The arrangement is supposed to sound dreamy and 
aqueous, evoking the freely flowing water of the Suwannee River, which may have 
originally inspired Foster’s song. 
 
Opera scraps from Maritana William Vincent Wallace (1812–1865) Arr. Justin Holland 
Wallace’s opera Maritana was once frequently performed; in fact, research into historical 
opera performances in Queensland reveals that it was presented more often than most 
other operas from the 1850s to the 1880s (Dawson, 1987). Part of its success may be due 
to the fact that it is an English-language work. Michael Balfe’s opera The Bohemian Girl 
also has an English text and was performed about as much as Wallace’s. Songs from the 
opera were often sung in concert and recital settings locally, as were arrangements for 
fretted instrument ensembles. The Cadenza Plectral Club and Banjo Band was a 
prominent local group that consisted of an array of instruments including mandolins, 
banjos, banjo-mandolins, tenor banjos, Spanish guitars, Hawaiian guitars, and tenor 
guitars. Directed by music teacher Mrs. Matthews, their performances were broadcast on 
local radio between 1927 and 1936. In the 9pm session on August 8, 1932, the Plectral 
Club performed a selection of music from Maritana (“Today’s Radio Talk,” 1932). Justin 
Holland was a 19th-century African American guitarist, who published a medley titled 
Opera Scraps from Maritana for two guitars. His adaptation includes the opera’s most 
famous aria, Scenes That Are Brightest. Thus, Holland’s guitar duet is presented here in 
order to showcase an early, published arrangement of the piece. 
 
Dill Pickles Charles Leslie Johnson (1876–1950) Arr. D. Gardiner 
On March 20, 1911, a group called the Royal Hawaiians commenced a concert tour at His 
Majesty’s Theatre, on Queen Street, in Brisbane (“His Majesty’s Theatre. Royal 
Hawaiians,” 1911). They performed widely, giving concerts in centres such as Ipswich, 
Toowoomba, Bundaberg, Gympie, and Maryborough, to name a few. The Royal 
Hawaiians were a 20-piece company of singers and dancers, who accompanied 
themselves—and also played purely instrumental items—on ukuleles, mandolins, guitars, 
tiaros, and taropatches. According to a critic, one of their most popular pieces was Dill 
Pickles, performed as an instrumental item by the whole company. The review, which 
was published in the Queensland Times on March 30, 1911, commented that it “would be 
impossible to mention each item of merit,” yet Dill Pickles was “in striking contrast to 
their other efforts.” The critic added that the piece was like “a joyous march, serenade, or 
what you will, but it set every foot abeating,” and that “even the players themselves 
seemed as if they longed to shout in company with the joy which came bubbling forth 
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from their instruments” (“The Royal Hawaiians,” 1911, March 30, p. 5). A number of 
early 20th century arrangements of this rag for solo banjo still exist today. Hence, this 
video features the banjo in a duet combining an extant published banjo part, with a guitar 
accompaniment constructed from an historical piano solo. 
 
Advance Australia Fair Peter Dodds McCormick (1843–1916) Arr. D. Gardiner 
Advance Australia Fair was composed by Peter Dodds McCormick, but published under 
the pseudonym, “Amicus.” It was first performed at a Grand Annual Scottish Concert in 
Sydney on November 30, 1878. The concert review published in The Evening News 
reveals that “during the evening that new and favourite song, ‘Advance, Australia Fair’ 
by Amicus, was sung by the author himself, amidst deafening applause” (“The Weather,” 
1878). A year later, it was reported in the Newcastle Morning Herald and Miners’ 
Advocate that the song would “no doubt, become extremely popular” (“Advance 
Australia Fair,” 1879, January 4, p. 4). Although there are no direct references to the 
current national anthem being performed on fretted instruments in Queensland before 
World War Two, it is highly likely that it was occurring. Advertisements reveal that the 
sheet music for it was available for purchase in Queensland from as early as 1899. It was 
also being frequently sung by soloists and choirs in concerts that involved guitarists in 
the years that followed. There are numerous examples of guitarists accompanying 
community singing, so it is possible that the anthem was rendered in some of these events. 
In this arrangement, classical guitar and mandolin complements steel string guitar and 
banjo, thus experimenting with merging classical and folk music styles. 
 
Dandy Fifth Alfred A. Farland (1859–1954) Arr. D. Gardiner 
Dandy Fifth was performed in Queensland by two different plucked string ensembles. 
Composer details were not given in any of the extant concert programmes and reviews, 
but a published version of a work called Dandy Fifth by banjoist, Alfred A. Farland seems 
a likely alternative. Dandy Fifth was first recorded as being played by a banjo club (banjo 
clubs were often made up of a combination of banjos and guitars) that was under the 
direction of Mr. C. J. Martin in April 1904 at a concert held in the Charters Towers School 
of Arts. A reviewer for The Evening Telegraph described the piece as “a merry tune with 
a delightful swing,” adding that it “served to diversify the programme” (“Complimentary 
Concert,” 1904, p. 3). Another group known as Australia’s Premier Complete Mandolin 
Club held three concerts in Brisbane’s Albert Hall in early October 1912 (“Mandolin Club 
Concert,” 1912, October 3). Among a mix of instrumental solos, duos, trios, and 
orchestral items, they also featured some pieces for banjo duet, including one called 
Dandy Fifth. The club was hailed by the press for their unusual and flexible 
instrumentation, so an arrangement for two guitars, mandolin, and banjo is presented here.  
 
Estudiantina Émile Waldteufel (1837–1915) Arr. D. Gardiner 
Émile Waldteufel commenced his formal studies at the Paris Conservatoire at the age of 
seven, where his classmates were Georges Bizet (1838–1875) and Jules Massenet (1842–
1912) (Lamb, 2001). In 1874, he performed at an event attended by the then Prince of 
Wales, future King Edward VII. Anecdotal evidence reveals that the Prince of Wales was 
so taken by Waldteufel’s waltz music that he took it upon himself to make the composer’s 
music better known in Britain. Indeed, Waldteufel’s music was later played 
at Buckingham Palace for Queen Victoria. In 1875 he signed a publishing contract with 
Hopwood & Crew and from then on, his music dominated the London music scene. 
During this period, Waldteufel composed some of his best-known works, including Les 
patineurs (Skaters) waltz. An estudiantina is something like a college glee club for 
plucked string enthusiasts, and they have been popular in Spain (and elsewhere) for 



 

298 
 
 

 

hundreds of years (Stevenson et al., 2001). One particular group known as the 
Estudiantina Figaro became famous after they appeared in concerts at the Paris World’s 
Fair (Exposition Universelle) in 1878. Several composers, including Waldteufel, Olivier 
Métra (1830–1889), and Paul Lacôme (1838–1920), were inspired to write pieces called 
Estudiantina after some of the more prominent instrumental troupes. Waldteufel’s suite 
of waltzes titled Estudiantina was performed on plucked string instruments in 
Queensland. The Spanish Students played it first at Brisbane’s Gaiety Theatre in 1890, 
whereas the Cadenza Plectral Club performed it on local radio in 1932 (“Gaiety Theatre,” 
1890; “Broadcasting Programmes,” 1932, May 16). 
 
Boccaccio March Franz von Suppé (1819–1895) Arr. D. Gardiner 
Boccaccio is an operetta by Franz von Suppé set in early Renaissance Florence. It was 
premiered in Vienna in 1879 and was considered by Suppé himself as one of his greatest 
successes (Branscombe & Link, 2001). A variety troupe called the London Minstrel 
Tourists presented a season of shows at Brisbane’s Gaiety Theatre in 1889. Among their 
line-up of entertainments were a series of musical sketches presented by musicians Mr. 
Harry de Vere and Miss Maggie Oakes, which were described by a reviewer as being “the 
best feature of the entertainment” (“London Minstrel Tourists,” 1889, p. 5).  Evidently, 
the musicians played some amusing and dextrous tricks on banjos, and the march from 
Boccaccio on bandolin and guitar, which was reportedly “well played and loudly 
applauded.” Three years later, a duo from the London Bellringers and Faust Family 
performed an arrangement of an aria from Boccaccio on mandolin and guitar “so sweetly” 
that they had to play an encore (“London Bellringers and Faust Family,” 1892, p. 3). A 
published arrangement of Boccaccio March for mandolin quartet by Th. Ritter exists, so 
it has been used as a basis for the present adaptation for soprano guitar, mandolin, 
mandola, and guitar quartet. 
 
Galop Prestissimo Émile Waldteufel (1837–1915) Arr. D. Gardiner 
The Jungfrau Kapelle often performed Waldteufel’s Galop Prestissimo as a finale to their 
concerts, before officially closing with God Save the Queen (“Advertising,” 1888, 
September 1). It is likely that they played the piece on a combination of guitars, 
mandolins, harps, zithers, piano, strings, winds, and percussion, as these are the 
instruments they had at their disposal. The orchestra maintained a number of concert 
programmes that they rotated so that audiences who attended multiple performances 
would hear different repertoire each time. Despite the number of different programmes 
they knew, however, their programming appears to be rather formulaic. For instance, they 
always opened their concerts with an opera overture and generally always presented at 
least one work in each concert for the unusual combination of three xylophones, three 
guitars, harp, and mandolin. Furthermore, they generally always closed their concerts 
with a fast-paced galop of some kind, be it Strauss’s Galop Finale, the galop from 
Gounod’s opera, Faust, or Waldteufel’s Galop Prestissimo. 
 
Nearer, My God, to Thee Lowell Mason (1792–1872) Arr. D. Gardiner  
On September 19, 1912 the Pittsworth Mandolin and Guitar Concert Company (later 
known as Australia’s Premier Complete Mandolin Club) performed an arrangement of 
the hymn Nearer, My God, to Thee. Reviews state that the concert, which was held in 
Toowoomba’s Town Hall, was originally scheduled for the previous day, but had to be 
postponed due to severe storms. By special request, the concert company performed the 
hymn “that the band of the Titanic played as the boat went down” to remember all those 
who had perished at sea in April that year (“Mandolin Concert,” 1912, September 19, p. 
5). Some survivors of the Titanic reported that the ship’s string quartet had played Lowell 
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Mason’s setting of the hymn as the vessel sank, whereas others denied it. Mason’s version 
was used in four feature films, while other film adaptations incorporated John Dykes’ 
setting of the hymn. In any case, the hymn was evidently known to Queensland musicians 
and audiences at the time, and the fact that it was a requested item demonstrates that it 
may have been meaningful to them as well. It was later performed by Mrs. McInnerney’s 
student orchestra in Mackay in 1927 and on radio by Vince Axelby in his own 
arrangement for solo guitar in 1929 (“A Musical Evening,” 1927; “To-morrow,” 1929). 
The present arrangement for two guitars, mandolin, and banjo is based on Mason’s setting 
of the hymn. The piece begins with a quasi-improvised guitar solo, before the rest of the 
quartet enters. At this point, the mandolin and banjo take on the melody in canon, while 
the top guitar part plays an ostinato based on a repeated four-note phrase in harmonics 
and the lower guitar part plays a sort of drone. The instruments combine to create an 
ethereal soundscape that attempts to depict in music the passage of the ship as it slowly 
vanishes from sight into the depths of the Atlantic Ocean. 
 
Liberty Bell March John Philip Sousa (1854–1932) Arr. John R. Hager  
Although based in Ipswich, the Ipswich Mandoline Party visited Brisbane a number of 
times to give performances. Their first, in September 1898, was for a benefit concert to 
support a singer. It was in this concert, held in the Centennial Hall that they performed 
Sousa’s Liberty Bell march, receiving two rave reviews. The review in The Brisbane 
Courier revealed that the audience were “charmed with the uncommon contribution,” and 
The Telegraph reported “the novel performance caught the popular fancy, and the 
performers were called upon for a second contribution.” (“Mr. C. J. Bottger’s Concert,” 
1898a, September 8, p. 7; “Mr. C. J. Bottger’s Concert,” 1898b, September 8, p. 4). After 
their success in Brisbane, they returned just months later to present their own concert at 
the Enoggera Terrace Presbyterian Church. Being such a popular work, Liberty Bell 
march was published for all sorts of instrumental combinations at the time, including 
zither solo and duet; mandolin, guitar, and banjo solo; as well as all sorts of duo and trio 
combinations of banjos, mandolins, and guitars. This arrangement, published in 1894, 
was created by John R. Hager. 
 
Sérénade des Mandolines Louis César Desormes (1840–1898) Arr. D. Gardiner  
On November 7, 1889, the Brisbane Liedertafel held a Smoke Concert at which 
Desorme’s Sérénade des Mandolines was performed, pizzicato upon the strings of the 
orchestra, in order to imitate the sounds of mandolins and guitars. In the concert review 
that appeared in The Telegraph, the critic commented that “the number was fascinating, 
and was enthusiastically encored,” adding that “the evident appreciation by the Brisbane 
public of anything approaching mandolin and guitar music might be worth attention from 
local musicians, who as a mandolin and guitar band, would be able to vary the ordinary 
concert programme in a happy and popular manner” (“Liedertafel Concert,” 1889, p. 2). 
The piece was seemingly quite well-known at the time, having been published for string 
orchestra, solo piano, piano four hands, and for various other instruments and 
instrumental combinations. Sérénade des Mandolines was not reported as being played 
again in Brisbane until it was broadcast on 4QG radio in February 1926, although a piece 
called Serenade des Mandolin (that may have been Desorme’s work, but no composer 
was attributed) was in the repertory of Mrs. Harry Reeve’s Combined Mandolin and 
Banjo Clubs before that. 
 
Caliph of Baghdad (Overture) François-Adrien Boieldieu (1775–1834) Arr. D. Gardiner 
Caliph of Baghdad is an opéra comique in one act by French composer François-Adrien 
Boieldieu. It was Boieldieu’s first major triumph, premiering in Paris in 1800 and then 
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becoming highly popular throughout Europe. Part of the work’s success was its exotic 
subject matter, which was in vogue for composers at the time. The overture to the opera 
was played by the Jungfrau Kapelle while on tour in Queensland in 1888, and also by the 
Cadenza Plectral Club on local radio in December 1932 (“Broadcasting Programmes,” 
1932, December 8). Of the Jungfrau Kapelle’s unique orchestration, the reviewer for The 
Brisbane Courier said it “was especially good,” adding that “the overture… and its crisp 
and well modulated performance could not have been surpassed” (“The Jungfrau 
Kapelle,” 1888, August 28, p. 6). 
 
Silver Threads among the Gold Hart Pease Danks (1834–1903) Arr. D. Gardiner 
Hart Pease Danks is perhaps best known for the 1873 work Silver Threads among the 
Gold, which sold over three million copies in his lifetime (Cockrell, 2010). However, 
having sold the rights to it, he was penniless when he died in Philadelphia in 1903. Silver 
Threads among the Gold was frequently performed around Queensland on the guitar 
before World War Two. Indeed, the earliest reference to it being performed was in 1875, 
when a choir from the Enoggera School sang it to an accompaniment played on the guitar 
by Herr Rosenstengel (“The Brisbane Courier,” 1875). It was later performed by the 
Royal Hawaiians while they toured the state in 1911, played on the radio by the Cadenza 
Plectral Club in 1928, and then presented by Don Redsell’s Hawaiian Serenaders at a 
concert in Yandina in 1942 (“The Royal Hawaiians,” 1911, April 5; “Radio,” 1928; 
“Yandina,” 1942). It is presented here in an arrangement for ukulele and guitar in an 
attempt to recreate a sound quality similar to that which the Royal Hawaiians might have 
brought to the piece when they performed it on their Hawaiian instruments. 
 
Bric-à-brac Polka Charles Coote Jnr. (1831–1916) Arr. D. Gardiner 
Charles Coote Jnr. had a career in composition that flourished from the early 1850s to the 
late 1880s (Scowcroft, 1998). He wrote a considerable amount of dance music, including 
the polkas Bric-à-brac and Great Eastern, as well as other galops and quadrilles. As with 
many other dances composed at the time, the titles of most of his dance music reflected 
the personalities and newsworthy features of the day. He shares a connection with the 
aforementioned Émile Waldteufel, for Coote was the bandleader of London’s first dance 
orchestra, called Coote & Tinney’s Band, which regularly performed Waldteufel’s 
waltzes in England, thus bringing the composer’s work to audiences there. The Jungfrau 
Kapelle performed Coote’s Bric-à-brac Polka on their opening night concert in Brisbane 
on July 2, 1888. As discussed previously, this orchestra generally presented at least one 
work in each of their concerts for an ensemble comprising three xylophones, three guitars, 
harp, and mandolin. When it was played in Warwick, the reviewer for the Warwick 
Examiner and Times stated that unique orchestration “created no end of interest” (“The 
Alpine Singers,” 1888, p. 2). 
 
Euoggera Duncan Gardiner (b. 1983) with soundscape by Ben Kossenberg (b. 1982) 
Enoggera is the name of a suburb in Brisbane. The word is, however, a misspelled 
contraction of a phrase in the Turrbal language meaning ‘sing-play’ or ‘song and dance’. 
It was intended that the suburb name be recorded as Euoggera (though it was sometimes 
also written as Yewoggera or Yowoggera), but a spelling error was made at the New 
South Wales Survey Office and the letter ‘u’ was mistaken for an ‘n.’ According to an 
article published in The Brisbane Courier in 1887, in order to prevent confusion in the 
title deeds, “the ugly and harsher” spelling of Enoggera thus “had to be perpetuated” 
(“Bulimba,” 1887, p. 3). The word also referred to a ceremonial place used for dancing—
a corroboree place—and specifically, a site located near the mouth of Breakfast Creek. 
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The locality of present-day Enoggera was once known as Booloorchambinn (Turpentine 
Tree) (“Place Names,” 1923). 
 
The ideas of song and dance serve as inspiration for the composition, where both elements 
come together. Euoggera begins with an imagined dance, which is portrayed at first by 
the rhythmic groove created in the lower guitar part and later by the decorative melodic 
figurations presented by the mandolin and soprano guitar. The dance comes to an abrupt 
stop in the middle of the work before the song commences. The song element, however, 
is really a lament. Each of the instruments play distinct melodic lines, depicting a number 
of voices, with the polyphony lending a conversational quality to the lament. On the 
surface, Euoggera conjures elements of song and dance; symbolically, however, it is an 
artistic response to the history of colonisation in Queensland.  
 
Euoggera is informed by a letter titled “The Way We Civilise” that was originally 
published in The Cooktown Courier in 1880. The author reveals the abhorrent ways in 
which the Aboriginal inhabitants of Queensland were treated by colonists as they 
expanded their industrial activities into the north and the interior of the state. The letter 
was later reprinted in The Queenslander in May that year. In the introduction, the editor 
explained: “The writer lays bare a painful sore in our system of colonisation which few 
of us are not conscious, but which we are apt in sheer disgust to ignore altogether. He 
uses strong language, but not stronger than that which is forced from every man who 
retains the ordinary feelings of humanity when brought in contact with the sickening and 
brutal war of races that is carried on in our outside settlements, especially those in the 
North” (“The Queenslander,” 1880). The letter elicited many responses from readers. 
Consequently, the letter and all of these responses were collected and reprinted into a 
book titled The Way We Civilise; Black and White; The Native Police; A Series of Articles 
and Letters Reprinted from the Queenslander (Feilberg, 1880). 
 
Euoggera is a programmatic work, evoking a time and place shortly before the colonists 
arrived, conjuring the sorts of sounds that would have been heard at the time, such as 
footsteps in the scrub, a fire being lit with sticks, dancing, singing, and ceremony. Also 
heard are the sounds of a river gently lapping its edge, and curlews and owls calling in 
the night. The first sighting of the arrival of captains and convicts is portrayed in the 
music, as are the boatloads of men in uniforms, missionaries, and free settlers. The piece 
conveys these constant arrivals in music by adding several layers of texture, each with a 
distinct character. Euoggera traces the early minor conflicts and their escalation into what 
became large-scale warfare, and the brutal—often unprovoked—attacks on Aboriginal 
people. The unrelenting massacres come to a climax before a long lament unfolds. The 
beginning of the lament is eerily peaceful, reflecting white Australia’s attempts to 
deliberately write the genocide out of its history books. Towards the end of the work, 
however, rhythmic clashes and harmonic dissonances become stronger and more obvious. 
This represents the undeniable truth emerging from the historical document. Unresolved, 
Euoggera closes with an uneasy return to the dance.  
 
Secret Love Gavotte Johann Resch (1830–1889) Arr. D. Gardiner  
In late August 1888, the Jungfrau Kapelle presented a short concert season in Brisbane’s 
Theatre Royal (“Advertising,” 1888, August 27). The orchestra had performed there just 
weeks earlier, before touring and giving concerts in other parts of the state, such as 
Ipswich, Warwick, Toowoomba, Gympie, Maryborough, Bundaberg, Rockhampton, 
Charters Towers, and Townsville. Upon their return, they advertised the fact that they 
would present an entirely new programme for audiences in the city. Hence, this new 
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programme featured Johann Resch’s Secret Love Gavotte, in which a handful of members 
from the orchestra were featured on four mandolins and a guitar. The present arrangement 
has been made for soprano guitar, mandolin, banjo, and guitar, and was constructed from 
a piano solo publication of the work. 
 
The Darkey’s Dream (Characteristic Barn Dance) George Lansing (1890–1920)  
On October 24, 1925, prominent local music teacher Mrs. Harry Reeve and her Combined 
Mandolin and Banjo Clubs presented a student recital in Albert Hall. A reviewer for The 
Daily Mail commented that the varied instrumental, vocal, and elocutionary items 
combined to create “a fine programme.” The reviewer added that “the chief feature was 
the playing by the Mandolin and Banjo clubs” (“Mrs. Reeve’s Recital,” 1925, p. 7). The 
report reveals that the two ensembles opened the programme with a “spirited 
interpretation” of Lansing’s The Darkey’s Dream. Mr. Martin’s Guitar and Mandolin 
Band also played a work titled Darkey Dreams in 1905, which may have been the same 
piece (“Mandolin Concert at St. Andrew’s Hall,” 1905). A mandolin orchestra 
arrangement of Lansing’s piece was published by Walter Jacobs in 1912. This publication 
was used as the basis for this BMG transcription in which the first mandolin and guitar 
parts are unchanged, whereas a banjo part has been created from elements of the second 
mandolin and mandola parts. 
 
Canzonetta ‘Deh vieni alla finestra’ Wolfgang Amadeus Mozart (1756–1791) 
On December 11, 1878, respected local pianist Madame Mallalieu and one of her pupils 
performed an aria from Mozart’s Don Giovanni arranged for two pianos at the Church 
Institute, Toowong. This aria (the title of which translates to English as ‘Oh, come to the 
window’) appears to have been particularly well received. Consequently, the reviewer for 
The Queenslander reported “with its exquisite little running guitar accompaniment, the 
melody… is equal in beauty to the air along which it ripples was well applauded” 
(“Concert at Toowong,” 1878, p. 29). In fact, the aria is accompanied by a mandolin, not 
a guitar. Presented here is a mandolin and guitar duet transcription of the canzonetta, 
incorporating Mozart’s original mandolin part and the vocal line played on the guitar. 
 
Lancashire Clogs Emile Grimshaw (1880–1943) Arr. D. Gardiner  
Emile Grimshaw’s Lancashire Clogs was performed a number of times in Queensland by 
different BMG clubs. It was first reported as being played locally in 1913 by a student 
ensemble in Maryborough. The report, which appeared in the Maryborough Chronicle, 
Wide Bay and Burnett Advertiser, revealed that the BMG club “appeared in the selection, 
‘Lancashire Clogs,’ and appealed strongly to the musical element, being greeted with 
unstinted applause” (“The Misses Leslie’s Concert,” 1913, p. 5). In 1927, the White 
Coons’ Banjo Club played it on 4QG Brisbane radio (“Broadcasting,” 1927, May 16). 
Two years after that it was performed by Mrs. Harry Reeve’s Combined Mandolin and 
Banjo Clubs when the ensembles came together to present another of their annual student 
concerts. A published report from The Telegraph revealed that “to bring the concert to a 
conclusion,” the mandolin and banjo clubs gave “a spirited rendering” of Grimshaw’s 
Lancashire Clogs (“Mrs. Harry Reeve’s Recital,” 1929, p. 16). This arrangement 
combines an original banjo part with a guitar part adapted from an extant piano 
accompaniment. 
 
Ländler Johann Kaspar Mertz (1806–1856) Arr. D. Gardiner  
The Celebrated Alpine and Tyrolese Minstrels presented two concerts in Ipswich in 1858. 
A published report on December 28 noted the “company made their debut last evening in 
the Theatre… and, if we might judge from the frequent and enthusiastic bursts of applause 
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which successively greeted the conclusion of each piece, was an eminently successful 
one” (“Local Intelligence,” 1858, p. 3). The programme featured a selection of classical 
music, folk songs, and instrumental items. The songs were sung by Madame Haimberger 
and Mademoiselle Kramer, and were accompanied at all times by the two women on 
guitars, and other works were performed by Mr. Haimberger on violin. The minstrels 
presented several duets for violin and guitar, including a set each of National and 
Steirerische Laendler, as well as a selection of Scotch songs (“Advertising,” 1858, 
December 28). In attempting to recreate elements of this concert programme, sourcing 
the exact performance editions or manuscripts has proved impossible. As an alternative, 
presented here is an adaptation for two guitars of a ländler by the prominent 19th-century 
guitarist-composer, Johann Kaspar Mertz. The first guitar part consists of entirely new 
melodic content, whereas the second guitar part features Mertz’s unaltered original work. 
                                 
True Blue March Ezra Read (1862–1922) Arr. D. Gardiner 
A piece called True Blue—sometimes also called True Blue March—was performed a 
number of times around Queensland by different fretted instrument ensembles. J. E. 
Baines’ Mandolin and Guitar Party presented True Blue March first at recital in Albert 
Hall in 1903 (“Evening Entertainments,” 1903). Australia’s Premier Complete Mandolin 
Club then performed True Blue in concerts in Wyreema and Brisbane in 1910 and 1912 
(“Wyreema,” 1910; “Mandolin Club Concert,” 1912, October 5). Mrs. Harry Reeve’s 
Combined Mandolin and Banjo Clubs also performed a piece called True Blue at a 
patriotic concert at the South Brisbane Technical College in 1916. Of that concert, a 
review in the Daily Standard noted “pride of place must be conceded to the Mandolin 
Club, all of the selections being exquisitely submitted, and in every instance encores were 
demanded” (“Patriotic Concert,” 1916, p. 6). Many items were performed by Reeve’s 
mandolin club, including Offenbach’s Barcarolle and Mendelssohn’s Spring Song, and 
the encores were True Blue, the hymn, Lead, Kindly Light, and some “Plantation 
Melodies.” No composer was ever referred to in any of the advertising, programmes or 
concerts reviews of the day. Furthermore, there are many works bearing the same title by 
as many different composers. A True Blue March by Ezra Read was published in 
Australia in an arrangement for banjo orchestra during the same time period as the 
performances described above. Read, who was a renowned composer of marches, had 
also published works for mandolin and banjo from as early as 1897. It is therefore possible 
that the local ensembles had performed Read’s march. In any case, it was decided to use 
his piece as a representative work. It is presented here in an arrangement that showcases 
three different types of guitar: a parlour guitar, a steel string guitar, and a classical guitar. 
 
Ay Chiquita (Valse Espagnole) Sebastián Yradier (1809–1865) Arr. D. Gardiner  
In November 1898, the Ipswich Mandoline Party performed a short set of songs and 
dances in a concert held at the North Ipswich Congregational Church. The report in the 
Queensland Times, Ipswich Herald and General Advertiser stated, “the mandolin party… 
created quite a furore, and were unanimously encored” (“North Ipswich Congregational 
Church Concert,” 1898, p. 4). The pieces played on the occasion were Fleur de Mai, The 
Old Folks at Home, Winifred waltz, and a piece called Ay Chiquita. This Spanish song, 
which translates to ‘little girl’, was written by Sebastián Yradier around 1850. Yradier 
was a Spanish composer, known primarily for his habañeras, particularly one titled La 
Paloma (The Dove), written in Cuba around 1860 (another of his habañeras is El 
Arreglito, which was plagiarised by Georges Bizet in the opera Carmen) (Carr, Preciado, 
& Stevenson, 2001). Ay Chiquita has a simple, folk-like quality. The melody was later 
used as the basis for a virtuosic showpiece for solo piano by the German pianist-composer 
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Friedrich Bergmüller (1806–1874). Bergmüller’s glittering adaptation has been used as 
the basis for this quartet arrangement of the work. 
 
Directorate March John Philip Sousa (1854–1932) Arr. F. W. Wessenberg  
Although there is no direct reference to Sousa’s Directorate march being played on 
plucked string instruments in Queensland, performances of other works by the same 
composer were often given. For instance, the Ipswich Mandoline Party often performed 
Sousa’s Liberty Bell march (“North Ipswich State Schools,” 1898). The Royal Hawaiians 
also celebrated Sousa’s compositions. More often than not, their concerts featured 
performances of at least one of his pieces—including a solo guitar arrangement of the 
Thunderer march (“His Majesty’s Theatre. Royal Hawaiians,” 1911). Stars and Stripes 
march was played as a steel guitar novelty item (with instrumental imitation of drums) on 
local radio by Norman Deans in 1930 (“To-morrow’s Programmes,” 1930). Sousa’s 
Washington Post march was also frequently programmed by other fretted instrument 
ensembles (“Young People’s Demonstration,” 1909). Directorate march has been 
selected for presentation here because it was published as an arrangement for fretted 
instruments during the period under investigation.  
 
Abschied Mauro Giuliani (1781–1829)  
Miss M. Kennedy, a mandolinist from the Pittsworth Mandolin Club (mentioned above), 
played a mandolin solo called Abschied (meaning ‘farewell’) composed by Frank Matt 
Harrison at a concert in the Presbyterian Church in Wyreema on September 20, 1910. 
Although it has been impossible to obtain a copy of this work, another composition of the 
same name by the Italian performer-composer Mauro Giuliani has been used instead. 
Besides the similarity in work title, the decision to incorporate a work by Giuliani was 
also based on the fact that he was discussed in The Daily Northern Argus in 1888 (“The 
Banjo in the Boudoir,” 1888). The article, titled “The Banjo in the Boudoir,” compares 
the qualities of banjos, mandolins, and guitars, and concedes that the guitar is the best of 
them, because it has a wealth of quality music written for it by good composers. The 
author lists several guitarist-composers who were evidently well-known at the time. 
Among them is Giuliani, hence the decision to include a work composed by him. 
 
The Trumpeters Galop Charles Coote Jnr. (1831–1916) Arr. D. Gardiner  
The Trumpeters Galop was likely performed by the aforementioned Don Flores and his 
BMG club in their debut performance in 1901. A report published in The Brisbane 
Courier states that the ensemble performed a variety of works, including a galop 
“Trumpeter” (“Musical Evening,” 1901). The reviewer was likely referring to a galop of 
the similar name by the well-known composer of dance music, Charles Coote Jnr.—the 
composer of the Bric-à-brac Polka, played frequently by the Jungfrau Kapelle. The work 
could not be found published as an arrangement for plucked string instruments; the 
version presented here, however, is a fairly straightforward orchestration of a piano solo 
for banjo, mandolin, and two guitars. 
 
Reverie Giulio Regondi (1823–1872) 
The Banjo in the Boudoir story (discussed above) that appeared in The Daily Northern 
Argus in 1888 also listed Luigi Legnani (1790–1877), Joseph Kreutzer (1790–1840), 
Leonard Schultz (1840–1860), and Giulio Regondi as exemplars of composers who had 
contributed to the repertory of the guitar. Indeed, Regondi had developed a level of 
celebrity status in Europe because he was a child prodigy, and he had developed into a 
virtuoso on the guitar and the English concertina (an instrument similar to the accordion) 
(Heck, 2001). Additionally, an advertisement was published in the Rockhampton Bulletin 
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and Central Queensland Advertiser in 1871 promoting a variety show that included 
concertina player Mr. John Templeton Oaten—dubbed as the “Regondi of the Australian 
Colonies”—in “Inimitable Concertina Solos” (“Advertising,” 1871, p. 1). Consequently, 
the sources suggest that Regondi was possibly as well-known in Australia as a concertina 
player as he was as a guitarist and a composer. Since his talents and compositions were 
known in Queensland, a representative work by Regondi is thus included in this 
collection. 
 

Annie Laurie Alicia Ann Spottiswoode (1810–1900) Arr. D. Gardiner 
Annie Laurie is an old Scotch song that was once frequently performed in Queensland 
(“Annie Laurie,” 1934). It was usually sung and accompanied by guitar, but it was also 
arranged for other instrumental combinations, including bands of guitars and ukuleles. 
Indeed, the Royal Hawaiians performed it while on tour in 1911, and it was later featured 
by the Waiata Maori Choir when they visited in 1935 (“Theatrical Notes,” 1911). The 
Courier-Mail published a review of one of their performances, revealing that the choir 
gave “a varied and interesting programme of artistic merit,” which included “concerted 
numbers by the full strength of the choir both in Maori and English, poi dances, hakas, or 
war dances, part songs and solos, with instrumental accompaniments on the steel guitar 
and other stringed instruments” (“Music of the Maori,” 1935). Among the items 
accompanied on guitar were the songs Waiata Poi (Alfred Hill), Roll on, Thou Dark Blue 
Ocean (H. W. Petrie), and Annie Laurie (Spottiswoode). 
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Appendix I. Arrangements and Original Works 
 

Included in this appendix are each of the arrangements and original works that were 
created and later filmed for the music videos. The works are presented in the order that 
they appear in the eBook. Note: Soprano guitar and mandolin sound at the written pitch, 
whereas mandola, banjo, and guitar sound one octave lower.  
 
God Save the Queen Arr. D. Gardiner 
 
Rastus on Parade Kerry Mills (1869–1948) Arr. D. Gardiner 
 
Old Folks at Home (Swanee River) Stephen Foster (1826–1864) Arr. D. Gardiner 
 
Dill Pickles Charles Leslie Johnson (1876–1950) Arr. D. Gardiner 
 
Advance Australia Fair Peter Dodds McCormick (1843–1916) Arr. D. Gardiner 
 
Dandy Fifth Alfred A. Farland (1859–1954) Arr. D. Gardiner 
 
Estudiantina Émile Waldteufel (1837–1915) Arr. D. Gardiner 
 
Boccaccio March Franz von Suppé (1819–1895) Arr. D. Gardiner 
 
Galop Prestissimo Émile Waldteufel (1837–1915) Arr. D. Gardiner 
 
Nearer, My God, to Thee Lowell Mason (1792–1872) Arr. D. Gardiner 
 
Sérénade des Mandolines Louis César Desormes (1840–1898) Arr. D. Gardiner 
 
Caliph of Baghdad (Overture) François-Adrien Boieldieu (1775–1834) Arr. D. 
Gardiner 
 
Silver Threads among the Gold Hart Pease Danks (1834–1903) Arr. D. Gardiner 
 
Bric-à-brac Polka Charles Coote Jnr. (1831–1916) Arr. D. Gardiner 
 
Euoggera Duncan Gardiner (b. 1983) with soundscape by Ben Kossenberg (b. 1982) 
 
Secret Love Gavotte Johann Resch (1830–1889) Arr. D. Gardiner 
 
Lancashire Clogs Emile Grimshaw (1880–1943) Arr. D. Gardiner 
 
Ländler Johann Kaspar Mertz (1806–1856) Arr. D. Gardiner 
 
True Blue March Ezra Read (1862–1922) Arr. D. Gardiner 
 
Ay Chiquita (Valse Espagnole) Sebastián Yradier (1809–1865) Arr. D. Gardiner 
 
The Trumpeters Galop Charles Coote Jnr. (1831–1916) Arr. D. Gardiner 
 
Annie Laurie Alicia Ann Spottiswoode (1810–1900) Arr. D. Gardiner 



God Save the Queen 
National Anthem 

Arranged by Duncan Gardiner 

For soprano guitar, mandolin, mandola, and classical guitar 

© 2017 by Duncan Gardiner. This arrangement only. 
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Rastus on Parade 
Composed by Kerry Mills 

Arranged by Duncan Gardiner 

For soprano guitar, mandolin, banjo, and classical guitar 

© 2017 by Duncan Gardiner. This arrangement only. 









Old Folks at Home 
(Swanee River)  

Composed by Stephen Foster 

Arranged by Duncan Gardiner 

For mandolin and guitar 

© 2017 by Duncan Gardiner. This arrangement only. 
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Old Folks at Home (Swanee River)
Stephen Foster (1826-1864)

Arranged by Duncan Gardiner
(b. 1983)




    




    




       5 5 5 5

       


   

  


 

     
      

                
       




 

 

 

 




        

    


  
 




  


 

    
       

         


   

   


         





 

    
    

      
 
   

        
              


   

 
 

            
         


 

319





Dill Pickles 
Composed by Charles Leslie Johnson 

Arranged by Duncan Gardiner 

For banjo and guitar 

© 2017 by Duncan Gardiner. This arrangement only. 







Advance Australia Fair 
Composed by Peter Dodds McCormick 

Arranged by Duncan Gardiner 

For classical guitar, mandolin, banjo, and steel string guitar 

© 2018 by Duncan Gardiner. This arrangement only. 











Dandy Fifth 
Composed by Alfred A. Farland 

Arranged by Duncan Gardiner 

For mandolin, banjo, and two classical guitars 

© 2018 by Duncan Gardiner. This arrangement only. 
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Estudiantina 
Composed by Émile Waldteufel (1837–1915) 

Arranged by Duncan Gardiner (b. 1983) 

For soprano guitar, mandolin, mandola, and classical guitar 

© 2017 by Duncan Gardiner. This arrangement only. 
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Émile Waldteufel (1837-1915)
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Boccaccio March 
Composed by Franz von Suppé 

Arranged by Duncan Gardiner 

For mandolin, soprano guitar, mandola, and classical guitar 

© 2017 by Duncan Gardiner. This arrangement only. 
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Galop Prestissimo 
Composed by Émile Waldteufel 

Arranged by Duncan Gardiner 

For mandolin, soprano guitar, banjo, and classical guitar 

© 2017 by Duncan Gardiner. This arrangement only. 
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Galop Prestissimo
Émile Waldteufel (1837-1915)
Arranged by Duncan Gardiner

(b. 1983)
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Nearer, My God, to Thee 
Composed by Lowell Mason 

Arranged by Duncan Gardiner 

For mandolin, banjo, and two classical guitars 

© 2017 by Duncan Gardiner. This arrangement only. 
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Nearer, My God, to Thee
Lowell Mason (1792-1872)

Arranged by Duncan Gardiner
(b. 1983)
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Sérénade des Mandolines 
Composed by Louis César Desormes 

Arranged by Duncan Gardiner 

For mandolin, mandola, and two classical guitars 

© 2017 by Duncan Gardiner. This arrangement only. 









Caliph of Baghdad 
(Overture) 

Composed by François-Adrien Boieldieu 

Arranged by Duncan Gardiner 

For mandolin, mandola, and two classical guitars 

© 2017 by Duncan Gardiner. This arrangement only. 
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Silver Threads  
among the Gold 

Composed by Hart Pease Danks 

Arranged by Duncan Gardiner 

For ukulele and classical guitar 

© 2017 by Duncan Gardiner. This arrangement only. 
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Bric-à-brac Polka 
Composed by Charles Coote Jnr. 

Arranged by Duncan Gardiner 

For soprano guitar, mandolin, banjo, and classical guitar 

© 2017 by Duncan Gardiner. This arrangement only. 
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Euoggera 
Composed by Duncan Gardiner 

For soprano guitar, mandolin, banjo, and classical guitar 

With media soundscape by Ben Kossenberg 

© 2018 by Duncan Gardiner. 



Performance notes: 

Euoggera is to be accompanied in live performances by the soundscape created by Ben 
Kossenberg. An mp3 audio file of the soundscape can be accessed and downloaded here: 
https://www.dropbox.com/sh/7s2v32rtwpmc7c0/AAAZNOnsh2o8Ek4-dxWzayfca?dl=0 

Performance should start by first playing the soundtrack (cue 1), with instrumentalists waiting 
a few moments before commencing improvised sound effects on their instruments (cue 2). 
After playing these sound effects (see below) for a short while (between 30–60 seconds at 
most) the performers then begin reading from the notated score (cue 3). At this point, however, 
the top three parts may continue playing the effects gently while the guitar part plays the notated 
material, being sure to enter at rehearsal figure A, and then playing the notated material without 
pause until the end of the notated piece. Towards the end of the piece, where indicated, the 
performers should then return to playing improvised sound effects, gradually fading to silence. 
If the soundscape is still going once the performers have faded to silence, the musicians should 
remain completely still until the media has come to a complete stop before acknowledging the 
audience. 

Sound effects: 

Performers are encouraged to explore sound effects ad libitum on their instruments. The effects 
are supposed to imitate the sounds of insects, marsupials, and birds, as well as human sounds 
such as footsteps in the scrub, and a fire being lit with sticks, etc. Some suggested techniques 
include rubbing the strings back and forth (parallel with the fingerboard), randomly tapping 
various parts of the instruments (such as the bridge, the fingerboard, the soundboard, and the 
sides), and plucking the strings between the nut and the tuning pegs. Although there is no right 
or wrong way to do this, performers should strive to create an atmosphere that convincingly 
captures the spirit of the piece. 

Programme notes: 

Enoggera is the name of a suburb in Brisbane. The word is, however, a misspelled contraction 
of a phrase in the Turrbal language meaning ‘sing-play’ or ‘song and dance’. It was intended 
that the suburb name be recorded as Euoggera (though it was sometimes also written as 
Yewoggera or Yowoggera), but a spelling error was made at the New South Wales Survey 
Office and the letter ‘u’ was mistaken for an ‘n.’ According to an article published in the 
Brisbane Courier in 1887, in order to prevent confusion in the title deeds, “the ugly and harsher” 
spelling of Enoggera thus “had to be perpetuated.” The word also referred to a ceremonial place 
used for dancing—a corroboree place—and specifically, a site located near the mouth of 
Breakfast Creek. The locality of present-day Enoggera was once known as Booloorchambinn 
(Turpentine Tree). 

The ideas of song and dance serve as inspiration for the composition, where both elements 
come together. Euoggera begins with an imagined dance, which is portrayed at first by the 
rhythmic groove created in the lower guitar part and later by the decorative melodic figurations 
presented by the mandolin and soprano guitar. The dance comes to an abrupt stop in the middle 
of the work before the song commences. The song element, however, is really a lament. Each 
of the instruments play distinct melodic lines, depicting a number of voices, with the polyphony 
lending a conversational quality to the lament. On the surface, Euoggera conjures elements of 

381



song and dance; symbolically, however, it is an artistic response to the history of colonisation 
in Queensland.  

Euoggera is informed by a letter titled “The Way We Civilise” that was originally published 
in The Cooktown Courier in 1880. The author reveals the abhorrent ways in which the 
Aboriginal inhabitants of Queensland were treated by colonists as they expanded their 
industrial activities into the north and the interior of the state. The letter was later reprinted in 
The Queenslander in May that year. In the introduction, the editor explained: “The writer lays 
bare a painful sore in our system of colonisation which few of us are not conscious, but which 
we are apt in sheer disgust to ignore altogether. He uses strong language, but not stronger than 
that which is forced from every man who retains the ordinary feelings of humanity when 
brought in contact with the sickening and brutal war of races that is carried on in our outside 
settlements, especially those in the North.” The letter elicited many responses from readers. 
Consequently, the letter and all of these responses were collected and reprinted into a book in 
1880 titled The Way We Civilise; Black and White; The Native Police; A Series of Articles and 
Letters Reprinted from the Queenslander. 

Euoggera is a programmatic work, evoking a time and place shortly before the colonists 
arrived, conjuring the sorts of sounds that would have been heard at the time, such as footsteps 
in the scrub, a fire being lit with sticks, dancing, singing, and ceremony. Also heard are the 
sounds of a river gently lapping its edge, and curlews and owls calling in the night. The first 
sighting of the arrival of captains and convicts is portrayed in the music, as are the boatloads 
of men in uniforms, missionaries, and free settlers. The piece conveys these constant arrivals 
in music by adding several layers of texture, each with a distinct character. Euoggera traces 
the early minor conflicts and their escalation into what became large-scale warfare, and the 
brutal—often unprovoked—attacks on Aboriginal people. The unrelenting massacres come to 
a climax before a long lament unfolds. The beginning of the lament is eerily peaceful, reflecting 
white Australia’s attempts to deliberately write the genocide out of its history books. Towards 
the end of the work, however, rhythmic clashes and harmonic dissonances become stronger 
and more obvious. This represents the undeniable truth emerging from the historical document. 
Unresolved, Euoggera closes with an uneasy return to the dance.  
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Secret Love Gavotte 
Composed by Johann Resch 

Arranged by Duncan Gardiner 

For soprano guitar, mandolin, banjo, and classical guitar 

© 2018 by Duncan Gardiner. This arrangement only. 
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Secret Love Gavotte
Johann Resch (1830-1889)

Arranged by Duncan Gardiner
(b. 1983)
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Lancashire Clogs 
Composed by Emile Grimshaw 

Arranged by Duncan Gardiner 

For banjo and classical guitar 

© 2018 by Duncan Gardiner. This arrangement only. 







Ländler 
Composed by Johann Kaspar Mertz 

Arranged by Duncan Gardiner 

For two classical guitars 

© 2018 by Duncan Gardiner. This arrangement only. 
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Ländler
Johann Kaspar Mertz (1806-1856)

Arranged by Duncan Gardiner
(b. 1983)
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True Blue March 
Composed by Ezra Read 

Arranged by Duncan Gardiner 

For three guitars 

© 2018 by Duncan Gardiner. This arrangement only. 
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True Blue March
Ezra Read (1862-1922)

Arranged by Duncan Gardiner
(b. 1983)
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Ay Chiquita  
(Valse Espagnole) 

Composed by Sebastián Yradier 

Arranged by Duncan Gardiner 

For soprano guitar, mandolin, mandola, and classical guitar 

© 2018 by Duncan Gardiner. This arrangement only. 

















The Trumpeters Galop 
Composed by Charles Coote Jnr. 

Arranged by Duncan Gardiner 

For soprano guitar, mandolin, banjo, and classical guitar 

© 2018 by Duncan Gardiner. This arrangement only. 
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Annie Laurie 
Composed by Alicia Ann Spottiswoode 

Arranged by Duncan Gardiner 

For ukulele and classical guitar 

© 2018 by Duncan Gardiner. This arrangement only. 
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Appendix J. Live Performances 
 
In addition to being digitally rendered in the music videos, all of the featured repertoire 
was performed live and used in audio-visual presentations in concerts and events during 
the course of my doctoral program. Below is a chronological list with details about some 
of these performances and presentations: 
 
November 4, 2017: Enoggera Ensemble presented its public debut in a concert held at 
Ithaca Presbyterian Church, Brisbane. I actively promoted the event, and both the event 
and my research were reported on in a feature article in the Westside News. This event 
attracted almost 100 attendees, which was approximately half the capacity of the venue—
a sizable figure for a Brisbane event of this type. 
 
November 5, 2017: Collaboration with Mandolins in Brisbane. I re-arranged a selection 
of Enoggera Ensemble music for a large mandolin orchestra, which also required 
additional mando-cello and double bass parts. I conducted the mandolin orchestra in the 
performance, which was held at Old Government House, Brisbane, as part of the 
Queensland University of Technology’s (QUT) Sunday Concerts series.  
 
March 18, 2018: Enoggera Ensemble presented a parlour concert at Wolston Farmhouse. 
Located approximately 20km north-west of the CBD, Wolston is Brisbane’s oldest 
surviving residential farmhouse and a heritage-listed museum. The concert was planned 
in collaboration with the National Trust of Australia Queensland branch (NTAQ), and 
was advertised through their publication, Trust. This event attracted about 60 attendees, 
which filled the intimate venue to capacity. 
 
March 25, 2018: Enoggera Ensemble were guest performers and presenters at Ormiston 
College Guitar Fest 2018. The festival involved a full day of workshops, presentations, 
rehearsals, and a concert at the college situated in the outer neighbourhood on the bayside 
south-east of Brisbane. Mandolin and banjo technique workshops were run on rotation to 
the many participants, and I delivered a presentation on my research findings. The event 
also saw a collaboration between the Enoggera Ensemble and the student guitar ensemble. 
We rehearsed two new arrangements of historical works and then performed the pieces 
together in a showcase concert in the evening. 
 
May 31, 2018: Enoggera Ensemble were guest performers at the NTAQ, Queensland 
Heritage Awards 2018. We were especially invited by NTAQ’s CEO, Jonathan Fisher, to 
perform my arrangements of Advance Australia Fair and God Save the Queen at the 
event, which was held in The Old Museum, in Brisbane’s CBD. 
 
October 14, 2018: Enoggera Ensemble presented a concert in the convict-built 
Commissariat Store on behalf of the Royal Historical Society of Brisbane as part of 
Brisbane Open House (BOH) 2018. The store, built in 1829, is one of just two sites that 
still survives from Queensland’s convict period (1824–1839). My piece, Euoggera, 
received its world premiere at the concert. This event was promoted heavily through BOH 
publicity and attracted a near-capacity crowd. 
 
February 3, 2019: Enoggera Ensemble presented a programme of BMG trios in a 
morning recital held at Old Government House as part of the QUT Sunday Concerts 
series. 
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March 26, 2019: Enoggera Ensemble gave a lunchtime concert at Brisbane’s City Hall 
for the Lord Mayor’s City Hall Concerts series. The free community event attracted an 
audience of approximately 700. 
 
June 2, 2019: Enoggera Ensemble collaborated with Dance Kaleidoscope, Brisbane’s 
foremost historical dance society, to present a promenade sociable. The part dance/part 
concert event was held in the historic Holy Cross Church (built in 1843), located in the 
inner-city suburb of Wooloowin. The dance programme featured dances that were once 
performed in Queensland in the 1880s. I re-arranged some Enoggera Ensemble music to 
fit the forms and tempi of the various dances. In all, Enoggera Ensemble played live music 
to accompany 12 dances in addition to giving a one hour recital of concert repertoire.  
 
August 4, 2019: I presented my research (upon invitation) at the Melbourne 
Conservatorium of Music’s Guitar Perspectives Winter Celebration Conference. The 
conference, titled The Guitar Century (Global Trends and Local Contexts), was held at 
the Ian Potter Southbank Centre, Victoria. 
 
August 11, 2019: I gave a presentation on my research (upon invitation) at the Brisbane 
Classical Guitar Conference, which was held in Paddington, Brisbane.  
 
September 15, 2019: I collaborated with artist Dr. Mike Epworth on a project called 
Sweet Home Wallumbilla. Wallumbilla is located 435km north-west of Brisbane in 
Queensland’s Maranoa Region. The project received a prestigious Arts Queensland grant 
to allow me to compose a new work and to perform it in Wallumbilla with the Enoggera 
Ensemble. The new work, titled Prickly Pear, was inspired by an abandoned homestead 
built in the late 1890s. The work was filmed on-site and was officially premiered at a 
concert held in the Memorial School of Arts, Wallumbilla.  
 
October 13, 2019: Enoggera Ensemble was invited by Cellar Series to present a drawing 
room entertainment in the drawing room of the historic Newstead House. Established in 
1846, Newstead House is Brisbane’s oldest surviving residence. The event was organised 
for BOH 2019 and attracted approximately 50 patrons. 
 
October 24, 2019: I was invited to re-arrange Euoggera for the Riverside Guitar 
Ensemble (directed by Ms Karin Schaupp and based at Queensland Conservatorium, 
Griffith University). The piece was performed in the Ian Hanger Recital Hall alongside a 
Brisbane performance of Prickly Pear, given by the Enoggera Ensemble. Enoggera 
Ensemble also played two historical pieces that I re-arranged to perform with the Open 
Conservatorium Guitar Ensemble. 
 
2020: Euoggera was recently included in a teaching resources kit for the Pullenvale 
Environmental Education Centre (PEEC) as an educational exemplar of a musician’s 
response to local environment. The PEEC specialises in creating and presenting arts-
based environmental education courses for schools as well as providing professional 
development opportunities for teachers.  
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