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Abstract	

	

This	 study	 offers	 a	 coherent	 account	 of	 the	 evolution	 of	 composition	 for	 the	 classical	

guitar	in	New	Zealand,	which	is	exemplified	through	the	performance	component	of	the	

DMA.	The	exegesis	reveals	this	evolution	through	the	critical	analysis	of	archival	material,	

the	examination	of	historical	developments,	and	the	interviewing	of	twelve	key	people	

who	were	active	in	the	classical	guitar	scene	from	the	late	1950s	to	the	present	day.	It	

also	reflects	on	the	author’s	commissioning	and/or	performing	of	fifteen	major	works	for	

guitar	 by	 nine	 New	 Zealand	 composers.	 It	 examines	 the	 drivers	 that	 shaped	 the	

development	 of	New	Zealand	 guitar	music,	 the	 factors	 that	 led	 to	 the	 creation	 of	 key	

compositions	and	the	role	performers	have	played	through	collaboration	with	composers	

in	 an	 attempt	 to	 create	 a	 significant	 body	 of	 distinctive	works.	 	 Key	 findings	 include	

identifying	that	certain	important	New	Zealand	composers	were,	in	fact,	ahead	of	their	

counterparts	in	other	comparable	countries	in	embracing	the	classical	guitar	as	a	viable	

medium	to	write	for	early	in	their	careers,	despite	there	being	very	few	guitarists	present	

to	perform	their	music	at	the	time	they	wrote	it;	the	importance	of	the	role	performers	

have	 played	 in	 shaping	 the	 nature,	 scope	 and	 scale	 of	 the	 repertoire	written	 through	

collaboration	with	composers;	the	importance	of	the	influence	of	the	first	New	Zealand-

born	or	resident	guitarists	who	laid	the	foundation	for	the	next	generation	of	performers,	

particularly	 for	 the	 author;	 and	 the	 development	 of	 those	 early	 initiatives	 that	 has	

resulted	 in	a	substantial	and	 internationally	 recognised	repertoire	 in	 the	21st	 century,	

continuing	 a	 tradition	 established	 by	 Andrés	 Segovia,	 cemented	 by	 Julian	 Bream	 and	

emulated	by	many	guitarists	around	the	world.		
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1.0 Introduction	

In	the	foreword	to	a	small	but	pioneering	collection	of	compositions	and	transcriptions	

written	 by	 New	 Zealand	 guitarist-composers	 (the	 outputs	 from	 a	 national	 guitar	

composition	 competition)	 and	 published	 by	 the	 New	 Zealand	 Federation	 of	 Classical	

Guitar	 Societies	 (NZFCGS)1	 in	 1977,	 the	 organisation’s	 then	President,	 John	C.	 Turner	

stated:	

Composing	for	the	guitar	is	a	very	important	factor	in	the	development	of	the	

instrument,	bringing	new	works	to	the	repertoire	and	introducing	new	guitar	

techniques	 and	 sounds.	 The	 Federation	 Committee	 felt	 that	 by	 publishing	

these	Competition	pieces	 they	would	encourage	 the	composers	 to	continue	

their	efforts,	and	entice	others	to	join	them	(Turner,	1977).	

	

In	a	 follow-up	collection	of	works	published	six	years	 later,	 this	 time	by	 the	Hamilton	

Classical	Guitar	Society	(under	the	aegis	of	the	NZFCGS),	he	subsequently	stated:	

	

For	an	instrument	to	remain	popular,	and	its	music	to	flourish,	musicians	of	

every	generation	must	compose	for	it.	And	their	music	must	be	played,	and	

heard.	There	are	many	fine	players	of	the	classical	guitar	in	New	Zealand;	and	

many	 are	 inspired	 to	 write	 for	 their	 instrument.	 Unfortunately,	 however,	

opportunities	 for	their	compositions	to	be	published	and	widely	played	are	

rare	 indeed.	Members	 of	 the	Hamilton	 Classical	 Guitar	 Society	 are	 keen	 to	

change	this	condition,	and	intend	to	issue	from	time	to	time	small	publications	

of	works	by	New	Zealand	composers	(Turner,	1983).	

	

	
1	 Founded	 in	 1976,	 incorporated	 in	 1979	 and	 until	 it	 ceased	 operations	 in	 1998,	 the	 New	 Zealand	
Federation	 of	 Classical	 Guitar	 Societies	 Inc.	 (NZFCGS)	 was	 the	 national	 body	 representing	 most	 local	
classical	guitar	societies	in	New	Zealand.	Local	societies	paid	a	levy	to	the	NZFCGS	based	on	the	number	of	
individual	members	they	had.	Its	main	functions	included	the	organisation	of	national	events	and	activities	
for	its	members.	These	included	concert	tours	and	Summer	Schools.	Not	all	local	societies	were	members	
and	it	did	polarise	many	individuals,	some	thinking	it	was	an	important	unifying	organisation,	while	others	
felt	it	was	not	of	benefit	to	them.	
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In	 making	 these	 comments,	 John	 Turner	 was	 echoing	 the	 ambitions,	 intentions	 and	

pathways	 already	 taken	 by	many	 notable	 guitarists	 of	 the	 twentieth	 century,	 such	 as	

Andrés	 Segovia	 and	more	 particularly	 Julian	 Bream,	 albeit	many	 decades	 after	 those	

artists	had	been	pursuing	these	aspirations	and	were	recognised	worldwide	as	pioneers	

for	their	work	in	creating	and	encouraging	new	music	to	be	composed	for	the	instrument	

(Wade,	1980).	

	

The	 difference	 however,	 is	 that	 Turner’s	 words	 were	 spoken	 in	 the	 context	 of	 New	

Zealand	and	were	a	reflection	of	the	nascent	classical	guitar	scene	in	the	1970s	and	1980s	

compared	 with	 Europe	 and	 North	 and	 South	 America	 where	 the	 guitar	 was	 well	

established	 and	 had	 a	 long	 tradition.	 However,	 it	was	 also	 an	 acknowledgement	 that	

composition	 for	 the	 guitar	 in	 New	 Zealand	 was	 reaching	 a	 level	 worthy	 of	 greater	

attention.	Thirty-two	years	later,	British	guitarist	John	Mills	further	supported	Turner’s	

sentiments	in	the	liner	notes	to	the	CD	Rhapsody	on	a	Riff:2		

	

Having	been	resident	at	the	Nelson	School	of	Music	for	three	years	or	so	in	the	

mid-1980s,	 I	 had	 the	 opportunity	 of	working	with	many	 of	New	 Zealand's	

players,	teachers	and	indeed	composers.		It	was	at	that	time	a	smallish	guitar	

scene,	but	with	very	active	societies	 in	several	 centres	around	 the	country,	

encouraging	 the	 playing	 of	 the	 instrument.	 Although	 the	 great	 Spanish	

maestro	 Andrés	 Segovia	 had	 performed	 there	 in	 1964,	 recitals	 by	

international	artists	were	still	somewhat	infrequent,	but	it	was	obvious	that	

here	 was	 a	 nucleus	 of	 dedicated	 and	 passionate	 individuals	 who	 were	

determined	 to	 build	 support	 and	 interest	 not	 only	 through	 concerts	 and	

teaching	of	their	own,	but	also	by	encouraging	composers	in	New	Zealand	to	

write	for	the	instrument	(Mills,	as	cited	in	Marshall,	2015).	

	
2	Rhapsody	on	a	Riff	(Marshall,	2015)	is	the	first	commercial	CD	to	feature	guitar	music	by	a	single	New	
Zealand	composer,	Michael	Calvert	(b.	1952).	
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The	publication	of	these	collections	–	and	a	third	was	added	in	1984	–	was	not	exactly	a	

‘call	to	arms’	for	New	Zealand	composers	to	begin	writing	for	the	guitar.	These	were	by	

no	means	the	first	guitar	compositions	to	have	been	written	by	New	Zealand	composers.	

They	were	however,	the	first	collections	of	classical	guitar	music	by	various	composers	

to	 be	 published	 in	 New	 Zealand	 carrying	 an	 underlying	 message	 encapsulating	 the	

aspirations	 of	 a	 small	 but	 dedicated	 group	 of	 guitar	 enthusiasts,	 given	 credence	 by	 a	

nationally	recognised	organisation.	Their	work	mirrored	the	ambitions	and	activities	of	

individuals	overseas	in	the	upholding	of	a	tradition	established	by	Segovia	and	cemented	

by	Bream:	to	create	a	contemporary	repertoire	for	the	classical	guitar	suitable	for	concert	

performance.	

	

In	reference	to	the	quality	of	guitar	music	written	by	significant	New	Zealand	composers	

in	the	late	1980s,	John	Mills	states:	

	

This	 music	 encompassed	 a	 large	 range	 of	 styles,	 written	 with	 belief	 and	

professionalism,	through	which	emerged	a	new,	fresh	and	highly	distinctive	

New	 Zealand	 guitar	 repertoire	 unfettered	 by	 the	 shackles	 of	 European	

tradition,	leading	to	a	distinctive	compositional	identity	(ibid.).	

	

While	 the	 works	 in	 the	 NZFCGS	 volumes	 were	 written	 by	 professional	 or	 semi-

professional	performers	(guitarists)	who	were	also	part	time	or	amateur	composers,	the	

publication	 of	 these	 collections	 was	 recognition	 that	 a	 high	 enough	 standard	 was	

emerging	 and	 that	 it	 was	 felt	 worthwhile	 to	 further	 encourage	 the	 creation	 and	

development	of	new	works	to	help	establish	a	unique	and	distinct	body	of	work	for	the	

guitar	from	New	Zealand.		
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1.1 Overview	

The	premise	behind	this	project	was	to	critically	examine	and	document	the	evolution	of	

composition	 for	 classical	 guitar	 in	 New	 Zealand	 and,	 using	 my	 own	 experiences,	

observations	 and	 collaborations	 with	 composers,	 attempt	 to	 establish	 how	 this	 has	

shaped	the	trajectory	of	composition	for	the	instrument	in	New	Zealand	as	the	basis	for	

the	 research.	 Thus	 there	were	 three	main	 foci	 for	 the	 study:	 the	 historical	 aspects	 of	

composition	for	classical	guitar	in	New	Zealand	and	the	documenting	of	it	(hitherto	not	

done	before),	the	commissioning	of	new	works,	and	the	performative	aspects	or	these	

and	other	New	Zealand	guitar	compositions.	Emerging	from	this	is	how	the	historical	and	

evolutionary	aspects	informed	my	decision-making	regarding	commissioning	new	works	

for	classical	guitar	and	my	performances	of	them.	

	

In	light	of	a	significant	repertoire	of	guitar	works	by	New	Zealand	composers	having	been	

created,	initiated	by	myself	and	others,	particularly	since	1990,	it	was	felt	that	the	story	

behind	it	deserved	to	be	explored	and	analysed,	along	with	providing	an	account	of	the	

context	and	background	leading	up	to	this	time.	I	intended	my	approach	to	the	historical	

evidence	about	New	Zealand	guitar	music	to	inform	my	own	experience	of	performing	it	

as	well	as	my	own	interactions	with	composers	over	a	thirty	year	period	in	which	I	have	

commissioned	and	premiered	sixty	works	for	guitar,	ninety	percent	of	which	are	from	

New	Zealand	composers.	

	

1.2	Parameters,	definitions	and	limitations		
	
Due	to	the	scope	and	scale	of	the	requirements	for	this	exegesis,	a	number	of	limitations	

and	parameters	had	to	be	set.	Given	the	extent	of	the	guitar’s	reach	into	a	wide	range	of	

styles	 of	music,	 the	 frequent	 use	 of	 the	 instrument	 in	 various	 amateur	 scenarios	 and	
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groups	and	other	situations,	it	was	necessary	to	narrow	the	field	except	where	discussion	

of	these	provided	historical	background	or	context.	It	was,	therefore	necessary	to	narrow	

the	discipline	field	to	include	only	art	music	written	for	the	classical	guitar	by	composers	

who	are	represented	by	SOUNZ,	the	Centre	for	New	Zealand	Music.	

1.2.1	Definition	of	the	classical	guitar	

The	classical	guitar	is	variously	and	sometimes	synonymously	referred	to	as	a	Spanish	

guitar,	nylon-string	guitar,	concert	guitar,	classical	acoustic	guitar,	classic	guitar	and	so	

on.	In	this	study	the	terms	“guitar”	and	“classical	guitar”	will	be	used	interchangeably	but	

both	 refer	 to	 the	 modern	 six-string	 guitar	 (strung	 with	 nylon,	 polymer	 or	 carbon	

composite	strings)	on	which	“classical”	or	art	music	is	performed.3	The	construction	of	a	

classical	 guitar	 also	 differs	 from	 other	 similar	 instruments	 (including	 the	 flamenco	

guitar)	which	gives	it	its	distinctive	sound	and	tone	quality.	It	should	be	noted	that	art	

music	has	been	composed	by	New	Zealand	composers	for	other	types	of	guitars	(such	as	

electric	or	steel-string	acoustic)	and	music	of	other	styles	(such	as	jazz,	folk	or	popular)	

has	been	composed	to	perform	on	the	classical	guitar.	However,	these	works	have	been	

deemed	outside	the	scope	of	this	study.	Thus,	the	use	of	the	term	guitar	or	classical	guitar	

refers	to	a	specific	type	of	instrument	on	which	a	specific	style	of	notated	music	is	played.	

3	There	are	a	number	of	variants	of	the	classical	guitar	in	regular	use,	particularly	in	regard	to	the	number	
of	strings	it	might	possess	and	the	size	and	shape	of	the	instrument.	There	are	7,	8,	10	and	11-string	classical	
guitars	in	existence	as	well	as	smaller	six	string	versions	such	as	the	requinto	(tuned	a	perfect	4th	or	5th	
higher	than	normal),	an	octave	guitar	(tuned	an	octave	higher),	plus	a	baritone	guitar	and	bass	guitar,	all	
with	similar	characteristics	to	a	normal	classical	guitar	(nylon	strings,	for	the	performance	of	art	music).	A	
particular	exponent	of	the	“family”	of	guitars	is	Australia’s	guitar	quartet	Guitar	Trek	who	use	a	range	of	
sizes	and	styles	of	guitars	to	extend	the	range	and	timbre	of	their	instruments	in	order	to	perform	a	broad	
range	 of	 repertoire,	 particularly	 arrangements	 of	 orchestral	 and	 keyboard	 works.	 According	 to	
SOUNZ,	 aside	 from	 Kenneth	 Young’s	 Saffire	 Concerto,	 there	 are	 no	 other	 guitar	 works	 by	 New	
Zealand	composers	in	their	catalogue	for	these	variant	instruments.	
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1.2.2	SOUNZ,	the	Centre	for	New	Zealand	Music	

The	 inclusion	 of	 only	 composers	 who	 are	 represented	 by	 SOUNZ	 is	 to	 enable	 the	

application	 of	 an	 independent	 quality	 assurance	 process	 to	 the	works	 and	 composers	

discussed	in	this	study.	To	be	represented	by	SOUNZ,	a	composer	must	meet	a	number	of	

quality	criteria	against	which	their	works	are	assessed	by	a	panel	of	peers	to	determine	

the	suitability	of	each	composer	for	representation	and	the	following	criteria	are	applied:	
	

Composers	interested	in	becoming	SOUNZ	composers	will	need	to	have	had	a	

minimum	of	three	works	performed,	broadcast	or	recorded	in	the	last	five	years	

by	 an	 established	 or	 recognised	 solo	 artist,	 ensemble	 or	 performing	

organisation.		

How	to	become	a	SOUNZ	composer	

To	be	considered,	please	send	the	following	to	info@sounz.org.nz:	

1.	A	biography	of	300-500	words	for	display	on	the	website	(please	include	any	

Iwi/tribal/nation	affiliations).	

2.	A	current	publicity	photo	in	high	resolution	with	any	photo	credits.	

3.	The	details	of	at	 least	 three	performances	of	your	works	 in	a	professional	

context.	

4.	Your	current	artistic	CV	(optional)	

All	composers	must	be	either	New	Zealand	born,	a	New	Zealand	citizen,	or	a	

New	Zealand	resident.	The	application	is	more	likely	to	be	successful	if	three	

separate	 performance	 occasions	 are	 listed	 and	 at	 least	 one	 of	 them	 was	

independent	of	your	involvement.	If	your	work	is	non-scored	(e.g.,	improvised,	

electroacoustic,	 etc.),	 please	 provide	 as	 much	 supporting	 information	 as	

possible	when	you	apply.	4	
	

In	addition	to	the	quality	aspects	that	SOUNZ	representation	brings,	the	inclusion	of	only	

works	in	the	SOUNZ	collection	in	this	study	also	helps	determine	dates	of	compositions	

and	time	frames	of	activity	by	composers	under	discussion.	In	the	context	of	this	study,	

	
4	SOUNZ,	Centre	for	New	Zealand	Music.	https://www.sounz.org.nz/info-resources/for-composers/join-
sounz.	Accessed	10	August	2020. 
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the	use	of	the	term	“recognised	composer”	refers	to	a	composer	who	is	represented	by	

SOUNZ	unless	otherwise	indicated.	

	

1.2.3	Genres	

It	is	acknowledged	that	the	guitar	transcends	and	moves	across	multiple	musical	genres	

and	styles	and	that	there	is	often	a	free	flow	of	ideas	and	influences	between	them.	It	is	

also	acknowledged	that	some	composers	have	written	guitar	music	in	multiple	musical	

styles.	However,	for	the	purposes	of	this	study,	the	following	styles	of	music,	composers	

and	performers	of	it	and	instruments	are	generally	excluded	from	discussion	unless	there	

is	a	direct	connection	to	the	classical	guitar	and	its	repertoire	or	if	it	provides	relevant	

context:	

• Folk	guitar	(generally	using	the	steel-string	acoustic	guitar)	

• Electric	guitar	(solid-body,	amplified	guitar	with	built-in	electronic	pickups)	

• Popular	music	

• Jazz	

• Country	music	

	

1.2.4	Arrangements	and	transcriptions	

Arrangements	 and	 transcriptions	 of	 music	 have	 always	 been	 a	 staple	 for	 guitar	

performers,	in	part	because	of	a	lack	of	repertoire	written	specifically	for	the	instrument,	

but	also	due	to	the	attractiveness	of	arrangements	and	a	desire	to	include	works	of	other	

instruments	 and	 composers	 in	 the	 guitar’s	 repertoire.	 Arrangements	 have	 therefore	

made	a	significant	contribution	to	the	expansion	of	the	guitar’s	repertoire,	its	technique	

and	its	appeal,	as	much	as	they	have	for	other	instruments.		
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For	the	purposes	of	brevity	within	the	scale	and	scope	of	this	study,	arrangements	for	the	

classical	guitar	are	only	included	if	a	composer	has	arranged	their	own	music	and	they	

consider	the	arrangements	to	be	separate	works.5	Arrangements	of	other	people’s	music	

by	composers,	performers	or	others	are	not	included	even	if	the	original	works	or	their	

arranger	are	by,	or	of	recognised	New	Zealand	composers.6	

	

1.2.5	Composer,	guitarist	and	guitarist/composer	

The	definition	of	guitarist	and	composer	and	groupings	of	these	terms	in	the	context	of	

this	study	requires	a	brief	explanation	to	ensure	clarity.	In	general,	when	using	the	term	

guitarist,	it	refers	to	a	professional	classical	guitar	performer.	Similarly,	when	referring	

to	a	composer,	it	means	a	professional	composer	of	art	music,	but	importantly,	one	who	

is	 not	 also	 a	 professional	 guitar	 performer.	 The	 term	 guitarist/composer	 refers	 to	

someone	who	works	at	a	professional	level	in	both	fields.	

		

1.2.6	Timeframes	

The	focus	for	the	historical	aspects	of	this	project	concerns	the	period	1951	to	1989	with	

discussion	of	the	period	1830-1950	providing	context	and	background.	The	year	1951	is	

chosen	because	it	is	the	year	that	David	Farquhar	(1928-2007)	wrote	his	first	work	for	

guitar,	which	is	also	considered	to	be	the	first	guitar	work	written	by	a	recognised	New	

Zealand	 composer.	 It	 is	 acknowledged	 however,	 that	 with	 further	 research,	 earlier	

classical	guitar	works	may	emerge	from	composers	who	are	discussed	in	this	study,	or	

from	other	composers	not	mentioned.		

	
5	An	example	is	Anthony	Ritchie’s	Five	Dunedin	Songs	for	Tenor	and	Guitar,	three	movements	of	which	were	
arranged	by	him	and	titled	Three	Pieces	for	viola	(or	violin)	and	guitar.	
6	An	example	is	David	Farquhar’s	arrangement	of	Douglas	Lilburn’s	Desdemona’s	Song,	published	in	Guitar	
Aotearoa	in	1991. 
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The	 year	 1989	 is	 used	 as	 an	 end-point	 for	 the	 historical	 aspects	 as	 that	 is	 the	 year	 I	

commenced	 commissioning	 composers	 and	 where	 my	 own	 activities	 as	 a	 beginning	

professional	performer	began	to	form	part	of	the	“history”	of	classical	guitar	composition	

in	New	Zealand.	Guitar	works	composed	prior	to	this	year	were	therefore	created	without	

my	involvement,	but	they	nevertheless	informed	and	influenced	the	direction	that	I	took	

in	the	ensuing	years.	
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1.3	Review	of	the	literature	

There	is	no	specific	literature	that	directly	address	the	subject	matter	of	this	study.	Much	

of	the	relevant	material	takes	the	form	of	personal	communications,	letters,	documents,	

ephemera,	concert	programmes,	 reviews,	photographs,	magazine	articles,	newsletters,	

video	and	audio	recordings,	CD	and	LP	liner	notes,	newspaper	clippings	and	incorporated	

society	documents,	most	of	which	remain	unpublished.	There	is	no	published	book	on	the	

topic	and	neither	are	there	any	unpublished	theses	that	specifically	address	New	Zealand	

composition	for	classical	guitar.	

	

Multiple	 published	 books	 on	 the	 topic	 of	 New	 Zealand	 music	 do	 exist	 but,	 as	 to	 be	

expected,	their	scope	and	scale	is	significantly	broader	than	this	study.	However,	many	of	

them	have	provided	valuable	history,	context	and	the	occasional	mention	of	New	Zealand	

classical	guitar	music	that	has	illuminated	particular	areas	of	this	study	and	provided	a	

catalyst	for	deeper	research.	Volumes	in	this	category	include	Philip	Norman’s	Douglas	

Lilburn:	His	Life	and	Music	(2006);	John	Mansfield	Thomson’s	The	Oxford	History	of	New	

Zealand	 Music	 (1991);	 Douglas	 Lilburn’s	Memories	 of	 Early	 Years	 and	 Other	Writings	

edited	by	Robert	Hoskins	(2014);	Searches	 for	Tradition	edited	by	Michael	Brown	and	

Samantha	 Owens	 (2017);	 Douglas	 Lilburn’s	 A	 Search	 for	 Tradition	 &	 A	 Search	 for	 a	

Language	(2011);	and	Talking	Music	edited	by	Sarah	Shieff	(2002).	Importantly,	Philip	

Norman’s	 book	 outlines	 the	 circumstances	 surrounding	 the	 composition	 of	 Douglas	

Lilburn’s	Sings	Harry	for	tenor	and	guitar;	which	is	discussed	in	Chapter	Three.	

	

Many	published	books	exist	 in	the	form	of	biographies	and	autobiographies	of	 leading	

international	 classical	 guitarists	 that	 address	 the	 topics	 of	 composition,	

composer/performer	collaboration	and	the	process	of	commissioning	in	the	context	of	
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the	subjects’	experiences	in	their	own	countries.	None	speak	to	the	topic	in	relation	to	

New	 Zealand,	 but	 they	 do	 give	 valuable	 insight	 into	 the	 processes	 that	 others	 have	

followed	and	offer	a	useful	comparison	with	the	New	Zealand	context	which	has	informed	

this	study.		

	

Tony	Palmer’s	Julian	Bream:	A	Life	on	the	Road	(1982)	was	of	particular	value.	Essentially	

a	 biography,	 the	 book	 contains	 significant	 sections	 documenting	 Julian	 Bream’s	

interactions	with	leading	composers	such	as	Benjamin	Britten,	Hans	Werner	Henze,	Peter	

Maxwell	Davies,	Richard	Rodney	Bennett,	William	Walton	and	others.	It	provides	insight	

into	 the	relationships	 that	Bream	developed	with	 these	composers,	 the	circumstances	

that	led	to	them	writing	music	for	him	and	it	details	the	way	that	Bream	worked	with	

them	to	realise	their	compositions	on	the	concert	platform.	It	provides	useful	parallels,	

and	perhaps	 a	model,	 albeit	 in	 a	European	 context,	 for	 the	way	 some	 composers	 and	

guitarists	have	interacted	with	each	other	in	New	Zealand.	

	

Similarly,	William	Starling’s	Strings	Attached:	The	Life	and	Music	of	John	Williams	(2012)	

attempts	 to	 detail	 Australian	 guitarist	 John	 Williams’s	 interactions	 with	 certain	

composers	 in	Australia	 and	Europe.	Unfortunately	however,	 it	doesn’t	 go	 to	 the	 same	

depth	as	Palmer’s	book	and	therefore	was	of	limited	use	outside	of	providing	additional	

international	 context	and	a	 somewhat	perfunctory	sketch	of	Williams’s	approaches	 to	

composition,	collaboration	and	commissioning	activities.		

	

Stuart	 Button’s	 Julian	 Bream:	 The	 Foundations	 of	 a	 Musical	 Career	 (2006)	 is	 a	 more	

detailed	biography	than	Palmer’s	and	focuses	on	Bream’s	early	life	and	career	between	

1945-1951.	In	significant	detail,	it	outlines	the	development	of	Bream’s	career	(and	the	
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influence	of	Bream’s	father,	Henry)	and	the	context	in	which	this	was	occurring.	It	also	

contains	crucial	information	concerning	the	development	of	composition	for	the	guitar	in	

England	and	an	acknowledgement	of	the	need	for	an	indigenous	guitar	music	to	mirror	

the	 efforts	 of	 Segovia,	 thus	 heralding	 a	 change	 in	 direction	 in	 composition	 for	 the	

instrument.	There	are	useful	parallels	to	be	made	here	with	the	development	of	guitar	

composition	 in	 New	 Zealand	 as	 Bream	was	 a	 role	model	 for	many	 of	 New	 Zealand’s	

guitarists.	Button	also	outlines	the	circumstances	surrounding	renowned	London-based	

luthier	Louis	Panormo’s	emigration	to	New	Zealand	in	1859.	

	

A	seminal	volume	is	Graham	Wade’s	Traditions	of	the	Classical	Guitar	(1980).	Wade	gives	

an	historical	overview	of	the	development	of	the	classical	guitar	from	the	Baroque	period	

onward.	While	 it	 gives	 a	 very	 good	 account	 of	 the	 guitar’s	 evolution	 throughout	 the	

sixteenth	to	nineteenth	centuries	the	book	naturally	focuses	on	the	twentieth	century	and	

particularly	on	the	efforts	of	Andrés	Segovia	and	his	quest	to	bring	respectability	to	the	

classical	guitar	and	to	have	the	guitar	and	its	music	heard	in	concert	halls	worldwide.	Of	

particular	 value	 for	 this	 study	 are	 the	 descriptions	 of	 Segovia’s	 interactions	 with	

composers	 and	 the	 circumstances	 surrounding	 the	writing	of	many	of	 the	works	 that	

have	since	become	standard	repertoire	for	the	instrument.		

	

The	Miguel	Alcazar-edited	book	The	 Segovia-Ponce	Letters	 (1989)	provides	 important	

insight	 into	 the	 relationship	 between	 Andrés	 Segovia	 and	Mexican	 composer	Manuel	

Ponce	(1882-1948).	Consisting	of	129	letters	written	by	Segovia	to	Ponce	commencing	in	

1923	through	to	Ponce’s	death	in	1948,	it	reveals	much	about	the	friendship	between	the	

two	men.	Significantly	though	it	illuminates	the	collaborative	relationship	between	them	

and	the	role	Segovia	played	in	influencing	and	shaping	Ponce’s	guitar	compositions.	This	
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book	provided	a	useful	 international	 comparison	 regarding	 the	working	 relationships	

between	performer	and	composer	that	are	relevant	to	the	evolution	of	composition	for	

guitar	in	New	Zealand.	

	

Of	particular	value	are	the	respective	collections	of	guitarist	Ronald	Burt	and	composers	

David	Farquhar	and	Douglas	Lilburn	held	in	the	Alexander	Turnbull	Library,	Wellington.	

These	collections	contain	a	large	quantity	of	personal	communications,	letters,	autograph	

manuscripts,	music	scores,	photographs,	ephemera	and	other	correspondence	that	have	

provided	 many	 items	 of	 interest,	 as	 well	 as	 revealing	 hitherto	 unknown	 guitar	

compositions	by	Douglas	Lilburn	(Untitled	 for	solo	guitar	(1962))	and	David	Farquhar	

(Mary,	Pretty	Mary	for	voice	and	guitar	(1958),	A	Little	March	for	Guitar	(1965),	An	Inch	

to	the	Mile	 for	guitar,	vibraphone	and	drums	(1971)	and	Ach	Ya	Chabibi	 for	violin	and	

guitar	(1973)).		

	

The	archive	of	the	former	Music	Federation	of	New	Zealand	(now	Chamber	Music	New	

Zealand),	also	held	at	the	Turnbull	Library,	contains	important	 information	relating	to	

touring	 artists	 who	 included	 guitar	 music	 by	 New	 Zealand	 composers	 in	 their	

programmes.	Such	records	include	tours	by	voice	&	guitar	duo	Robert	Oliver	and	Milton	

Parker	performing	Douglas	Lilburn’s	Sings	Harry	in	1976;	flute	and	guitar	duo	Uwe	Grodd	

and	John	Mills	(Chris	Cree	Brown’s	Piece	for	Flute	&	Guitar	in	1987);	and	flute	and	guitar	

duo	Carol	Hohauser	and	Matthew	Marshall	(Philip	Norman’s	Tense	Melodies	in	1995).	The	

archive	 contains	 touring	 schedules,	 background	 information	 regarding	 the	

commissioning	 of	 music	 (particularly	 Cree	 Brown’s	 piece),	 performance	 venues	 and	

dates	 and	 other	 correspondence	 between	 the	 artists	 and	 the	 organisation.	 This	 has	
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proven	 helpful	 in	 compiling	 an	 accurate	 chronology	 of	 events	 and	 information	 on	

premiere	performances	detailed	in	Appendix	B.		

	

A	 substantial	 amount	 of	 information	 consisting	 of	 concert	 programmes,	 newspaper	

clippings,	reviews,	and	personal	communications	is	sourced	from	the	author’s	personal	

collection.	 In	 addition,	 the	 archive	 of	 the	 New	 Zealand	 Federation	 of	 Classical	 Guitar	

Societies	(NZFCGS),	in	the	possession	of	the	author,		has	provided	a	significant	source	of	

written	 communication	 between	 the	 organisation’s	 officers,	 members	 and	 key	

individuals	and	groups	in	New	Zealand	and	overseas,	including	background	information	

concerning	a	number	of	early	compositions	for	the	guitar.	This	archive	contains	records	

from	1976	to	1998.	

	

Former	members	and	officers	of	the	following	guitar	societies	have	also	provided	written	

correspondence,	newsletters,	photos,	newspaper	clippings	and	ephemera	of	an	historic	

nature	that	has	informed	this	study:	

	

Wellington	Classical	Guitar	Society	Inc.	

Christchurch	Guitar	Society	Inc.	

Hamilton	Classical	Guitar	Society	Inc.	

Auckland	Classic	Guitar	Society	Inc.	

Timaru	Classical	Guitar	Society	Inc.	

	

This	material	contains	occasional	comment	on	composition	for	guitar,	mostly	in	the	form	

of	reviews	of	concerts,	discussion	of	competition	results,	visiting	composers	who	gave	

talks	at	Society	meetings	and	mention	of	other	activities	and	performances,	principally	
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by	amateur	guitarists	and	composers.	Some	of	this	information	was	particularly	useful	in	

helping	identify	an	accurate	sequence	of	events	and	happenings.	

	

A	 number	 of	 unpublished	 honours,	 masters	 and	 doctoral	 theses	 provided	 important	

context	 particularly	 around	 the	 topic	 of	 composer/performer	 collaboration,	 historical	

and	 critical	 analyses	 of	 composition	 for	 the	 guitar	 in	 other	 countries,	 and	 the	 role	

performers	played	in	influencing	composition	for	the	guitar.	John	Feeley’s	doctoral	thesis	

Classical	Guitar	Music	by	Irish	Composers:	Performing	Editions	and	Critical	Commentary	

(2007)	was	of	particular	interest	because	it	includes	a	section	on	selected	guitar	works	

by	New	Zealand-born	composer	Brent	Parker	(1933-2017).	The	central	focus	of	Feeley’s	

thesis	is	a	critical	analysis	of	thirty-seven	guitar	works	by	twenty-one	Irish	composers	

and	although	Parker	is	considered	to	be	an	Irish	composer,	he	is	also	fully	represented	

by	SOUNZ,	the	Centre	for	New	Zealand	Music.	However,	Feeley	(2007)	states:	

	

All	Parker’s	works	were	written	after	his	move	to	Ireland.	He	did	not	begin	to	

compose	music	until	1968,	ten	years	after	his	arrival,	and	he	acknowledges	

his	 sudden	 turn	 to	 composition	by	admitting	 that	he	had	not	 even	 tried	 to	

write	a	note	of	music	by	the	age	of	thirty-five.	

	

While	 Feeley’s	 thesis	 provides	 some	 valuable	 commentary	 on	 Parker	 and	 some	 of	 his	

guitar	music,	it	can	be	surmised	that	Parker	did	not	directly	associate	or	connect	his	music	

with	 his	 country	 of	 birth.	 In	 fact,	 Parker	 indicated	 that	 his	 guitar	music	was	 strongly	

influenced	by	Spain,	firstly	because	he	associated	the	instrument	with	that	country	and	

also	because,	according	to	Feeley,	he	has	Spanish	ancestry.	
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The	strong	influence	of	Spanish	music…	is	hardly	surprising	considering	that	

Parker	has	Spanish	ancestry.	Although	he	was	in	contact	with	Spanish	music	

during	 his	 student	 days	 in	 France,	 Parker’s	 idea	 and	 vision	 of	 Spain	 is	

somewhat	idealized	and	romanticized…	He	incorporates	his	ideal	scene	and	

sometimes	 stock	 treatment	 into	 the	 energy	of	 the	piece.	 ‘Everything	 I	 ever	

write,	if	it’s	not	personal	experience,	it’s	my	idea	of	it,’	he	says.	But	one	should	

not	assume	that	he	is	trying	to	identify	himself	as	in	any	way	Spanish,	he	is	

simply	expressing	his	vision	of	what	Spain	and	its	character	mean	to	him.	In	

fact,	the	composer’s	principal	contact	with	Spain	results	from	his	contact	with	

the	 guitar	 itself,	 and	 it	 is	 the	 guitar’s	 flavour	 rather	 than	 any	 conventional	

Spanish	idiom	that	ultimately	prevails	(Feeley,	2007).	

	

Parker	and	Feeley	were	colleagues	at	the	Dublin	Institute	of	Technology	Conservatory	of	

Music	and	Drama	and	all	of	Parker’s	guitar	works	were	written	for	Feeley,	indicating	a	

close	collaboration	had	developed	between	them	over	many	years	–	not	dissimilar	to	the	

way	some	composer/performer	relationships	have	evolved	in	New	Zealand.	Feeley	says	

“He	wrote	approximate	guitar	parts	(he	freely	admitted	to	not	having	any	idea	how	to	

write	for	guitar)	and	I	adapted	them	for	guitar”	(John	Feeley,	personal	communication,	6	

January,	2019).	

	

A	number	of	other	doctoral	dissertations	and	master’s	theses	offered	useful	international	

context	 and	 background,	 as	 well	 as	 detailed	 discussion	 on	 composer/performer	

collaborative	processes,	but	did	not	directly	address	the	central	focus	of	this	study.	Such	

theses	include	Zubin	Kanga’s	Inside	the	Collaborative	Process:	Realising	New	Works	for	Solo	

Piano	 (2014);	 Gisli	 Gretarsson’s	 Three	 in	 One:	 Composer’s	 Intentions	 and	 Performers’	

Reflections	(n.d.);	Taylor	Greene’s	Julian	Bream’s	20th	Century	Guitar:	An	Album’s	Influence	

on	the	Modern	Guitar	Repertoire	(2011);	Michael	O’Toole’s	John	Williams:	An	Evaluation	of	

his	Impact	Upon	the	Culture	of	the	Classical	Guitar	(2018);	and	Jake	Church’s	Collaborating	
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with	 Guitar	 (2017).	 Church’s	 Master’s	 exegesis	 does	 focus	 on	 three	 New	 Zealand	

composers	whom	he	commissioned	to	each	write	a	composition	for	guitar,	however,	its	

emphasis	is	on	the	composer/performer	collaborative	process	between	himself	and	the	

three	composers	in	the	creation	of	those	works	rather	than	on	the	broader	aspect	of	New	

Zealand	guitar	composition.	

	

Philip	Norman’s	doctoral	dissertation	The	Beginnings	and	Development	of	a	New	Zealand	

Music:	The	Life	and	Work	(1940-1965)	of	Douglas	Lilburn	(1983)	provides	significant	detail	

on	the	development	of	composition	in	New	Zealand	and	critical	analysis	of	Lilburn’s	life	

and	music	during	a	period	that	overlaps	with	the	timeframe	of	this	study	(1951-1965).	

While	there	is	virtually	no	mention	of	the	guitar,	save	for	a	brief	remark	on	Lilburn’s	Sings	

Harry	 (and	even	 then,	probably	 in	 reference	 to	 the	piano	and	baritone/tenor	versions	

rather	than	the	guitar	and	tenor	one),	the	thesis	is	an	extremely	valuable	piece	of	work	

for	providing	the	context	in	which	the	embryonic	classical	guitar	scene	was	emerging	in	

New	Zealand.	Norman’s	thesis	largely	evolved	into	and	is	superseded	by	his	book	Douglas	

Lilburn:	His	Life	and	Music	(2006)	which,	as	mentioned	above	proved	extremely	valuable	

for	this	study.	

	

Australian	guitarist	and	teacher	Angelina	Ellis	“…examines	the	classical	guitar	in	Australia	

during	the	years	spanning	European	settlement	to	the	early	1970s”	in	her	Master’s	thesis	

The	Classical	Guitar	in	Australia:	Foundations	(2000).	As	well	as	outlining	the	history	of	

the	 instrument	 and	 key	 organisations	 and	 personalities	 in	 Australia,	 Ellis	 provides	

important	 context	 given	 the	 geographical	 proximity	 to	 New	 Zealand	 and	 because	 key	

people	 in	 the	 classical	 guitar	 scene	 frequently	 travelled	 between	 Australia	 and	 New	

Zealand	therefore	there	was	(and	still	is)	a	sharing	of	knowledge	between	guitarists	and	
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composers	 of	 both	 countries.	 In	 addition,	 Ellis’s	 study	 shed	 particular	 light	 on	 the	

activities	 and	 life	 of	 Spanish	 guitarist	 Antonio	 Losada	 (1938-2006)	who	 lived	 in	 both	

Australia	 and	 New	 Zealand	 at	 various	 times	 from	 1962	 until	 his	 death	 in	 Sydney.	 As	

discussed	 in	 Chapter	 3,	 Losada	 appears	 to	 have	 played	 a	 role	 in	 influencing	 Douglas	

Lilburn	in	his	early	guitar	writing.	

	

In	a	similar	vein,	Norma	MacSween’s	thesis	The	History	of	the	Classical	Guitar	in	Canada	

(1990)	gives	an	overview	of	the	development	of	the	guitar	in	her	native	country,	and	like	

Ellis,	discusses	the	influence	of	key	people,	performers	and	teachers	who	contributed	to	

this.	Unlike	Ellis	though,	MacSween	does	have	a	specific	chapter	on	composition	for	guitar	

and	outlines	the	key	influences	that	led	to	the	development	of	it	in	Canada,	particularly	in	

relation	 to	 important	 international	 guitar	 festivals	 held	 in	Toronto	between	1975	 and	

1987.	

	

Feeley’s,	 Ellis’s	 and	 MacSween’s	 theses	 provide	 a	 useful	 means	 to	 compare	 the	

development	and	evolution	of	the	classical	guitar	in	their	respective	countries	with	that	

in	New	Zealand.	

	

An	article	in	the	April	1973	issue	of	BMG	(Banjo,	Mandolin,	Guitar)	magazine	by	the	British	

composer	and	writer,	John	W.	Duarte	(1919-2004)	gives	a	brief	account	of	a	visit	he	made	

to	 Australia	 and	 New	 Zealand	 in	 February	 of	 that	 year.	 Duarte	 was	 invited	 by	 the	

Wellington	 Classical	 Guitar	 Society	 to	 conduct	 a	 four-day	 guitar	 course	 organised	 by	

Ronald	Burt	and	held	at	Wellington	Polytechnic	following	a	series	of	courses	he	undertook	

in	Australia.	The	article	provides	an	 informal	and	somewhat	quaint	outline	of	Duarte’s	
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experience	at	the	course	in	Wellington,	but	it	does	briefly	describe	a	meeting	he	had	with	

David	Farquhar:	

	

I	spent	an	evening	with	the	composer	David	Farquhar,	a	most	inventive	writer	

who	has	begun	to	compose	for	the	guitar;	his	work	will	be	the	more	welcome	

since	 it	 is	modern	 in	cast,	but	only	modest	 in	difficulty,	a	rare	combination	

(Duarte,	1973).	

	

Although	Duarte	was	a	somewhat	polarising	figure	in	the	guitar	world,	he	was	very	well-

connected,	influential	and	highly	respected	as	a	composer	and	critic.7	At	the	time	he	wrote	

this	article,	he	was	enjoying	a	strong	reputation	and	close	links	with	Andrés	Segovia	and	

many	other	leading	guitarists.	Given	the	international	circulation	of	BMG	magazine,	the	

comment	 above	 about	 Farquhar	 would	 have	 been	 read	 widely	 around	 the	 world,	

particularly	 in	 UK	 and	 Europe.	 Being	 complimentary	 in	 nature	 it	 would	 have	 piqued	

interest	 in	 guitar	 music	 from	 New	 Zealand,	 particularly	 coming	 the	 same	 year	 that	

Farquhar’s	Five	Scenes	 for	guitar	was	published	by	Bèrben	Editions	 in	 Italy.	 It	 adds	 to	

evidence	of	Farquhar’s	growing	reputation	as	an	effective	composer	for	the	guitar.	

	

The	 article	 also	 provides	 a	 brief	 description	 of	 the	 standard	 of	 guitar	 playing	 in	 New	

Zealand	and	makes	mention	of	a	number	of	key	people	who	were	particularly	influential	

in	the	New	Zealand	guitar	scene	at	the	time,	including	Ronald	Burt,	David	Loomes,	Basil	

Stanton	and	Harry	Botham.	

	

	
7	John	Duarte	composed	approximately	150	works	for	guitar	and	was	a	regular	reviewer/contributor	to	a	
number	of	guitar	and	music	magazines	including	Gramophone,	Classical	Guitar	and	Soundboard.	He	also	
received	a	Grammy	Award	in	1980	for	his	liner	notes	to	the	reissue	of	Andrés	Segovia’s	recordings	of	1927-
1939.	Duarte	 taught	 at	 the	 Spanish	Guitar	 Centre	 London	 and	was	 associated	with	 Len	Williams,	 John	
Williams,	 Julian	Bream	and	Segovia.	He	visited	New	Zealand	 twice	 to	 teach	at	workshops	and	 summer	
schools	in	1973	(Wellington)	and	1981	(Hawke’s	Bay).	
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On	 a	 similar	 topic	 to	 Duarte’s,	 but	 written	 eleven	 years	 later	 is	 an	 article	 by	 English	

guitarist	John	Mills	(b.	1947).	In	the	June	1984	issue	of	the	now	defunct,	UK-based	Guitar	

International	magazine,	Mills	gave	a	personal	account	of	the	classical	guitar	scene	in	New	

Zealand	after	having	made	 two	 concert	 tours	of	 the	 country.	 John	Mills	 studied	 at	 the	

Spanish	Guitar	Centre,	London	and	then	at	the	Royal	College	of	Music	with	John	Williams.	

As	part	of	a	distinguished	career	performing	worldwide,	he	first	visited	New	Zealand	in	

January	1983	to	teach	at	the	NZFCGS	Summer	School	held	near	Rotorua	and	organised	by	

the	Hamilton	Classical	Guitar	Society.	Mills	subsequently	moved	to	New	Zealand	where	

he	taught	guitar	at	the	Nelson	School	of	Music	from	1985	to	1988.	He	then	moved	back	to	

England	to	take	up	the	role	of	Professor	of	Guitar	at	the	Royal	Academy	of	Music	and	later	

the	Royal	Welsh	College	of	Music	and	Drama.	Mills	was	particularly	influential	during	his	

short	 stay	 in	 New	 Zealand	 through	 frequent	 nationwide	 tours	 and	 teaching	 a	 new	

generation	 of	 guitarists	 who	 were	 emerging	 in	 the	 country	 at	 that	 time.	 He	 was	 and	

remains	 very	 supportive	 of	 contemporary	 composition	 and	 while	 in	 New	 Zealand	 he	

performed	and	recorded	a	number	of	works	by	 local	composers,	 including	making	 the	

first	commercial	recording	of	David	Farquhar’s	Suite	(Kiwi	SLD-88).	Focusing	mainly	on	

active	performers	and	teachers,	the	article	gives	little	insight	into	composition	for	guitar	

save	for	a	brief	mention	of	it	in	a	description	of	the	aims	of	the	New	Zealand	Federation	of	

Classical	Guitar	Societies	(NZFCGS):	

…the	Federation	aims	to	promote	a	love	for	the	classical	guitar	and	its	music,	

to	 help	 Societies	 carry	 out	 their	 various	 local	 activities,	 help	 teachers	 and	

players,	organize	certain	events…	to	promote	the	composition	of	guitar	music,	

and	to	establish	a	permanent	library	of	music	for	the	instrument	(Mills,	1984).	

	

The	article	provides	useful	background	and	a	brief	discussion	on	other	key	performers	

who	were	active	in	encouraging	composition	for	the	guitar	in	New	Zealand	at	the	time,	
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many	of	whom	are	discussed	 in	more	detail	 in	 this	 study	and	 some	were	 interviewed	

specifically	for	it.	The	lack	of	discussion	on	composition	in	the	article	is	slightly	surprising	

for	 the	 reasons	 mentioned	 above.	 However,	 the	 omission	 is	 perhaps	 due	 to	 Mills’s	

unfamiliarity	with	it	at	the	time	and	the	editorial	constraints	of	the	magazine	rather	than	

any	intention	to	leave	out	the	topic.	

	

In	an	attempt	to	offer	a	history	of	the	guitar	and	other	fretted	instruments	in	Australasia,	

Australian	Ron	Payne	compiled,	edited	and	self-published	a	book	in	2012	entitled	Twang	

Dynasty:	 A	 History	 of	 Fretted	 Instruments	 –	 the	 Players,	 Composers	 and	 Makers	 –	 in	

Australasia	 from	 1836	 to	 2012.	 	 It	 offers	 an	 illustrated	 account	 of	 the	 people	 and	

personalities	 from	 the	 perspectives	 of	 various	 contributors	 to	 the	 book.	 There	 is	 no	

specific	mention	of	composition	for	guitar	in	New	Zealand	other	than	the	inclusion	of	brief	

biographies	of	a	seemingly	random	selection	of	New	Zealand	composers:	Douglas	Lilburn,	

David	Farquhar,	Edwin	Carr8,	Anthony	Ritchie,	Gillian	Whitehead,	Kenneth	Young,	Maria	

Grenfell	and	David	Hamilton.	Oddly	it	omits	other	composers	who	have	made	a	significant	

contribution	 to	 New	 Zealand	 guitar	 repertoire.	 Included	 in	 the	 book	 is	 the	 chapter	

Perspectives	in	New	Zealand	written	by	Wellington-based	guitarist	Owen	Moriarty	where	

an	attempt	 is	made	 to	outline	 a	 chronology	of	 various	events	 and	activities	 as	well	 as	

discussing	key	performers	in	New	Zealand.	However,	the	chapter	suffers	from	numerous	

errors	 of	 fact,	 inaccurate	 dates	 and	 unverified	 claims	 from	 anecdotal	 sources.	

Interestingly,	 and	 perhaps	 alluding	 to	 the	 possible	 inaccuracy	 of	 the	 information,	 the	

copyright	 page	 of	 the	 book	 contains	 the	 disclaimer	 “While	 the	 Editor	 has	made	 every	

effort	 to	provide	accurate	 information	and	 to	verify	 sources,	 the	Publisher	 specifically	

	
8	According	 to	databases	and	 lists	of	archives	of	 compositions,	Edwin	Carr	did	not	write	any	music	 for	
guitar,	 so	 his	 inclusion	 in	 this	 volume	 is	 somewhat	 tenuous,	 save	 for	 a	 single	work	 he	wrote	 for	 four	
mandolins	(Four	Elements	(1989)).	
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disclaims	that	the	material	represents	research	from	first	sources	in	every	case”	(Payne,	

2012).	As	a	result,	content	from	this	chapter	has	proven	too	unreliable	to	include	in	this	

study	 other	 than	 to	 provide	 a	 catalyst	 for	 further	 investigation	 to	 verify	 sources	 and	

correct	 inaccuracies.	 It	 thus	 brings	 into	 question	 the	 reliability	 of	 the	 content	 of	 the	

remainder	 of	 the	 book.	 Similarly,	 Moriarty’s	 2003	 Master’s	 exegesis	 A	 History	 of	 the	

Wellington	Classical	Guitar	Society	Inc.	(1969-1990)	also	contains	too	many	factual	errors,	

unverified	claims	and	other	inaccuracies	that	it	is	rendered	an	unreliable	source	for	the	

purpose	of	this	study.	

	

A	number	of	concert	reviews	published	in	newspapers	and	magazines	give	accounts	of	

several	premiere	performances	of	New	Zealand	guitar	music.	These	have	proven	helpful	

in	 determining	 an	 accurate	 chronology	 of	 events	 and	 for	 providing	 additional	

commentary	and	opinion	on	specific	New	Zealand	guitar	works.	For	example:	

	

• Jensen,	O.	(1979,	1	February).	Omega	verve	with	guitars.	Evening	Post.	

This	review	of	a	concert	by	the	Omega	Guitar	Quartet	from	England	given	in	Wellington	

on	31	January	1979	featured	discussion	of	 the	premiere	performance	of	Exchanges	 for	

four	guitars	by	David	Farquhar.	The	review	was	very	positive	and	described	Farquhar’s	

work	as	“.	.	.	evocative	and	eloquent.”	

	

• Barker,	 J.	 (1993).	 The	 Dunedin	 Sinfonia	 conducted	 by	 William	 Southgate	 with	

Matthew	Marshall	(guitar).	Music	in	New	Zealand.	Spring,	1993,	p.	95.		

This	 article	 reviews	 the	 concert	 that	 featured	 the	 premiere	 performance	 of	 William	

Southgate’s	Hamlet	Suite	for	guitar	and	orchestra	in	Dunedin	on	2	May	1993.	This	was	a	

very	positive	review	and	goes	into	much	detail	about	the	work	and	how	it	was	conceived.	
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• Donaldson,	T.	(1993).	The	Wellington	Regional	Orchestra,	conducted	by	Andrew	

Sewell,	with	Matthew	Marshall	(guitar).	Music	in	New	Zealand.	Spring	1993,	92-93.		

This	 article	 reviews	 the	 concert	 that	 featured	 the	 premiere	 performance	 of	 David	

Farquhar’s	Guitar	Concerto	in	Wellington	on	5	June	1993.	An	excerpt	of	Farquhar’s	hand-

written	 score	 is	 also	 included.	 The	 review	 is	 positive	 and	 offers	 a	 brief	 analysis	 and	

description	of	Farquhar’s	composition.	

	

• Taylor,	 L.	 (1993,	 7	 June).	 Farquhar	 concerto	 full	 of	 ingenuity	 and	 imagination.	

Evening	Post.		

This	is	another	review	of	the	premiere	performance	of	Farquhar’s	Guitar	Concerto.	The	

review	is	very	positive	and	perhaps	provides	greater	insight	into	the	shape	and	form	of	

the	work	than	the	Donaldson	review.	

	

• Ayala,	Y.	(1995,	12	March).	Concierto	de	virtuosos.	La	Voz,	Morelia,	México.	

This	 article	 reviews	 the	 concert	 which	 featured	 the	 premiere	 performance	 of	 John	

Ritchie’s	 Two’s	 Company	 for	 two	 guitars,	 harp	 and	 strings,	 performed	 by	 Matthew	

Marshall	 and	 Tony	 Donaldson	 with	 the	 Orquesta	 Sinfónica	 de	 Michoacán,	 México	

conducted	by	Alfredo	Ibarra	on	10	March	1995.	The	review	is	significant	in	that	it	is	of	the	

first	international	performance	of	a	New	Zealand	work	for	guitar(s)	and	orchestra.	

	

• Lees,	 H.	 (1998,	 16	 June).	 Outgunned	 guitarist	 picks	 his	moments.	New	 Zealand	

Herald.	

This	article	gives	a	useful	overview	of	the	guitar	concerto	as	a	form	and	outlines	some	of	

the	inherent	challenges	involved	in	pitting	a	guitar	against	a	full	orchestra.	The	article	was	
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written	 as	 a	 pre-concert	 story	 published	 the	 day	 before	 the	 premiere	 performance	 of	

Anthony	Ritchie’s	Guitar	Concerto	Op.79.	

	

• Werner,	T.	(1998,	18	June).	Auckland	Philharmonia.	New	Zealand	Herald.	

This	 is	 a	 review	 of	 the	 concert	 that	 featured	 the	 premiere	 performance	 of	 Anthony	

Ritchie’s	 Guitar	 Concerto	 with	 the	 Auckland	 Philharmonia	 Orchestra	 conducted	 by	

Edvard	Tchivzhel.	The	reviewer	did	not	appear	to	be	convinced	by	the	effectiveness	of	

the	work	or	the	performance.	

	

• Clement,	R.	(1998).	Auckland	Philharmonia,	conducted	by	Edvard	Tchivzhel,	with	

Matthew	Marshall	(guitar).	Music	in	New	Zealand.	Spring	1998,	53-54.		

This	 review	 of	 the	 concert	 featuring	 the	 premiere	 performance	 of	 Anthony	 Ritchie’s	

Guitar	Concerto	is	much	more	positive,	insightful	and	comprehensive	than	Werner’s	and	

provides	 significant	discussion	about	 the	work	and	 the	performance	 itself,	with	 some	

three-quarters	of	the	review	dedicated	to	the	concerto.	

	

As	can	be	seen,	there	has	been	little	of	substance	written	specifically	about	composition	

for	classical	guitar	in	New	Zealand	and	particularly	its	evolution	and	development.	What	

information	there	is	comes	from	a	wide	range	of	sources,	is	somewhat	fragmented	and	

not	at	all	contiguous	or	coordinated,	and	in	some	cases,	inaccurate.	Nevertheless	there	is	

a	story	to	be	told	and	it	is	the	aim	of	this	study	to	bring	together	these	various	sources	

and	create	a	narrative	that	does	justice	to	the	subject	and	to	those	who	have	contributed	

to	it.	
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1.4	Methodology	

The	methodology	for	this	DMA	as	a	whole	involves	a	mixture	of	approaches,	 including	

archival/historical	 research,	 ethnography	 (interviews	with	 guitarists	 and	 composers)	

and	performance	as	research	(reflecting	on	my	role	as	performer	and	commissioner	of	

new	music).	These	approaches	are	outlined	in	detail	below.	

	

1.4.1	Ethnography	

As	evidenced	in	the	literature	review	and	bibliography,	there	is	a	dearth	of	material	on	

the	specific	topic	of	composition	for	classical	guitar	in	New	Zealand,	and	virtually	nothing	

from	a	historical	perspective.	Therefore,	much	of	the	research	in	the	early	stages	of	this	

study	was	primary	 in	nature	and	conducted	 through	extensive	 face-to-face	 interviews	

with	key	people	who	were	 involved	 in	 the	classical	guitar	scene	 in	New	Zealand	 from	

1960	onwards.	The	reasons	for	this	were	to	obtain	multiple	viewpoints	and	opinions	on	

the	topic,	to	provide	clarity	and	confirmation	(or	otherwise)	of	a	lot	of	anecdotal	evidence,	

and	as	the	author	has	played	a	role	in	the	evolution	of	the	classical	guitar	composition	in	

New	Zealand,	a	more	balanced	and	objective	perspective.	

	

Participants	 were	 chosen	 from	 a	 wide	 range	 of	 professional	 guitar	 performers,	

composers	and	administrators,	as	well	as	amateur	guitarists,	current	and	former	classical	

guitar	society	officers	and	members,	teachers	and	other	notable	personalities	involved	

with	 or	 connected	 to	 the	 classical	 guitar	 in	 New	 Zealand.	 An	 original	 longlist	 of	

approximately	thirty	potential	candidates	was	identified	and	this	was	narrowed	to	a	final	

selection	of	twelve	individuals.	The	final	list	was	selected	based	on	the	scale,	scope	and	

timeframe	of	the	study	and	the	perceived	relevance	of	each	participant	in	contributing	to	

the	aims	and	objectives	of	the	project.	



	 26	

	

The	 twelve	 individuals	 were	 interviewed	 formally	 face-to-face	 with	 four	 of	 them	

contacted	 subsequently	 by	 phone	 or	 in	 person	 for	 follow-up	 questions	 and/or	

clarifications.	While	each	interview	was	allowed	to	evolve	in	different	ways	depending	

on	 the	 individual	 and	 their	 preferences	 and	 interests,	 a	 selection	 of	 fundamental	 and	

consistent	 questions	 was	 asked	 of	 each	 participant	 with	 a	 view	 to	 obtaining	 their	

recollections	and	understanding	of	composition	for	the	guitar	in	New	Zealand.	Eleven	of	

the	twelve	interviews	took	place	in	the	homes	of	the	participants	and	one	took	place	in	a	

hotel	 in	 Sydney,	 Australia.	 Depending	 on	 the	 depth	 of	 information	 available	 and	

willingness	of	the	individuals	each	interview	lasted	on	average	three	hours;	the	shortest	

being	90	minutes	 (Miles	 Jackson),	and	 the	 longest	approximately	seven	hours	 (Milton	

Parker).	All	interviews	were	audio	recorded	with	the	permission	of	the	participants	and	

relevant	content	transcribed	for	the	purpose	of	this	study.	The	results	of	the	interviews	

were	 edited	 for	 brevity	 and	 relevance	 and	 the	 content	 appears	 throughout	 the	

dissertation	to	illustrate	and	illuminate	the	evidence	and	arguments	made	in	the	study.	

In	 some	 places,	 the	 interviewees	 are	 quoted,	 in	 other	 places	 their	 contribution	 is	

paraphrased.	 A	 further	 twenty	 individuals	 were	 also	 consulted	 informally	 at	 various	

times	during	the	course	of	the	study	for	advice,	information	and	clarification	on	relevant	

material.	Statistics	and	interview	data	are	detailed	in	Appendix	A.	

	

1.4.2	Archival/historical	research	

Secondary	research	methods	were	undertaken	by	acquiring	information	from	archives,	

libraries,	 personal	 collections	 of	 material,	 ephemera	 and	 formal	 and	 informal	

correspondence	 with	 key	 personnel.	 A	 considerable	 amount	 of	 this	 archive	 material	

consisted	 of	 records	 from	 the	 New	 Zealand	 Federation	 of	 Classical	 Guitar	 Societies	
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(NZFCGS)	and	the	Wellington	Classical	Guitar	Society	dating	back	to	1969.9	Significant	

data	was	revealed	during	multiple	visits	to	the	Alexander	Turnbull	Library	particularly	

related	to	the	respective	collections	of	Douglas	Lilburn,	David	Farquhar	and	Ronald	Burt	

with	 data	 also	 from	 the	 collections	 of	 Leo	 Bensemann,	 Willow	 Macky	 and	 Dennis	

Huggard.	

	

1.4.3	Performances	

The	 four	 recital	 programmes	 that	 formed	 the	 substantive	 component	 of	 this	 study	

consisted	of	the	performance	of	fifteen	compositions	for	the	guitar	by	nine	New	Zealand	

composers	spanning	the	period	1954	to	2017,	plus	one	New	Zealand-inspired	work	by	

Russian	 composer	Nikita	 Koshkin	written	 in	 2017.	 The	 programmes	were	 devised	 to	

present	a	cross-section	of	New	Zealand	and	New	Zealand-inspired	guitar	repertoire	and	

included	six	solo	works,	seven	chamber	works,	one	work	for	guitar	and	electronics	and	

one	guitar	concerto.	The	programmes	included	seven	world	premiere	performances,	six	

of	which	were	 commissioned	 especially	 for	 the	 recitals.	 Three	other	works	were	 also	

given	 their	 New	 Zealand	 premiere	 performance.	 The	 programmes	 are	 detailed	 in	

Appendix	D	and	discussed	in	detail	in	Chapter	7.	

	

Research	and	preparation	for	the	recitals	was	carried	out	in	Australia,	New	Zealand	and	

USA	 through	 rehearsals	 with	 other	 chamber	 music	 performers	 and	 coaching	 from	

composers	 whose	 works	 were	 being	 performed.	 Due	 to	 the	 respective	 geographical	

locations	of	the	composers	and	the	author	(Australia	and	then	New	Zealand),	a	number	

of	 sessions	 with	 composers	 took	 place	 via	 Skype:	 Michael	 Calvert	 (New	 York),	

	
9	The	records	of	the	NZFCGS	were	usually	handed	from	one	President	or	Secretary	to	the	next	after	each	
Annual	General	Meeting	of	the	organisation.	The	author	was	the	last	elected	President	of	the	NZFCGS	before	
the	organisation	was	wound	up	in	1998	and	the	archive	has	remained	in	the	author’s	care	since	then.	
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Christopher	Marshall	(Orlando,	Florida),	John	Psathas	and	Dugal	McKinnon	(Wellington)	

and	 Philip	Norman	 (Christchurch).	 Some	 in-person	 coaching	 also	 took	 place	with	 the	

above	 composers	 when	 the	 author	 and	 the	 composers	 were	 in	 the	 same	 location	 at	

various	times,	usually	in	the	days	prior	to	each	of	the	performances.	

	

An	extended	in-person	lesson	with	Australian	guitarist	Associate	Professor	Timothy	Kain	

(Australian	National	University)	occurred	in	Canberra	in	September	2016	in	the	lead-up	

to	the	premiere	performance	of	Christopher	Marshall’s	guitar	concerto	Soul	Journeys	on	

2	October	with	the	Auckland	Chamber	Orchestra.	This	provided	an	opportunity	for	in-

depth	analysis	of	the	structure	of	the	work,	and	examination	of	the	relationship	of	the	

solo	 part	 with	 the	 orchestra	 and	 helped	 resolve	 a	 significant	 number	 of	 the	 work’s	

inherent	technical	challenges	in	advance	of	giving	the	premiere	performance.			

	

1.5	Outline	of	chapters	

The	body	of	this	exegesis	consists	of	six	chapters	(two	to	seven)	arranged	in	chronological	

order	that	trace	the	history	and	context	of	the	classical	guitar	through	to	an	examination	

of	my	own	contribution	to	the	establishment	of	a	significant	body	of	compositions	for	the	

instrument	in	New	Zealand.	

	

Chapter	2	provides	the	historical	context	that	influenced	the	development	of	the	classical	

guitar	 in	 New	 Zealand	 up	 to	 1950.	 It	 begins	 with	 an	 outline	 of	 the	 international	

environment	that	shaped	the	global	direction	of	composition	for	the	classical	guitar	and	

the	impact	it	had	on	the	early	development	of	the	guitar	in	New	Zealand.	It	examines	the	

role	 that	 significant	 performers,	 particularly	 Andrés	 Segovia	 (1893-1987)	 and	 Julian	

Bream	(1933-2020)	played	in	 influencing	and	supporting	contemporary	composers	to	
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establish	a	repertoire	of	music	suitable	for	concert	performance.	It	then	considers	some	

of	New	Zealand’s	earliest	exponents	of	the	guitar	and	the	roles	they	played	in	establishing	

the	environment	from	which	composition	for	the	instrument	emerged.	

	

Chapter	3	focuses	on	the	contributions	of	Douglas	Lilburn	and	David	Farquhar	between	

1951	and	1965	and	how	this	shaped	the	early	guitar	composition	scene	in	New	Zealand.	

The	research	also	reveals	 the	circumstances	surrounding	 the	composition	of	Lilburn’s	

first	 guitar	works,	 including	 the	 song	 cycle	Sings	Harry	 and	 it	 also	 considers	 the	 role	

guitarists	Antonio	Losada	and	Siegfried	Behrend	played	in	encouraging	Lilburn	to	write	

for	solo	guitar.		

	

The	emphasis	in	Chapter	4	is	on	the	influence	of	guitarist	Ronald	Burt	on	David	Farquhar	

and	Douglas	Lilburn	between	1965	and	1971.	It	considers	the	first	significant	works	by	

David	Farquhar	and	the	circumstances	surrounding	their	composition,	performance	and	

publishing.	Discussion	then	progresses	to	Lilburn’s	Seventeen	Pieces	and	the	interactions	

he	had	with	Ronald	Burt	and	Siegfried	Behrend	during	and	after	they	were	written.	The	

chapter	concludes	with	an	outline	of	the	possible	opportunities	that	may	have	been	lost	

to	Lilburn	and	Farquhar	to	have	had	their	music	distributed	on	a	more	global	scale	as	a	

result	of	decisions	they	and	others	made	at	the	time.	

	

Chapter	5	examines	the	period	1972	to	1989	which	saw	a	number	of	key	developments	

that	contributed	 to	a	significant	expansion	of	 repertoire	written	 for	 the	guitar	 in	New	

Zealand.	 This	 included	 the	 music	 of	 Farquhar	 reaching	 a	 wider	 audience	 due	 to	 his	

interactions	with	other	 international	 touring	 guitarists,	 a	 number	of	 other	 composers	

who	commenced	writing	for	the	guitar,	and	the	emergence	of	the	first	generation	of	New	
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Zealand-born	or	resident	guitarists	who	began	to	work	with	composers.	The	influence	of	

international	touring	artists	is	also	discussed	along	with	the	impact	they	had	on	guitar	

composition.	

	

Chapter	6	is	semi-autoethnographic	in	method	and	provides	a	link	between	the	historical	

aspects	of	guitar	composition	in	New	Zealand	and	my	own	contribution	to	the	field	from	

1989	 onwards.	 It	 details	 my	 own	 journey	 and	 the	 role	 I	 have	 played	 in	 building	 a	

significant	body	of	work	for	the	classical	guitar	by	New	Zealand	composers.	Key	events	

and	major	works,	particularly	those	for	guitar	and	orchestra,	are	discussed	along	with	an	

exploration	of	the	interactions	I	had	with	composers.	

	

Chapter	 7	 provides	 an	 analysis	 of	 the	 four	 DMA	 recitals	 that	 formed	 the	 significant	

component	 of	 this	 research.	 Each	 programme	 is	 examined	with	 consideration	 for	 the	

choice	of	repertoire	and	the	reasoning	behind	 it,	 the	structure	of	each	recital,	and	the	

connection	with	the	historical	context	and	their	innovative	components	which	informed	

my	interpretations	of	the	music.	

	

Chapter	8	concludes	the	exegesis	with	a	summary	of	the	research.	
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2.0 	Historical	context	

You	either	make	history	or	you	don’t	–	Juan	Carlos	Ozuna	Rosado		

	

This	study	is	focused	on	the	classical	guitar	and	the	evolution	of	composition	for	it	within	

the	context	of	the	western	art	music	tradition	in	New	Zealand.	However,	the	guitar	is	one	

of	 the	most	versatile	of	 instruments,	 able	 to	cross	multiple	musical	genre	boundaries.	

Because	of	this,	many	early	exponents	of	the	classical	guitar	in	New	Zealand,	were	both	

players	and	composers	and	worked	freely	across	a	range	of	styles	and	genres	depending	

on	their	 interests,	priorities	and	where	 they	could	get	work.	This	chapter	provides	an	

overview	of	the	classical	guitar	tradition	in	both	the	domestic	and	international	context	

leading	up	to	1950.	

	

2.1	Classical	guitar	composition:	a	tradition	created	

The	Spanish	classical	guitarist	Andrés	Segovia	(1893-1987)	recognised	early	on	 in	his	

career	that	for	the	classical	guitar	to	achieve	a	level	of	acceptance	in	concert	halls,	a	new	

repertoire	of	substance	had	to	be	written	for	it	by	contemporary	composers.	Up	to	the	

mid-1920s	 the	 available	 contemporary	 repertoire	 for	 guitar	 was	 written	mostly	 in	 a	

conservative	nineteenth	or	even	eighteenth-century	style	and	Segovia	realised	that	he	

had	barely	enough	material	for	two	recital	programmes	(Wade,	1980).	Of	the	state	of	the	

guitar	scene	in	Europe	in	the	mid	to	late	nineteenth	century	(which	had	been	in	decline	

from	the	1830s),	Segovia	asserted	"The	guitar	was	caught	in	a	kind	of	vicious	circle:	there	

were	few	guitarists	because	no	music	was	being	written	for	it,	and	no	music	was	being	

written	for	it	because	there	were	so	few	guitarists"	(Segovia,	1976).	
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It	is	generally	accepted	that	the	first	guitar	work	of	significance	written	in	the	twentieth	

century	by	a	non-guitarist	 composer	was	Manuel	de	Falla’s	Homenaje:	Pièce	de	guitar	

écrite	pour	 ‘Le	Tombeau	de	Claude	Debussy’	 in	1920	(Wade,	1980).	 	Falla	 (1876-1946)	

wrote	 his	 short	 work	 in	 memory	 of	 Claude	 Debussy	 (1862-1918)	 for	 the	 Catalan	

guitarist/composer	and	disciple	of	Francisco	Tarrega,	Miguel	Llobet	(1878-1938).	It	was	

published	 in	 a	 special	 edition	 of	 La	 Revue	Musicale	 in	 December	 1920	 and	 appeared	

alongside	other	works	dedicated	to	Debussy	by	Stravinsky,	Dukas,	Bartók,	Ravel,	Satie	

and	others	(Gardiner,	2006).	

	

Quoting	fragments	from	Soirée	dans	Grenade	by	Debussy,	Homenaje	became	“…one	of	the	

most	significant	twentieth	century	works	for	guitar”	(Wade	1980)	and	is	the	one	and	only	

work	that	Falla	wrote	for	guitar.	It	is	believed	that	he	wrote	the	work	after	Llobet	“…had	

repeatedly	asked	Falla	to	write	a	work	for	guitar,	and	Falla	had	agreed”	(ibid.).	

	

Segovia’s	meeting	with	the	Spanish	composer	Federico	Moreno	Torroba	(1891-1982)	in	

1920	marked	a	significant	moment	in	his	quest	to	elevate	the	guitar	to	becoming	a	serious	

recital	 instrument	 and	 thus	 “…establishing	 a	 repertoire,	 and	 passing	 on	 the	 flame	 of	

inspiration	to	the	great	guitarists	who	continued	his	example”	(ibid.).	Torroba,	was	the	

first	non-guitarist	composer	to	write	for	Segovia	when	he	produced	his	Danza	in	E	Major	

in	1921	(Manderville,	2006).	It	later	became	the	third	movement	of	his	Suite	Castellana	

of	1924.	

	

Between	 1921	 and	 1953,	 the	 Segovia/Torroba	 collaboration	 resulted	 in	 more	 than	

twenty	new	works	for	the	guitar	that	Segovia	performed	worldwide	to	critical	acclaim,	

and	which	set	the	example	for	others	to	follow.	Composers	such	as	Manuel	Ponce	(1882-
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1948)	 of	México,	Brazil’s	Heitor	Villa-Lobos	 (1887-1959),	Mario	Castelnuovo-Tedesco	

(1895-1968)	 from	 Italy/USA,	 Poland’s	 Alexander	 Tansman	 (1897-1986)	 and	 Joaquin	

Rodrigo	(1901-1999)	of	Spain	–	all	non-guitarists	–	worked	extensively	with	Segovia	in	

helping	 him	 establish	 and	 build	 a	 substantial	 body	 of	 work	 for	 the	 instrument.	 The	

composers’	 careers	were	 also	 enhanced	 through	 having	 Segovia	 perform	 their	music	

worldwide.		

	

While	Segovia	was	the	catalyst	for	a	new	direction	for	the	guitar,	his	musical	taste	was	

very	much	rooted	in	the	aesthetic	of	the	early	twentieth	century,	and	especially	 in	the	

Spanish	 romantic/nationalistic	 style.	He	 is	well	 known	 to	have	 shunned	 the	works	 of	

many	composers	 that	he	considered	 too	radical	 for	 the	 time,	even	 if	 they	had	written	

works	 specifically	 for	 him	 (Frank	 Martin’s	 Quatre	 pièces	 brèves	 (1933)	 and	 Darius	

Milhaud’s	Ségoviana	(1957)	being	particular	examples).10	It	was,	in	fact	Julian	Bream	who	

was	more	 the	 pioneer	 in	 terms	 of	 taking	 the	 guitar	 and	 its	 repertoire	 in	 a	 truly	 new	

direction	and	creating	the	model	emulated	by	later	generations	of	guitarists	worldwide	

(Button,	2006).	

	

Bream’s	father	Henry	had	a	particularly	strong	influence	on	his	son’s	early	career,	as	well	

as	the	development	of	the	classical	guitar	in	England	in	general.	He	was	well	aware	that	

Segovia	had,	by	the	mid	1940s	established	a	formidable	reputation	in	Europe	playing	new	

music	 by	 Spanish	 and	 Latin	American	 composers,	which	 firmly	 enhanced	 the	 guitar’s	

reputation	and	the	popularity	of	music	from	those	regions.		

	

	
10	 Due	 to	 Segovia’s	 conservatism,	 the	 guitar	missed	 out	 on	 having	music	written	 for	 it	 by	 some	of	 the	
twentieth	 century’s	 major	 composers,	 such	 as	 Stravinsky,	 Shostakovich	 and	 Schoenberg	 apparently	
because	their	style	did	not	suit	Segovia	(Wade,	1980).	
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On	the	basis	of	this,	Henry	Bream	became	“…obsessed	with	the	idea	that	England	should	

have	a	world-class	virtuoso	guitarist,	and	specifically	an	English	school	of	composition	

for	the	instrument”	(Button,	2006).	

	
I	think	we	need	a	group	of	new	composers	writing	mostly	in	the	modern	idiom.	

At	least	we	in	Britain	should	try	to	produce	our	own	guitar	music	and	even	if	

we	have	to	work	with	slightly	less	famous	composers	for	a	while,	 it	may	be	

possible	to	attract	the	notice	of	men	like	Vaughan	Williams	if	they	see	a	more	

national	approach	to	the	guitar	and	the	music	we	play	on	it.	That	has	been	the	

Spanish	approach	and	it	has	been	successful	(Henry	Bream,	in	Button,	2006).	

	
This	realisation	occurred	in	1946,	the	same	year	Douglas	Lilburn	(who	had	studied	with	

Ralph	Vaughan	Williams	between	1937-1939)	delivered	his	seminal	lecture	A	Search	for	

Tradition	 at	 the	Cambridge	Summer	Music	School	 in	New	Zealand.	 	Henry	Bream	was	

attempting	to	realise	a	vision	for	a	unique	“British	school	of	guitar	music”	(Button,	2006)	

that	 was	 distinctive	 and	 separate	 from	 a	 nineteenth	 century	 aesthetic	 and	 Spanish	

tradition,	at	the	same	time	Lilburn	was	attempting	to	realise	a	vision	for	New	Zealand	

music	that	was	distinctive	and	separate	from	a	nineteenth	century	aesthetic	and	English	

tradition	(Norman,	2006).	
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2.2	A	brief	look	back:	the	guitar	in	New	Zealand	1830-1950	

To	 understand	 the	 significance	 of	 the	 work	 of	 pioneering	 classical	 guitarists	 and	

composers	in	New	Zealand	in	the	1950s	and	1960s,	it	is	useful	to	outline	the	context	prior	

to	this	time.		

	

According	 to	 John	 Thomson	 (1991),	 “The	 first	 European	 music	 to	 be	 heard	 in	 New	

Zealand	was	that	of	the	baroque	trumpet”,	brought	to	the	country	and	played	from	aboard	

ship	on	Abel	Tasman’s	expedition	in	December	1642,	in	response	to	the	Māori	playing	

their	pūtātara11.	Thomson	also	relates	how	Captain	James	Cook’s	three	voyages	in	1769,	

1773	and	1777	provided	many	opportunities	for	Māori	music	to	be	studied,	and	while	he	

does	 not	 mention	 it	 explicitly,	 there	 would	 likely	 have	 been	 the	 opportunity	 for	 the	

European	explorers	to	have	brought	their	own	music	and	instruments.	“As	the	eighteenth	

century	drew	on,	more	European	musical	instruments	began	to	be	heard.”	Furthermore,	

“Barrel	organs,	musical	boxes	and	Jew’s	harps…	were	later	followed	by	violins,	flutes	and	

pianos”	(ibid.).		

	

Whalers	and	sealers	as	well	as	missionaries	and	other	early	settlers	also	brought	their	

music	with	them	in	the	form	of	shanties,	folksongs,	hymn	tunes	and	psalms	along	with	

assorted	brass	instruments,	concertinas,	fiddles,	bagpipes	and	flageolets.		

	

Due	to	its	natural	portability	and	functional	usefulness	in	various	musical	scenarios	and	

importantly,	being	 ingrained	within	Iberian	culture,	 the	guitar	and	its	predecessor	the	

vihuela,	had	arrived	in	Latin	America	with	the	Spanish	and	Portuguese	by	1600.	By	the	

	
11	A	pūtātara	is	a	trumpet-type	instrument	made	from	a	native	conch	or	triton	shell	with	a	carved	wooden	
mouthpiece	attached.	It	was	customarily	used	to	communicate	over	distances	and	prized	as	heirlooms	by	
Māori.	
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time	New	Zealand	had	begun	to	be	settled	by	Europeans	some	200	years	later,	the	guitar	

had	already	spread	throughout	Central	and	South	America	and	had	been	adopted	–	and	

adapted	–	by	the	indigenous	people	there,	along	with	the	colonists.	

	

While	there	is	no	specific	indication	as	to	when	guitars	first	appeared	in	New	Zealand,	

unlike	 Latin	 America,	 most	 early	 settlers	 were	 of	 British,	 Welsh,	 Scottish	 or	 Irish	

background	where	the	guitar	was	not	necessarily	part	of	their	cultures.	At	the	time	they	

were	 arriving	 in	 New	 Zealand	 (c.1820	 onwards),	 the	 classical	 guitar	 in	 Europe	 and	

particularly	Britain,	was	already	beginning	to	fall	out	of	favour	due	in	part	to	the	rise	in	

popularity	of	the	piano	and	other	changing	musical	fashions	(Wade,	1980).	In	addition,	

guitar	construction	in	Britain	by	1850	was	not	evolving	in	the	same	direction	that	Spanish	

luthiers	 were	 taking	 it	 and	 crucial	 innovations	 were	 disregarded	 by	 British	 luthiers,	

perhaps	contributing	to	a	steeper	overall	decline	in	the	popularity	of	the	instrument	there	

(Button,	2006).	

	

Elizabeth	Nicol	(2017)	states	that	the	first	known	compositions	written	in	New	Zealand	

were	connected	with	the	military	bands	who	accompanied	the	British	Army	regiments	

between	1850-1870,	which	the	guitar	was	naturally	not	a	part	of.	Moreover,	the	strong	

connection	with	 the	British	musical	 traditions	 that	 followed	adds	 to	 the	notion	of	 the	

guitar	 being	 a	 neglected	 instrument.	 Most	 music	 teachers	 in	 mid	 to	 late	 nineteenth	

century	New	Zealand	were	British	and	mainly	teaching	instruments	such	as	the	piano,	

violin	or	voice	(ibid.).	

	

The	 first	mention	of	 the	guitar	 in	Australia	dates	 from	1835,	and	 like	New	Zealand,	 it	

made	its	way	there	via	British	settlers	(as	opposed	to,	perhaps	surprisingly,	coming	from	
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Portuguese	 Indonesia	 immediately	 to	 the	north).	However,	between	1850-1890,	 there	

are	very	few	references	to	the	guitar,	suggesting	“…its	use	amongst	the	middle	class	in	

Australia	probably	decreased	during	this	period”	(Ellis,	2000),	and	“…worldwide	these	

were	lean	years	for	the	instrument	for	it	had	lost	much	ground	to	the	piano”	(Grunfeld,	

1969).	The	piano	was	certainly	the	preferred	instrument	and	seen	as	a	more	important	

symbol	 “…of	 bourgeoisie	 life,	 and	 thus	 sought	 after	 by	many	middle-class	 Australian	

colonists”	(Ellis,	2000).		

	

The	 similar	 lack	 of	 mention	 of	 the	 guitar	 in	 key	 New	 Zealand	 historical	 texts	 and	

literature12,	along	with	frequent	references	to	the	piano	could	imply	that	the	evolution	of	

the	 guitar	 in	 colonial	 New	 Zealand	was	 similar	 to	 that	 in	 Australia.	 Immigrants	were	

establishing	new	 lives	 in	New	Zealand	 in	a	bid	 to	escape	 the	poverty,	overpopulation,	

persecution	and	other	social	ills	of	Britain	and	Europe	and	they	brought	with	them	and	

surrounded	themselves	with	the	accoutrements	of	the	lives	they	wanted	to	lead	in	New	

Zealand	rather	than	the	lives	they	had	(King,	2003).	The	guitar	was	seen	as	an	instrument	

associated	with	the	lower	classes	and	therefore	excluded	from	the	new	utopia.	

	

Philip	Norman	(1983)	relates	the	following	in	regard	to	the	way	music	was	considered	in	

colonial	New	Zealand:	

	
Music,	 in	 the	main,	was	equated	with	entertainment.	The	concept	of	 concert	

music	 for	 art’s	 sake	 had	 yet	 to	 find	 full	 acceptance	 in	 a	 community	 that	

historically	had	looked	to	music	to	provide	relaxation,	rather	than	enrichment,	

after	 a	 day’s	 hard	 manual	 labour.	 The	 pioneer	 had	 wanted	 sensual,	 not	

intellectual	recreation.	

	
12	Despite	containing	significant	sections	on	music	in	colonial	New	Zealand,	Thomson	(1980,	1991),	King	
(2003),	Bourke	(2010),	Brown	&	Owens	(2017)	for	example,	contain	no	references	to	the	guitar	prior	to	
the	turn	of	the	twentieth	century,	but	frequent	mention	of	the	piano	and	other	instruments.			
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2.3	The	classical	guitar	in	New	Zealand:	an	early	encounter		

Colonial	New	Zealand	did	however,	have	an	unusual	and	unlikely	connection	with	the	

esteemed	European	classical	guitar	tradition	of	the	late	eighteenth	and	early	nineteenth	

centuries	when	 the	highly	respected	French-born	 luthier	Louis	Panormo	(1784-1862)	

emigrated	to	New	Zealand.	The	Panormo	family	was	of	Sicilian	origin	but	had	 lived	 in	

London	where	three	generations	of	the	family	had	established	and	built	a	distinguished	

reputation	 as	 the	 finest	 guitar	 and	 violin	makers	 in	 England	 and	 the	 only	makers	 of	

Spanish-style	guitars	in	London	(Westbrook,	2013).		

	

Panormo’s	father	Vincenzo	brought	the	family	to	London	from	Paris	in	1789,	possibly	to	

escape	 unrest	 relating	 to	 the	 French	 revolution.	 He	 had	 previously	 established	

connections	in	the	city	some	thirteen	years	earlier,	“…selling	music	from	his	shop	in	Little	

Newport	Street”	(ibid.).	

	

Vincenzo’s	four	sons,	Francis,	Joseph,	George	and	Louis	all	worked	in	the	music	business	

and	 many	 of	 their	 children	 also	 took	 up	 instrument	 making	 or	 were	 performers	 or	

composers.	 Panormo	 instruments	 were	 played	 throughout	 Europe	 and	 beyond	 and	

Louis’s	older	brother,	Joseph,	was	one	of	Fernando	Sor’s	favourite	luthiers,	such	was	the	

quality	and	reputation	of	his	work	(Button,	2006).	

	

Louis	had	opened	his	 first	 instrument	making	business	 in	High	Street,	Bloomsbury	by	

1816,	probably	the	same	year	in	which	he	produced	his	first	known,	and	currently	extant	

guitar.	His	business	grew	significantly	such	that	he	was	employing	many	craftsmen	to	

construct	instruments	that	bore	his	name.	Louis	enjoyed	a	successful	career	as	a	luthier	

in	London	at	a	time	where	guitars	in	the	Spanish	style	were	seen	as	a	new	and	innovative	
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development	 that	 usurped	 the	 popularity	 of	 the	 previously	 popular	 French-style	

instruments.		

	

The	last	known	guitar	made	by	Louis	Panormo	is	dated	1854,	the	same	year	he	closed	his	

business.	His	sons	were	not	interested	in	continuing	the	business,	and	only	his	nephew	

George	Lewis	continued	the	guitar-making	tradition.	George	Lewis’s	death	in	1877	thus	

marked	the	end	of	the	Panormo	name	in	the	production	of	musical	instruments	in	London	

(Westbrook,	2013).	

	

After	 retiring	 and	 closing	 the	 business	 in	 London,	 Panormo,	 at	 the	 age	 of	 75	 was	

persuaded	 by	 his	 sons	 Louis,	 Vincent	 and	 Charles	 (who	 were	 by	 this	 time	 living	 in	

Australia,	working	 in	 the	Victorian	goldfields)	 to	emigrate	 to	New	Zealand	with	other	

members	of	the	family	(Coulthard,	1963).	Under	the	Free	and	Assisted	Passages	scheme	

operated	by	the	New	Zealand	Government,	Panormo,	his	second	wife	Sarah,	daughters	

Matilda	and	Eliza	and	son	Theophilus	departed	London	on	8	May	1859	aboard	the	ship	

Joseph	Fletcher	and	arrived	in	Auckland	on	18	August	1859.13	

	

	The	family	immediately	moved	to	the	Awhitu	area	on	the	Manukau	Heads	where	they	

purchased	three	sections	of	land	adjoining	the	beach	at	Orua	Bay	(Figure	1),	totalling	120	

acres	of	mostly	kauri	forest	which	they	hoped	to	turn	into	a	farm.	Sons	Louis	and	Charles	

then	 joined	 the	 family	 from	Australia	 in	 1860	 and	 helped	 establish	 a	 sawmill	 on	 the	

property	to	supply	timber	to	the	burgeoning	market	in	Auckland.	Panormo	also	helped	

	
13	New	Zealand	Yesteryears:	Passenger	Shipping	to	New	Zealand	1800	to	1900.	
http://www.yesteryears.co.nz/shipping/passlists/josephfletcher.html.	Accessed	6	February	2019.	
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the	family	build	their	house	in	Orua	Bay	which	later	became	known	as	Aunt	Mattie’s	Old	

House,	named	after	Panormo’s	daughter	Matilda	(Figure	2)	(Button,	2006).	

	
Figure	1.	Map	of	the	Auckland	region	showing	the	location	of	Orua	Bay	(red	marker)	
where	the	Panormo	family	lived.14	
	
	
	

	
Figure	2.	Aunt	Mattie’s	Old	House,	Orua	Bay,	New	Zealand.	 Louis	Panormo	helped	
build	the	house	in	1860	and	is	where	the	family	lived	(Coulthard,	1963).	The	house	
was	destroyed	in	a	storm	in	the	1920s	(Button,	1989).	
	

	
14	Google	maps:	https://www.google.com/maps/place/Orua+Bay/@-
37.0457114,174.6686881,11.25z/data=!4m5!3m4!1s0x6d0d5d7bb9130e01:0x2a00ef61665996c0!8m2!3d-
37.0387195!4d174.6138973	
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Panormo	however	was	unwell,	possibly	suffering	from	Huntington’s	disease	(which	also	

affected	other	members	of	his	extended	family),	and	he	died	on	11	August	1862	at	Orua	

Bay,	just	three	years	after	his	arrival,	and	was	buried	“…in	an	unmarked	grave,	near	Orua	

Bay	School,	but	all	trace	of	the	site	has	subsequently	disappeared”	(Button,	2006).	

	

A	description	of	Louis	Panormo	by	a	fellow	passenger	while	on	their	voyage	from	England	

describes	him	thus,	with	his	behaviour	perhaps	alluding	to	his	ill-health:	

	

First	on	our	 left	hand	 is	 a	 family	of	 the	name	of	Panormo,	 consisting	of	 an	

imbecile	superanuated	[sic]	old	man,	upwards	of	seventy	who	wanders	up	and	

down	looking,	now,	at	his	hands,	then	at	his	feet,	muttering	to	himself,	looking	

anxious	and	seldom	speaking	to	anyone,	yet	liking	to	be	noticed,	the	very	type	

of	the	wearisomeness	of	old	age	(Coulthard,	1963).	

	

Given	Panormo’s	advanced	age	and	probable	health	issues	at	the	time	he	arrived	in	New	

Zealand,	 and	 despite	 his	 profession	 on	 his	 death	 certificate	 being	 given	 as	 musical	

instrument	maker	(NZDIA,	2015),	he	did	not	undertake	any	guitar-making	activities	in	

New	Zealand.	His	sons,	although	active	in	the	timber	industry,	were	not	luthiers	and	did	

not	continue	the	family’s	instrument-making	tradition	in	New	Zealand.	Panormo’s	death	

certificate	is	shown	in	Figure	4,	below.	

	

In	the	ensuing	years	and	even	up	until	the	mid-1990s,	a	number	of	Panormo	guitars	have	

surfaced	in	New	Zealand	–	in	second-hand	shops,	in	personal	collections	or	in	deceased	

estate	–	although	all	were	instruments	built	in	London	and	imported	into	New	Zealand	

by	others	at	various	times.	Such	was	the	reputation	of	the	Panormo	name	and	the	quality	
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of	his	work,	his	instruments	found	their	way	to	many	parts	of	the	world,	New	Zealand	

being	one	amongst	many	destinations.	

	

The	death	of	Louis	Panormo	in	1862	thus	closed	a	chapter	on	New	Zealand’s	relationship	

with	the	early	international	classical	guitar	world	(the	link	was	tenuous	in	any	case)	and	

it	was	not	until	the	1950s	that	the	instrument	began	to	emerge	in	a	more	structured	way,	

encouraged	 by	 the	 activity	 of	 a	 few	 immigrants,	 some	 professional	 performers	 who	

visited,	and	the	arrival	of	the	recordings	of	Andrés	Segovia	all	of	which	began	to	kindle	

interest	in	the	guitar	in	New	Zealand.	

	

	
Figure	3.	Louis	Panormo	at	the	age	of	70	in	London,	1854.	This	was	
at	the	time	he	closed	his	guitar-making	business	in	London	and	five	
years	before	he	arrived	in	New	Zealand	(Westbrook,	2013).	
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	 	 	 1862.	 	 	 						Deaths	in	the	District	of	Auckland.	 	 	 		New	Zealand.	
	

	
No.	

	
When	Died	
And	Where	

	

	
Name	and	Surname	

	
Sex	

	
Age	

	
Rank	or	Profession	

	
Cause	of	
Death	

	
Signature,	Description	
and	Residence	of	

Informant	
	

	
When	

Registered	

	
Signature	of	

Deputy	Registrar	

	
2624	

	
11th		

August	
1862	

Awitu	Block	
	

	
Louis	Panormo	

	
Male	

	
78		
years	

	
Musical	Instrument	

Maker	

	
Old	Age	

	
Louis	Panormo	

Son	
Proprietor	of	a	Saw		

Mill	
Awitu	Block	

	

	
19th		

August	
1862	

	
John	M.	Mayland	

Registrar	

	
	
Figure	4.	Certificate	of	Entry	of	Death	of	Louis	Panormo	(New	Zealand	Department	of	Internal	Affairs).		Transcription	by	the	author.
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2.4	Did	New	Zealand’s	first	classical	guitarist	start	playing	before	Segovia?	

Between	 1900-1950	 the	 guitar	 along	 with	mandolin,	 ukulele	 and	 banjo	 became	well	

established	 in	New	Zealand’s	dance,	 jazz,	 show	and	 radio	bands	with	musicians	often	

playing	multiple	 instruments	and	out	of	necessity,	having	 to	be	extremely	versatile	 in	

terms	of	the	styles	of	music	they	played.	The	guitar	was	also	quickly	adopted	by	Māori	as	

a	 convenient	 and	 effective	 means	 of	 accompanying	 waiata	 as	 well	 as	 other	 musical	

combinations	and	was	fully	embraced	as	part	of	the	culture.15	

	

A	significant	exponent	of	the	guitar	was	Walter	Smith	(1883-1960)	who	was	a	pioneer	of	

jazz	in	the	Auckland	music	scene	during	the	1920s	and	1930s.	Smith	(Ngāti	Kahungunu)	

was	born	in	the	northern	Hawke’s	Bay	village	of	Nūhaka	and	at	the	age	of	ten	in	1893	(the	

year	of	Segovia’s	birth),	travelled	to	Salt	Lake	City,	Utah	as	a	member	of	a	party	of	Māori	

Mormon	missionaries.	He	attended	school	in	Salt	Lake	City	and	took	lessons	in	classical	

guitar,	mandolin	and	banjo	from	Cornelius	Schettler	(1874-1931),	a	very	highly	regarded	

classical	guitarist	from	Utah16.	Smith	later	went	on	to	Brigham	Young	University	in	Provo,	

Utah	where	he	continued	to	study	music,	becoming	“…proficient	at	the	Spanish	and	steel	

guitar,	ukulele,	cello-banjo	and	bass”	(Bourke,	2010).	

	

	
15	The	Fisk	Jubilee	Singers,	a	troupe	of	African-American	gospel	and	spiritual	singers	from	Fisk	University	
toured	New	Zealand	on	multiple	occasions	from	the	late	nineteenth	century	onwards.	Although	primarily	
an	 a	 capella	 group,	 they	 sometimes	 included	 guitar	 and	 banjo	 in	 their	 accompaniments	 and	 were	
particularly	popular	amongst	Māori	(Thomson,	1991).	
16	Cornelius	Daniel	Schettler	(known	professionally	as	C.D.	Schettler)	studied	in	Munich,	Berlin	and	Vienna	
and	holds	the	honour	of	being	the	first	classical	guitarist	to	perform	at	New	York’s	Carnegie	Hall,	on	29	
January	1904.	He	performed	two	works	in	a	concert	there	as	part	of	the	New	York	Festival	of	Mandolin,	
Guitar	and	Banjo.	His	contribution	consisted	of	Aria	from	Ernani	by	Giuseppe	Verdi	(arranged	by	Johann	
Kaspar	Mertz),	and	Fantasia	on	a	Russian	Melody	Op.32	by	Pietro	Pettoletti.	
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Figure	5.	Walter	Smith	c.1915,	playing	a	C.F.	Martin	
Model	 5	 bowl-back	 mandolin.	 Image	 courtesy	
Frederick	Puriri.	
	

	

	
Figure	6.	C.D.	Schettler	c.1900,	holding	a	C.F.	Martin	
classical	 guitar.	 Image	 courtesy	 Lehigh	 University	
Library.
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After	twenty	years	in	Utah,	Smith	returned	to	New	Zealand	with	his	American	wife	Ida,	in	

1913.	He	took	up	a	mission	at	the	newly	opened	Māori	Agricultural	College,	a	Mormon	

institution	at	Bridge	Pā	near	Hastings,	Hawke’s	Bay	where	he	established	and	conducted	

a	string	orchestra,	choirs,	brass	bands	and	mixed	ensembles.17	After	teaching	there	for	

five	 years,	 Smith	 moved	 to	 Auckland	 to	 begin	 his	 career	 “…as	 the	 leading	 stringed-

instrument	 teacher	 in	 Auckland”	 (ibid.).	 He	 established	 and	 led	many	 jazz	 ensembles	

(Walter	Smith	Jazz	Band,	Aloha	Orchestra,	Nūhaka	Trio,	Smart	Set	Maori	Entertainers)	

performing	 at	 venues	 throughout	 the	 city	 and	 he	 composed	 numerous	 songs	 that	

achieved	significant	popularity18.			

	

	
Figure	7.	Māori	Agricultural	 College	Choir,	 1915-1916	 season.	Walter	 Smith	
and	his	wife	Ida	are	seated	front	row	centre.	Image	courtesy	Frederick	Puriri.	

	
17	The	Māori	Agricultural	College	(MAC)	opened	in	April	1913	and	was	the	first	Mormon	College	established	
outside	USA.	It	catered	for	up	to	70	boarders	(Māori	boys	only)	and	as	well	as	its	highly	regarded	music	
curriculum,	it	had	a	top	rugby	team	that	included	All	Black	legend	George	Nepia	(Walter	Smith’s	cousin).	
MAC	was	destroyed	in	the	1931	Hawke’s	Bay	earthquake	and	not	rebuilt.	The	organisation	operates	today	
as	the	MAC	Sports	Association.	https://www.sporty.co.nz/macrugby/History/.	Accessed	23	April	2019.	
18	Walter	Smith’s	best-known	song	is	Beneath	the	Maori	Moon.	“It	was	recorded	in	1936	by	George	Nepia	
for	Decca	in	England...”	(Bourke,	2010).	Other	songs	included	King	Tawhiao,	Dear	Old	Maoriland,	Maori	Eyes	
and	Let	There	Be	Light.	
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Figure	 8.	 A	 group	 from	 the	 Māori	 Agricultural	 College,	 c.1918.	 Walter	
Smith,	their	teacher,	is	seated	on	the	left	playing	guitar	lap-style	(Bourke,	
2010).	The	instrument	in	the	right	foreground	is	a	harp-guitar.	

	

Smith	 also	 established	 the	 Aloha	Music	 School	 in	 the	 Lewis	 Eady	 Building	 on	 Queen	

Street,	 Auckland.	 There	 he	 taught	 many	 students,	 notable	 among	 them	 was	 folk	

singer/guitarist	Willow	Macky,	 composer	of	 the	well-known	song	Te	Harinui	–	A	New	

Zealand	Carol.	

	

	
Figure	 9.	 Pages	 from	 Walter	 Smith’s	 tutorial	 book	 showing	 chord	 charts	 for	 guitar,	
mandolin	and	ukulele.	Willow	Macky	Collection,	Alexander	Turnbull	Library	fMS-Papers-
5775-10	
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As	he	approached	 the	end	of	his	 long	career	as	a	 jazz	musician	and	music	 teacher,	he	

returned	to	playing	the	classical	guitar:	

	

When	a	reporter	called	on	Smith	in	1952,	he	was	practising	arias	and	overtures	

on	his	favourite	instrument,	the	Spanish	guitar…	“I	sure	wish	I	could	find	a	pupil	

interested	 enough	 to	 tackle	 this	 work.	 But	 it’s	 cowboy	 and	 boogie	 today”	

(Bourke,	2010).	

	

	
Figure	10.	Ida	and	Walter	Smith	in	1947.	Image	courtesy	Frederick	Puriri.	

	
	

It	 is	not	known	if	Walter	Smith	composed	music	specifically	for	the	classical	guitar,	or	

whether	he	gave	any	public	performances	on	 it.	Given	his	 formal	 training	with	one	of	

America’s	respected	guitarists,	combined	with	his	abilities	as	a	songwriter,	and	that	the	

classical	guitar	was	one	of	his	favourite	instruments,	it	is	possible	he	may	have	written	

for	it,	but	in	any	case,	there	appears	to	be	sufficient	evidence	to	suggest	he	was	the	first	

New	 Zealand-born	 musician	 to	 have	 had	 formal	 training	 in	 classical	 guitar.	 Further	

investigation	is	warranted	into	Walter	Smith’s	experience	with	the	classical	guitar	and	

the	influence	he	had	on	the	genre	in	New	Zealand.	
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Other	jazz	and	popular	guitarists	who	took	an	interest	in	classical	guitar	music	during	the	

mid-twentieth	 century	 included	 Gerry	 Hall,	 Jim	 Carter	 and	 George	 Attridge	 in	 the	

Wellington	area.	While	none	of	them	performed	classical	guitar	professionally,	they	were	

associated	with	classical	musicians	at	the	time	and	later	attended	meetings/soirées	with	

other	 classical	 guitarists.	 The	 three	 of	 them	 came	 to	 fame	 when	 they	 backed	 Pixie	

Williams	in	her	1949	recording	of	Blue	Smoke	with	the	Ruru	Karaitiana	Quintette.19		

	

	
Figure	11.	The	Ruru	Karaitiana	Quintette	in	1949.	Left	to	right:	Jim	Carter	(lap-steel	guitar),	
Noel	 Robertson	 (bass),	 Gerry	 Hall	 (guitar),	 George	 Attridge	 (ukulele),	 Ruru	 Karaitiana	
(Bourke,	2010).	

	

Another	example	was	Oamaru-born	Lionel	Bent	(1902-1978).	An	electrical	engineer	by	

trade,	 but	 as	 a	 result	 of	 his	musical	 abilities	 he	was	 selected	 to	 perform	with	 the	 J.C.	

Williamson	Company	for	a	tour	of	Australia	and	New	Zealand.	Bent	was	a	close	friend	of	

both	 Hall	 and	 Attridge	 as	 well	 as	 with	 the	 composer/songwriter/reed	 player	 and	

	
19	Composed	by	Ruru	Karaitiana	in	1940,	Blue	Smoke	was	the	first	song	written	by	a	New	Zealander	to	be	
recorded	 and	manufactured	 in	 New	 Zealand	 –	 and	 released	 on	 the	 New	 Zealand	 record	 label	 TANZA.	
(Bourke,	2010)	
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erstwhile	 student	 of	 Douglas	 Lilburn,	 Ken	 Avery20.	 During	 the	 1920s	 and	 1930s	 he	

performed	classical	guitar	in	duo	with	steel	guitarist	Cyril	Berthold,	and	as	Berthold	and	

Bent,	they	toured	New	Zealand	on	multiple	occasions.	

	

In	addition	to	playing	guitar,	Bent	was	a	baritone	singer	and	according	to	his	son	Ashley,	

he	often	earned	extra	money	by	performing	songs	on	2ZB	radio	in	Wellington	during	the	

1930s	and	1940s,	occasionally	accompanying	himself	on	guitar	(earning	two	guineas	for	

each	performance).	Ashley	Bent	also	recalled	as	a	child	in	the	1940s,	his	father	playing	a	

number	of	well-known	–	and	quite	advanced	–	classical	guitar	works	such	as	Recuerdos	

de	la	Alhambra	by	Francisco	Tárrega	(1852-1909)	and	Variations	on	a	Theme	of	Mozart	

by	Fernando	Sor	 (1778-1839),	 suggesting	 that	Bent	had	a	particularly	well-developed	

guitar	 technique.21	 It	has	also	been	suggested	that	Lionel	Bent	performed	or	recorded	

guitar	 solos	 for	 radio	 in	 the	 late	1930s,	however	 evidence	 to	 verify	 this	has	not	been	

forthcoming.	

	

It	should	be	noted	that	the	guitar,	alongside	the	banjo	and	mandolin	featured	significantly	

in	the	folk	music	and	country	music	scenes	in	New	Zealand,	with	Willow	Macky	(1921-

2006)	 (a	 pupil	 of	 Walter	 Smith)	 and	 Tex	 Morton	 (1916-1983)	 being	 particularly	

influential	in	the	mid-twentieth	century,	along	with	Neil	Colquhoun	(1929-2014)	a	little	

later.	While	 not	 necessarily	 connected	 to	 the	 classical	music	 scene	 per	 se,	 the	 guitar	

occupied	a	more	fluid	position	than	other	traditional	classical	instruments	which	meant	

	
20	Ken	Avery	(1922-1983)	was	an	influential	bandleader,	recording	artist	and	songwriter	in	Wellington.	He	
learned	the	saxophone,	guitar	and	clarinet	and	also	worked	as	a	broadcaster.	It	is	his	songwriting	that	he	
is	best	known	for,	with	his	song	Paekakariki	being	his	biggest	hit.	He	recorded	it	in	1948	and	it	was	the	
second	album	released	by	the	New	Zealand	label	TANZA.	
21	Personal	correspondence,	Ashley	Bent	to	Phil	Read,	4	February	2017.	
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guitarists	were	able	to	explore	different	musical	genres	more	freely	–	and	very	often	they	

did	–	Walter	Smith	being	a	particular	exponent.	

		

2.5	Summary	

It	 could	 be	 suggested	 that	 the	 guitar	 in	 colonial	 New	 Zealand	 and	 up	 to	 1950	 was	

something	 of	 a	mixed	bag.	 It	was	 subject	 to	 the	 fashions	 and	 attitudes	 of	 Britain	 and	

Europe	in	the	mid	1800s,	and	evolved	in	a	way	that	was	paralleled	in	Australia,	but	with	

distinct	 differences	 in	 the	 shorter	 timelines,	 smaller	 population	 and	 nature	 of	 the	

demographic	 (Fairburn,	2008).	 	 For	multiple	 reasons,	during	nineteenth	 century	New	

Zealand,	the	guitar	did	not	appear	to	feature	strongly	in	the	daily	life	of	the	Europeans	

who	were	 perhaps	more	 focused	 on	 establishing	 a	 sustainable	 colony	 in	 inhospitable	

conditions.	 Combined	 with	 changing	 attitudes	 towards	 the	 guitar	 in	 Europe,	 the	

instrument’s	 decline	 in	 popularity	 there,	 and	 the	 rise	 of	 the	 piano	 contributed	 to	 the	

instrument’s	delayed	uptake	in	New	Zealand.	

	

It	could	be	concluded	then,	that	the	guitar	was	not	at	the	forefront	of	the	minds	of	New	

Zealand’s,	mostly	British,	early	settlers.	Those	that	were	musically	inclined	preferred	the	

piano	 or	 other	 instruments	 for	 entertainment	 purposes	 and	 the	 guitar’s	 arrival	 and	

uptake	may	not	have	occurred	until	significantly	later	when	immigrants	from	mainland	

Europe,	where	the	guitar	was	more	popular,	began	arriving	in	greater	numbers,	along	

with	touring	music	groups	from	Europe,	USA	and	Australia.		

	

The	guitar	did,	however,	begin	to	feature	strongly	in	Māori	music	and	the	rise	of	dance	

bands,	jazz	bands	and	radio	bands	in	the	early	twentieth	century	contributed	to	a	rise	in	

popularity	of	the	instrument.	A	number	of	players	were	exploring	classical	guitar	music	
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alongside	 the	 music	 they	 predominantly	 played.	 During	 the	 1920s	 and	 1930s	 Māori	

music	was	becoming	more	influenced	by	European	musical	trends	and	sometimes	these	

developments	were	not	always	approved	of:	

	

After	hearing	a	Rotorua	concert	party	in	1939,	Alfred	Hill	concluded	that	‘much	

of	what	was	precious	in	Maori	music	was	being	rapidly	lost’.	Later	that	year	he	

again	 lamented	 the	 neglect	 of	 Māori	 music:	 ‘They	 are	 becoming	 Hawaiian,	

complete	 with	 guitar,	 ukulele	 and	 Maori	 words	 set	 to	 a	 Hawaiian	 tune…’	

(Thomson,	1991).	

	

Given	the	handful	of	musicians	and	guitarists	who	were	connected	with	the	embryonic	

classical	 guitar	 scene	 in	 New	 Zealand	 in	 the	 first	 half	 of	 the	 twentieth	 century,	 it	 is	

possible	there	were	others	in	different	parts	of	the	country	who	also	took	an	interest.	To	

examine	 this	would	 require	greater	breadth	and	depth	of	 research	 that	 is	beyond	 the	

scope	of	this	study.	However,	it	highlights	the	fact	that	there	was	activity	in	various	parts	

of	 the	 country	 that	 eventually	 coalesced	 and	 became	more	 organised,	 leading	 to	 the	

formation	 of	 classical	 guitar	 societies,	 and	 eventually	 to	 an	 extensive	 collection	 of	

compositions,	 numerous	 guitar-related	 activities	 and	 the	 educational	 institutions	 in	

which	the	classical	guitar	is	now	accepted.		

	

These	activities	contributed	variously,	if	not	directly	to	the	emergence	of	classical	guitar	

composition	 in	 New	 Zealand.	 The	 influence	 of	 folk	 music	 involving	 the	 guitar	 and	 a	

representation	 of	 the	 vernacular	 in	music,	 poetry	 and	 other	 art	 forms	 in	 the	 early	 to	

middle	 of	 the	 twentieth	 century	 was	 reflection	 of	 attempts	 to	 establish	 a	 distinctive	

identity	is	reflected	in	the	emergence	of	Douglas	Lilburn’s	Sings	Harry	in	1953.		Art	music	

in	New	Zealand	had	very	little	in	the	way	of	guitar	music	created	prior	to	David	Farquhar	
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and	 Douglas	 Lilburn	 in	 the	 1950s	 and	 while	 this	 may	 be	 a	 late	 development	 when	

compared	 to	 instruments	 such	 as	 piano	 or	 violin,	 as	 will	 be	 discussed	 in	 Chapter	 3,	

Lilburn	and	Farquhar	were	actually	ahead	of	their	time	in	writing	for	the	guitar	when	

compared	with	countries	such	as	Australia,	Ireland	and	Canada.		
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3.0	Beginnings:	1951-1962	

Every	new	beginning	comes	from	some	other	beginning’s	end	–	Lucius	Annaeus	Seneca		

	

In	 New	 Zealand,	 the	 1950s	 and	 1960s	 were	 pioneering	 decades	 in	 the	 evolution	 of	

composition	for	the	classical	guitar,	and	its	development	mirrored	to	a	certain	extent	that	

which	was	occurring	in	other	comparable	countries.	The	influence	of	Andrés	Segovia	and	

his	recordings,	along	with	the	emergence	of	Julian	Bream	and	others,	meant	the	1950s	

was	a	time	when	the	global	popularity	of	the	classical	guitar	was	beginning	to	rise.	Prior	

to	this,	interest	in	the	guitar	was	generally	limited	to	Spain,	Central	and	South	America,	

and	parts	of	Europe	and	USA,	with	activities	being	concentrated	in	these	areas	and	not	at	

all	globally	connected	(Wade	1980).	

	

According	to	English-born	New	Zealand	guitarist/teacher	Phil	Read,	there	was	very	little	

classical	guitar	activity	occurring	in	New	Zealand	in	the	1950s:	

	

There	was	almost	no	music	available	to	buy,	and	what	was	available	had	to	be	

ordered	from	England.	It	was	very	expensive	and	you	had	to	wait	months	for	it	

to	arrive.	There	were	also	no	teachers	of	guitar	and	so	most	people	who	were	

interested	 in	 it	 were,	 by	 necessity	 self-taught,	 augmented	 by	 the	 occasional	

recordings	of	Segovia	that	had	begun	to	appear	in	record	shops	that	provided	

inspiration	for	them.22	

		

Guitarist/teachers	 David	 Loomes	 and	 David	 Smith	 agree	 with	 this	 from	 their	

perspectives.	Those	who	played	 the	 guitar	up	 to	 a	 reasonable	 standard	 in	 the	1950s-

	
22	Phil	Read	interview,	1	February	2017.	
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1960s	in	New	Zealand	were	self-taught	because	there	were	no	teachers	of	significance	in	

the	country,	nor	any	coherent	teaching	programmes	available.23	

	

Evidence	from	other	countries	paints	a	similar	picture:	

	

…the	classical	guitar…	did	not	have	a	following	in	Canada	during	the	first	half	of	

the	twentieth	century,	or,	indeed,	in	many	other	countries	(MacSween,	1990).	

	

A	 survey	 of	 Australian	 music	 periodicals	 dating	 from	 the	 first	 half	 of	 this	

[twentieth]	 century	 reveals	 very	 few	 references	 to	 the	 classical	 or	 “Spanish”	

guitar	(Ellis,	2000).	

	

As	 far	as	composition	 for	 the	classical	guitar	was	concerned,	apart	 from	the	efforts	of	

Segovia	and	the	various	composers	he	worked	with,	along	with	“…pieces	by	Falla,	[Frank]	

Martin	 and	 Roussel,	 very	 few	 works	 of	 note	 were	 written	 for	 guitar	 before	 c.1950”	

(Feeley,	 2007).	 Also,	 according	 to	 Feeley,	 the	 first	 work	 for	 solo	 guitar	 by	 an	 Irish	

composer	was	not	composed	until	1969.24	

	

The	 earliest	Australian	 classical	 guitar	works	 listed	 in	 the	 catalogue	of	 the	Australian	

Music	Centre	both	date	from	1962:	Rondino	Pastorale	for	two	mandolins,	mandola,	guitar	

and	bass	by	Eric	Gross	(1926-2011),	and	Nocturne	No.1	for	solo	guitar	by	Colin	Brumby	

(1933-2018).25		

	

	
23	David	Smith	interview,	30	January	2017;	David	Loomes	interview,	31	January	2017.	
24	The	first	Irish	solo	classical	guitar	work,	Anno,	was	written	by	Jerome	de	Bromhead	(b.	1945)	in	1969.	
25	Australian	Music	Centre.	Accessed	15	January	2019.	
https://www.australianmusiccentre.com.au/search?page=1&type=work&wf[ish]=853&sort=subYear	
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The	 Canadian	 Music	 Centre’s	 catalogue	 lists	 the	 Estonian	 émigré	 Udo	 Kasemets’s	

chamber	work	Canciones	Op.	42	for	flute,	guitar	and	voice	(1956)	as	the	earliest	classical	

guitar	work	composed	in	Canada.26	

	

New	Zealand	composers	on	the	other	hand,	appear	to	have	been	somewhat	ahead	of	their	

counterparts	 in	 those	countries	 in	 regard	 to	 their	engagement	with	 the	guitar.	This	 is	

perhaps	 surprising	 given	 the	 New	 Zealand’s	 relative	 isolation	 from	 the	 mainstream	

European/North	American	classical	music	scene	and	the	dearth	of	guitarists	compared	

to	the	perceived	more	advanced	standing	of	those	countries.	

	

3.1	New	Zealand’s	first	guitar	work	

Both	David	Farquhar	and	Douglas	Lilburn	first	wrote	for	the	guitar	 in	the	early	1950s	

with	Farquhar	being	first	to	compose	for	it	in	1951.	His	Musette	is	a	very	short	vignette	

that	 features	 a	 melody	 underpinned	 by	 repeated	 parallel	 2nd-inversion	 chords	

throughout.	The	chords	are	played	on	the	three	treble	strings	set	against	alternating	open	

bass	 strings.	 This	 technique	 and	 variations	 of	 it	 was	 pioneered	 and	 refined	 by	 the	

Brazilian	 guitarist/composer	 Heitor	 Villa-Lobos	 (1887-1959)	 in	 the	 early	 twentieth	

century	and	often	emulated	by	other	guitar	composers.	It	requires	the	player	to	maintain	

a	fixed	or	semi-fixed	chord	shape	in	the	left,	or	“fretting”	hand	and	slide	it	up	and	down	

the	fingerboard	while	playing	either	chords	or	arpeggio	patterns.	While	it	creates	some	

potentially	 interesting	 harmonic,	 textural	 and	 timbral	 effects	 unique	 to	 the	 guitar,	

particularly	when	combined	with	open	strings	and	was	an	innovative	device	at	that	time,	

it	has,	however,	become	over-used	and	is	now	considered	to	be	something	of	a	cliché	in	

	
26	 Udo	 Kasemets	 (1919-2014)	 emigrated	 to	 Canada	 in	 1951	 and	 became	 a	 Canadian	 citizen	 in	 1957.	
Canadian	Music	Centre.	Accessed	6	February	2019.	https://www.musiccentre.ca/node/747	
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guitar	writing	(Smith,	1988).	Interestingly,	Farquhar	appeared	to	favour	this	technique	

and	used	it	frequently	in	many	of	his	guitar	works,	from	his	Suite	(1966)	to	Five	Scenes	

(1971),	through	to	his	Concerto	(1992)	as	well	as	his	final	guitar	piece	Prospero	Dreaming	

(1997).	

	

It	is	not	clear	why	David	Farquhar	decided	to	write	for	the	guitar	at	such	an	early	stage	

in	his	career,	however	the	composer’s	son,	Julian	Farquhar	says	that	there	was	always	a	

guitar	in	the	household	and,	along	with	many	other	instruments,	his	father	would	teach	

himself	 to	 play	 them	 to	 a	 rudimentary	 level	 in	 order	 to	 experiment	 and	 explore	 the	

various	 instruments’	 timbral	 sonorities	 and	 incorporate	 them	 into	 his	 music.	 This	 is	

further	reinforced	by	both	Suzanne	Court	and	Milton	Parker	who	said	that	he	owned	a	

guitar	and	could	play	it	to	a	basic	level.27		

	

Julian	Farquhar	states	that	his	father	was	very	much	interested	in	mathematics	and	that	

concepts	relating	to	mathematical	formulas	and	structures	were	a	strong	influence	on	his	

father’s	approach	to	musical	form	and	structure	in	his	compositions.	Julian	Farquhar	also	

expressed	 that	 his	 father’s	 use	 of	 the	 parallel	 chord	 system	 in	 his	 guitar	 music,	 as	

described	 above,	 was	 probably	 a	 reflection	 of	 the	 composer’s	 interest	 in	 formulaic	

structures.		

	

Musette	was	revised	by	the	composer	in	1965	and	subsequently	published	in	1991	by	Pro	

Arte	Publications	in	the	collection	Guitar	Aotearoa	edited	by	Suzanne	Court	and	Milton	

	
27	 Julian	 Farquhar	 discussion	 with	 Matthew	 Marshall,	 10	 March	 2021,	 Milton	 Parker	 interview	 15	
September	2018	&	Suzanne	Court	interview	16	September	2018.	This	is	further	supported	by	the	author’s	
own	experience	while	visiting	and	working	with	Farquhar	at	his	home	on	several	occasions	during	the	mid-
1990s.	
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Parker.	It	was	first	recorded	by	Matthew	Marshall	in	a	studio	recording	for	Radio	New	

Zealand	on	15	February	1993	and	later	released	on	the	album	Fragments	(RAT-D097)	in	

2020.	

	

In	1958,	David	Farquhar	furthered	his	use	of	the	guitar	in	a	composition	for	a	road	safety	

film	soundtrack	for	Pacific	Films.	Titled	Mary,	Pretty	Mary	the	work	for	guitar	and	voice	

appears	 as	 a	 handwritten	manuscript	 in	 the	David	 Farquhar	 Papers	 at	 the	Alexander	

Turnbull	Library.	While	the	work	appears	to	be	complete	and	consisting	of	five	separate	

movements	or	sections,	it	is	unclear	whether	the	project	came	to	fruition	or	whether	the	

music	was	ever	performed.	Clearly	however,	Farquhar	had	the	guitar	in	mind	and	was	

thinking	of	it	as	a	viable	and	appropriate	instrument	to	write	for	in	this	early	period	of	

his	career	as	a	composer.	

	

3.2	Lilburn’s	first	guitar	work	

Between	1939	and	1951,	New	Zealand	poet	Denis	Glover	(1912-1980)	wrote	a	sequence	

of	fourteen	poems	titled	Sings	Harry	which	were	published	in	the	collection	Sings	Harry	

and	Other	Poems	by	the	Caxton	Press	in	1951	(Shieff,	2008).	

	

In	early	1953	Douglas	Lilburn	set	six	of	the	poems	to	music	which	resulted	in	the	song	

cycle	Sings	Harry	for	baritone	and	piano.	Originally	intended	for	baritone	Donald	Munro,	

but	because	of	Munro’s	apparent	lack	of	enthusiasm	at	the	time,	Lilburn	arranged	it	for	

tenor	and	guitar	for	Terence	Finnigan.	Lilburn	subsequently	created	a	third	version	for	

tenor	and	piano	because	“no	suitable	guitarist	could	be	found”	(Norman,	2006).	
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For	various	reasons,	as	explained	in	Norman	(2006),	the	three	different	versions	of	Sings	

Harry	have	been	the	source	of	some	confusion.	A	number	of	factual	and	typographical	

errors	exist	in	some	of	the	various	published	versions	and	many	of	these	have	continued	

to	 be	 propagated	 to	 this	 day	without	 correction,	 particularly	 in	 regard	 to	 the	 date	 of	

composition/arrangement	of	each	version.	

	

In	an	attempt	to	address	these	errors,	and	informed	by	recent	research,	this	study	offers	

a	 more	 accurate	 chronology	 of	 the	 various	 renderings	 of	 Sings	 Harry,	 particularly	 in	

regard	to	the	tenor	and	guitar	version.	

	

The	first	publication	of	the	baritone	and	piano	version,	by	the	University	of	Otago	Press	

(which	also	included	the	incorrect	subtitle	“For	tenor	voice	and	piano”)	states	the	work	

was	composed	in	1954.	SOUNZ,	The	Centre	for	New	Zealand	Music	also	says	the	work	

was	composed	in	1954.28	To	add	to	the	confusion,	Lilburn’s	own	brainchild,	Wai-te-ata	

Music	Press	states	on	its	website	the	work	was	composed	in	1966,	probably	because	the	

University	of	Otago	Press’s	edition	has	this	date	after	the	composer’s	name	on	the	first	

page.	 In	 fact	 this	 is	 the	 year	 of	 publication	 by	 UOP,	 and	 appears	 to	 be	 interpreted	

incorrectly	by	Wai-te-ata29.	Philip	Norman’s	research	says	it	was	composed	“.	.	.	early	in	

1953.	.	.	”	(2006).	

	

Of	the	tenor	and	guitar	version,	Philip	Norman	(2006)	states	it	was	“Arranged	c.1953”,	

whereas	Wai-te-ata	Music	Press’s	1991	edition	of	the	work,	edited	by	Suzanne	Court,	says	

1954.	

	
28	SOUNZ,	Centre	for	New	Zealand	Music.	Accessed	6	February	2019.	https://www.sounz.org.nz/works/12143 
29	 Wai-te-ata	 Music	 Press.	 Accessed	 4	 February	 2019.	 http://www.waiteatamusicpress.co.nz/lilburn-
sings-harry-otago	
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The	tenor	and	piano	version	also	has	its	share	of	inconsistencies	regarding	the	date	of	

composition/arrangement.	Wai-te-ata	Music	Press’s	2004	edition	of	 the	work	states	 it	

was	written	 in	195330.	 SOUNZ’s	 catalogue,	 given	 it	 sourced	 the	 score	 from	Wai-te-ata	

Music	Press	unsurprisingly	concurs.31	Philip	Norman	(2006)	however,	says	it	was	written	

in	 1954.	 Compounding	 this	 confusion	 is	 the	 implication,	 according	 to	 Norman,	 that	

Lilburn	himself	 could	not	 remember	 the	 exact	 dates	when	asked	 about	 it	 some	years	

later.32		

	

Of	 the	 sources	 examined	 for	 all	 versions	 of	 Sings	 Harry,	 it	 would	 appear	 that	 Philip	

Norman’s	overall	assertions	regarding	dates	appear	to	be	the	most	accurate.	Of	relevance	

to	this	study	however,	is	the	date	of	the	tenor	and	guitar	version.	As	mentioned	above,	

Norman	states	that	the	work	was	arranged	c.1953.	However,	upon	examining	a	copy	of	

the	manuscript	held	at	the	Alexander	Turnbull	Library	(Figure	12,	below),	the	final	page	

of	 the	 tenor	 and	 guitar	 version	 clearly	 shows	 the	 year	 1954	 inscribed	 in	 Lilburn’s	

handwriting.	Norman	suggests	that	Lilburn	may	have	started	the	arrangement	in	1953	

and	 finished	 it	 in	 early	 1954,	 hence	 the	 1954	date	 at	 the	 end	of	 the	manuscript.	 It	 is	

common	practice	amongst	some	composers	to	date	their	work	upon	completion.33	

	

	
30	 Wai-te-ata	 Music	 Press.	 Accessed	 6	 February	 2019.	 http://www.Waiteatamusicpress.co.nz/lilburn-
sings-harry-ten-pf	
31	SOUNZ,	Centre	for	New	Zealand	Music.	Accessed	6	February	2019.	https://www.sounz.org.nz/works/16860	
32	Philip	Norman,	email	correspondence,	5	February	2019.	
33	Ibid.	
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Figure	12.	Excerpt	from	Sings	Harry	for	tenor	and	guitar	by	Douglas	Lilburn	showing	
the	date	of	 the	arrangement	 in	the	composer’s	handwriting.	Douglas	Lilburn	papers,	
Alexander	Turnbull	Library,	fMS-Papers-2483-073/1.	

	

	

In	consideration	of	the	above,	the	following	is	offered	to	provide	some	clarity:	

1. Sings	 Harry	 for	 baritone	 and	 piano	 was	 completed	 in	 early	 1953.	 There	 is	

reference	to	this	work	in	a	letter	from	Denis	Glover	to	Lilburn	dated	9	April	1953	
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and	in	other	sources	as	cited	in	Norman	(2006)	and	supported	by	documents	held	

in	the	Alexander	Turnbull	Library.	

	

2. Sings	Harry	for	tenor	and	guitar:	this	arrangement	was	completed	in	1954.	This	

claim	is	made	on	the	basis	of	a	copy	of	the	manuscript	of	the	work	in	which	the	

year	 1954	 is	 inscribed	 in	 the	 composer’s	 handwriting	 at	 the	 end	 of	 the	

manuscript.34		

	

3. Sings	Harry	 for	 tenor	 and	piano:	 this	 arrangement	was	made	 in	1954	and	was	

clearly	written	after	the	tenor	and	guitar	version	on	the	basis	of	correspondence	

between	Lilburn	and	Philip	Norman	in	1983	which	referred	to	the	fact	that	“no	

suitable	guitarist	could	be	found”	to	perform	the	guitar	version	(Norman	2006).	

	

With	 a	duration	of	 approximately	11	minutes,	 Sings	Harry	 for	 tenor	 and	guitar	was	 a	

watershed	 in	 that	 it	was	 the	 first	major	work	 for	guitar	written	by	a	 recognised	New	

Zealand	composer.	However,	it	was	never	written	with	any	particular	guitarist	in	mind	

nor	with	the	help	of	one.	It	is	not	completely	clear	why	Lilburn	chose	the	guitar	(though	

it	is	possibly	because	the	instrument	is	mentioned	in	Glover’s	text)	however,	according	

to	Philip	Norman,	Lilburn	undoubtedly	had	the	sound	of	the	guitar	in	his	head	and	knew	

how	to	write	for	it.	Norman	also	suggests	that	Lilburn	always	had	in	mind	scoring	the	

original	work	for	guitar	but	perhaps	he	was	enjoying	the	musical	conceit	of	scoring	a	song	

about	 a	 guitar,	 for	 the	 piano,	 but	 only	 using	 the	 notes	 available	 on	 the	 guitar.35	 This	

	
34	Verification	of	Lilburn’s	handwriting	is	made	by	comparing	this	copy	with	copies	of	other	manuscripts	
of	his	and	confirmed	by	Philip	Norman	(email	correspondence,	5	February	2019).	
35	Philip	Norman,	email	communication	15	November	2011	
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concept	 is	 supported	by	 the	subtitle	 that	Lilburn	himself	gives	 to	 the	 tenor	and	piano	

version:	“For	tenor	voice	and	piano	quasi	guitar”	(fMS-Papers-2483-073).36	

	

This	 is	 further	supported	by	comments	made	by	pianist/composer	Gillian	Bibby	 in	an	

interview	for	Radio	New	Zealand	in	2016.	Bibby	worked	with	Lilburn	on	preparing	the	

piano	part	 for	performance	and	 in	reference	 to	 the	piano	versions	of	Sings	Harry,	 she	

speaks	about	the	importance	of	what	the	accompanying	instrument	is	made	to	sound	like,	

rather	than	what	it	actually	is.	She	says:	

	

Douglas	 was	 very,	 very	 particular	 that	 you	 should	 make	 it	 sound	 like	 the	

plucked	sound	of	the	guitar	and	not	smooth	it	over	with	pedal,	and	not	even	to	

play	it	with	a	piano	touch,	but	to	play	it	as	if	one	was	plucking	the	strings	of	the	

guitar.37	

	

The	 guitar	writing	 in	 Sings	 Harry	 is	 quite	 sparse	 and	 uncomplicated,	 economical	 and	

texturally	 spacious,	which	 can	be	a	 strength	 from	a	guitar	 technique	perspective.	The	

counterpoint	never	goes	beyond	two	voices,	the	harmonic	structures	and	registers	are	

compact,	enabling	the	harmony	to	be	more	suggestive	than	explicit	without	losing	sense	

of	 the	harmonic	 structure.	 	Lilburn	also	chooses	a	 limited	key	structure	 that	 suits	 the	

natural	timbre	of	the	guitar	(E	minor/major,	A	minor/major),	which	allows	frequent	use	

of	open	strings	to	good	effect	–	 thus	giving	the	effect	of	a	richer	sound	than	would	be	

possible	in	other	keys.	Interestingly,	throughout	the	entire	work	there	are	no	chords	that	

have	more	than	five	notes,	potentially	taking	away	something	of	the	full	capacity	of	the	

	
36	Interestingly,	this	subtitle	is	omitted	and	replaced	simply	with	“for	tenor	and	piano”	in	the	Wai-te-ata	
Music	Press	edition	of	2004.	
37	Gillian	Bibby,	 interview	on	The	Sunday	Feature,	Radio	NZ,	10	April	2016.	Accessed	7	February	2019.	
https://www.radionz.co.nz/concert/programmes/sundayfeature/audio/201795865/sings-harry	
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guitar.	 While	 this	 simplicity	 of	 writing	 might	 contribute	 to	 the	 folksong/vernacular	

nature	of	the	songs,	it	could	be	argued	that	this	conservative	approach	was	evidence	that	

Lilburn	had	only	a	rudimentary	understanding	of	 the	guitar	–	enough	to	write	a	work	

using	the	basic	elements,	but	not	enough	to	be	able	to	write	something	that	might	have	

explored	more	of	the	guitar’s	capabilities.	

	

Conversely,	it	could	be	suggested	that	because	of	the	attractive	simplicity	of	the	writing	

Lilburn	intuitively	understood	how	the	guitar	worked	without	needing	a	guitarist	to	help.	

The	range	of	notes	used	in	the	guitar	part	of	Sings	Harry	is	limited	mainly	to	the	low	and	

mid	registers	of	the	instrument	with	the	highest	pitch	being	a	C-sharp	(C#6,	actual	pitch)	

on	the	9th	fret	of	the	first	string	which	occurs	only	in	one	song.	This	might	suggest	that	

Lilburn	may	have	been	unsure	of	 the	 full	 range	of	 the	guitar.	Lilburn’s	piano	versions	

naturally	explore	a	wider	range	on	 that	 instrument	–	some	of	which	could	potentially	

have	been	achieved	on	the	guitar	given	a	little	more	knowledge	and	experience	in	writing	

for	the	instrument.	

	

Suzanne	Court	said	she	always	thought	the	guitar	and	voice	parts	of	Sings	Harry	seemed	

to	 be	 quite	 far	 apart	 from	 each	 other	 in	 regard	 to	 their	 relative	 pitch	 and	 range.	 In	

reference	to	Lilburn’s	knowledge	of	the	guitar,	while	recalling	a	meeting	with	him	in	the	

early	1980s,	Court	said	that	Lilburn	admitted	to	her	that	at	the	time	he	wrote	his	guitar	

music,	he	was	not	aware	that	the	guitar	was	a	transposing	instrument,	sounding	an	octave	

lower	than	written.38		

	
38	Suzanne	Court	interview	16	September	2018.	
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While	 it	 is	 nonetheless	 a	 basic	 attribute	 of	 the	 guitar,	 the	 octave	 transposition	 is	 not	

necessarily	an	issue	in	solo	guitar	music.	In	chamber	music	settings	however,	the	range	

and	 register	 of	 the	 guitar	 can	 in	 fact	 matter	 in	 regard	 to	 its	 relationship	 with	 other	

instruments	or	voices	if	it	is	not	given	due	consideration.		

	

When	a	comparison	between	the	various	versions	of	Sings	Harry	is	made,	the	differences	

in	pitch	relationship	between	voice	and	accompaniment	become	more	obvious.	

	

Figure	13	shows	the	pitch	of	the	tenor	voice	in	relation	to	the	piano	part.	It	clearly	shows	

that	the	vocal	line	(bracketed	red	notes,	actual	pitch)	is	in	the	mid-range	of	the	piano	part.	

This	is	also	the	case	in	the	baritone	and	piano	version,	transposed	to	E	minor.	

	

Figure	13.	Excerpt	of	These	Songs	from	Sings	Harry	for	Tenor	&	Piano	by	Douglas	Lilburn.		

	

	

	

In	Figure	14	below,	the	bracketed	red	notes	show	the	pitch	of	the	tenor	voice	in	relation	

to	the	guitar.	It	shows	the	vocal	line	appearing	closer	to	the	upper	range	of	the	guitar	part.	
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Figure	14.	Excerpt	of	These	Songs	from	Sings	Harry	for	Tenor	&	Guitar	by	Douglas	Lilburn.39	

	

	

	

This	 changes	 the	nature	of	 the	 relationship	of	 voice	 to	 guitar	 compared	with	voice	 to	

piano.	If	the	relationship	in	the	guitar	version	was	to	be	the	same	as	in	the	piano	version,	

the	guitar	part	would	have	to	have	been	written	an	octave	higher,	as	suggested	in	Figure	

15	below.	This	would	also	put	both	the	guitar	and	the	tenor	in	the	same	pitch	range	as	

the	piano	version.	

	

Figure	15.	Excerpt	of	These	Songs	from	Sings	Harry	for	Tenor	&	Guitar	by	Douglas	Lilburn,	arranged	by	the	

author.	

	

	

	

	
39	In	Figure	3,	both	the	guitar	and	the	tenor	parts	sound	an	octave	lower	than	written	(note	the	octave	lower	
symbol	below	the	both	treble	clefs).	
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However,	given	Lilburn	was	apparently	unaware	of	the	transposing	nature	of	the	guitar,	

he	may	have	assumed	the	guitar	part	as	he	wrote	it	was	at	the	same	pitch	as	his	piano	

versions	relative	to	the	voice.	In	any	case,	 it	cannot	be	known	whether	he	would	have	

written	his	guitar	music	differently	had	he	known	of	this	particular	characteristic	of	the	

instrument.	

	

The	baritone	and	piano	version	of	Sings	Harry	was	first	performed	by	Donald	Munro	and	

Frederick	Page	(despite	Munro’s	initial	indifference	toward	the	songs)	on	2	November	

1953	 and	 broadcast	 on	 2YC	 Wellington	 by	 the	 New	 Zealand	 Broadcasting	 Service	

(Hoskins,	2016).	The	tenor	and	piano	version	was	the	first	of	the	three	to	be	recorded	

commercially	–	by	Terence	Finnigan	with	Frederick	Page	at	the	piano,	for	Kiwi	Records	

(EC-26)	–	in	1960.	The	first	formal	public	performance	of	the	tenor	and	guitar	version	

was	 probably	 given	 on	 7	 November	 1975	 by	 Robert	 Oliver	 and	Milton	 Parker	 in	 the	

Wellington	Town	Hall	as	part	of	a	concert	celebrating	Lilburn’s	60th	birthday.40	Oliver	and	

Parker	subsequently	made	the	first	commercial	recording	of	the	work	for	Kiwi	Records	

in	1977	(SLD-47).	

	

The	German	guitarist	 and	 composer	 Siegfried	Behrend	 (1933-1990)	who	visited	New	

Zealand	on	four	occasions	between	1968	and	1985	took	an	interest	in	Lilburn’s	guitar	

music	after	meeting	Ronald	Burt	and	David	Farquhar	in	July	1971.41	Burt	showed	him	the	

	
40	Robert	Oliver,	interview	on	The	Sunday	Feature,	Radio	NZ,	10	April	2016.	Accessed	7	February	2019.	
41	 Siegfried	 Behrend	 was	 born	 in	 Berlin	 and	 established	 himself	 as	 one	 of	 Germany’s	 leading	 guitar	
performers,	composers	and	arrangers.	He	was	self-taught	on	the	guitar	and	by	the	age	of	30	was	already	
internationally	 renowned.	He	visited	New	Zealand	on	 four	occasions,	 first	 in	1968	with	 the	 folk	 singer	
Belina;	 in	 a	 solo	 capacity	 in	 1971	 and	 1985	 and	 then	 in	 1988	with	 his	 Zupforchester	 (plucked	 string	
orchestra	usually	consisting	of	mandolins	and	guitars).	In	1953	he	gave	the	German	premiere	of	Joaquín	
Rodrigo’s	Concierto	de	Aranjuez	and	on	3	July	1971	gave	the	New	Zealand	premiere	of	the	same	work	in	the	
Auckland	 Town	Hall	with	 the	 Symphonia	 of	 Auckland	 conducted	 by	 Juan	Matteucci.	 His	 visits	 to	 New	
Zealand	had	a	strong	connection	with	Wellington	and	as	a	result	he	was	awarded	life	membership	of	the	
Wellington	Classical	Guitar	Society.		
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scores	of	Seventeen	Pieces	and	either	Burt	or	Farquhar	also	gave	him	the	baritone	and	

piano	version	of	Sings	Harry.42	Behrend	later	organised	a	performance	and	live	recording	

of	 the	song	cycle	 for	German	Radio	using	an	arrangement	of	 the	piece	that	he	himself	

made	 for	 baritone	 and	 guitar	 (rather	 than	 the	 tenor	 and	 guitar	 version).43	 The	

performance	and	recording	took	place	in	Berlin	on	1	December	1972	with	New	Zealand	

baritone	Gerald	Christeller	(1919-2001)	and	is	likely	to	be	the	first	performance	of	Sings	

Harry	with	guitar,	albeit	in	an	arrangement	for	baritone	voice.44	

	

Behrend	also	offered	his	baritone	and	guitar	version	of	Sings	Harry	for	publication	in	June	

1973,	and	in	a	letter	to	Lilburn	on	29	June	of	that	year	stated	“I	would	be	pleased	if	the	

New	Zealand	publisher	would	publish	the	guitar	version	of	Sings	Harry…	My	version	for	

guitar	is	any	time	at	hand.”45		

	

What	could	be	described	as	the	definitive	version	of	Sings	Harry	for	tenor	and	guitar	was	

published	by	Wai-te-ata	Music	Press	in	1991	edited	by	Suzanne	Court.		

	 	

	
42	It	is	not	certain	why	Behrend	was	not	given	the	tenor	and	guitar	version	at	this	time.	Lilburn	sent	this	to	
him	later	in	1972.	MS-Papers-2483-040.	
43	Lilburn	to	Behrend,	8	November	1971.	MS-Papers-2483-040	
44	Behrend	to	Lilburn,	8	January	1973.	MS-Papers-2483-040	
45	Behrend	to	Lilburn,	29	June	1973.	MS-Papers-2483-040 
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3.3	Lilburn’s	1962	guitar	enigma	explained?	

The	next	guitar	work	to	be	written	has,	for	many	guitarists	been	something	of	an	enigma	

in	terms	of	the	reason	for	it	coming	into	being	when	it	did.	

	

In	1969-1970	Lilburn	wrote	a	collection	of	pieces	for	guitar	which	was	later	published	as	

Seventeen	Pieces	by	Price	Milburn	Music	in	1975,	edited	by	Milton	Parker	and	dedicated	

to	Ronald	Burt.	Also	included	in	this	publication	(as	the	second	piece	in	the	collection)	

was	an	arrangement,	by	Lilburn	himself,	 of	Song	5	 from	 the	Sings	Harry	cycle	–	 titled	

Canzona:	The	Flowers	of	the	Sea.46	

	

Lilburn	 created	 this	 arrangement	 in	 1962	 at	 a	 time	when	 there	were	 supposedly	 no	

guitarists	in	New	Zealand,	and	because	of	that,	it	has	been	unclear	as	to	why	he	made	the	

arrangement	at	that	time.	Research	for	this	study	has	revealed	strong	links	between	the	

appearance	of	this	arrangement	and	the	brief	visit	to	New	Zealand	in	1962	of	the	Spanish	

guitarist	Antonio	Losada	(1938-2006).	

	

Losada	studied	guitar	at	the	Real	Conservatorio	de	Música,	Madrid	with	Regino	Sáinz	de	

la	Maza	(1896-1981)47.	In	1960	and	1961	he	attended	masterclasses	with	Andrés	Segovia	

in	Santiago	de	Compostela,	Spain	and	after	 touring	Europe	 for	 two	years	he	settled	 in	

Australia	where	he	continued	to	perform	and	took	up	a	teaching	position	at	the	University	

of	Sydney.	He	toured	New	Zealand	on	several	occasions	in	the	late	1960s	and	early	1970s	

to	 give	 recitals	 and	masterclasses	 and	 later	 settled	 in	Christchurch	 in	1983	where	he	

	
46	In	the	Price	Milburn	published	version,	the	piece	is	mis-titled	Canzona:	The	Flower	of	the	Sea.	(Lilburn	to	
Roderick	Biss.	Personal	communication	3	April	1976.	MS-Papers-2483-040).		
47	 Regino	 Sáinz	 de	 la	Maza	was	 the	 dedicatee	 and	 the	 first	 to	 perform	 Joaquín	 Rodrigo’s	Concierto	 de	
Aranjuez	(Wade,	1985).	
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taught	guitar	at	the	University	of	Canterbury	before	moving	back	to	Australia	in	1989.	

(Ellis,	2000).	He	died	in	Sydney	in	2006.		

	

In	1962,	however,	and	before	his	first	move	to	Australia,	Losada	spent	several	months	in	

New	Zealand,	 based	 in	 Christchurch,	 but	 touring	 nationwide	 giving	 public	 and	 school	

concerts	 and	 undertaking	 other	 activities.	 He	 also	 married	 a	 New	 Zealander,	 Cecily	

Stewart,	who	was	a	dancer	with	the	then	New	Zealand	Ballet	Company.	His	wife	would	

often	accompany	him	on	tour	and	provide	spoken	commentary	to	the	audience	during	

his	 performances.	 That	 same	 year	 Losada	 also	 made	 what	 is	 possibly	 the	 first	 film	

appearance	by	a	classical	guitarist	in	New	Zealand	in	1962	when	he	was	filmed	by	the	

New	Zealand	National	Film	Unit	performing	Serenata	Española	by	Joaquín	Malats	(1872-

1912)	at	a	school	concert	at	Wellington	East	Girls	College.		

	

In	the	programme	note	to	Losada’s	solo	recital	held	at	the	Concert	Chamber	of	Wellington	

Town	Hall	on	3	July	1962,	the	concert	promoter	stated	“This	is	probably	the	first	tour	by	

a	Classical	Guitarist	ever	to	be	undertaken	in	this	country.	.	.”48	This	was	most	probably	

an	 accurate	 assertion	 rather	 than	 being	 hyperbole	 for	 the	 purposes	 of	 promoting	 a	

relatively	unknown	artist.	

	

On	one	of	his	many	subsequent	visits	to	New	Zealand,	in	1972	he	also	recorded	a	solo	LP.	

Titled	Antonio	Losada	Recital,	it	featured	music	by	Spanish	and	European	composers	and	

was	 released	 on	 the	 Ode	 label	 (SODE-006),	 produced	 by	 Terence	 O’Neill-Joyce,	 with	

musical	direction	by	Don	King	and	Ian	Hunter.	Figure	16	below	shows	the	album	cover.	

	
48	“A	Classical	Guitar	Recital	by	Antonio	Losada”.	Recital	programme,	Eph-C-Music-1962.		
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Figure	16.	Antonio	Losada	Recital	LP	recording	from	1972.	Q0219ATL	
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Of	Losada’s	connection	to	Lilburn,	in	the	November	1984	newsletter	of	the	New	Zealand	

Federation	of	Classical	Guitar	Societies,	Ronald	Burt	wrote	a	review	of	Losada’s	visit	to	

Wellington	earlier	that	year.	In	it	he	stated:	

	

He	was	in	New	Zealand	briefly	[in	1962]	before	moving	to	Australia	and	I	well	

remember	the	effect	he	had	on	students	and	audiences	(in	Wellington	anyway)	

in	those	early	days	of	serious	interest	in	the	guitar.	In	fact,	he	inspired	Douglas	

Lilburn	 to	arrange	as	a	guitar	 solo	one	of	 the	 then	unperformed	(with	guitar)	

“Sings	Harry”	songs.	(This	was	later	published	as	one	of	the	17	pieces	published	

by	Price	Milburn)	(Burt,	1984).	

	

In	support	of	Burt’s	statement,	research	for	this	study	has	revealed	a	manuscript	of	the	

arrangement	held	in	the	Alexander	Turnbull	Library,	dated	1962,	which	has	the	title	in	

both	Spanish	and	English:	Flores	del	Mar	(The	Flowers	of	the	Sea);	Canta	Quique	(Sings	

Harry	V).49	 It	 is	 suggested	 that	 the	 Spanish	 title	was	 included	 in	deference	 to	Losada.	

Other	manuscripts	of	 the	work	held	 in	the	Turnbull	Library,	as	well	as	the	1975	Price	

Milburn	publication	omit	the	Spanish	title	and	replace	it	with	Canzona:	The	Flowers	of	the	

Sea.		

	

Antonio	 Losada	 was	 likely	 aware	 of	 Sings	 Harry	 at	 that	 time,	 which	 would	 have	

contributed	to	him	encouraging	Lilburn	make	the	arrangement	of	Song	5,	but	 it	 is	not	

known	whether	he	ever	performed	either	the	song	cycle	or	the	solo	arrangement.	

	

	
49	Douglas	Lilburn	Papers,	Alexander	Turnbull	Library.	fMS-Papers-5885-02.	Quique	is	a	Spanish	informal	
diminutive	for	the	name	Enrique,	Henry,	or	Harry.		
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Apart	from	the	title,	there	are	also	a	number	of	differences	between	Flores	del	Mar	and	

other	versions	of	the	solo	work.	It	is	presumed	this	manuscript	is	the	earliest	version	of	

the	 arrangement	 as	 it	 contains	 various	 aspects	 that	 did	 not	 end	 up	 in	 the	 published	

version	including	a	sketch	of	a	revision	for	bars	31-34	which	was	clearly	added	later	(it	

is	also	written	in	a	different	colour	ink).	This	revision	was	eventually	included	in	the	final	

version	of	the	edition	published	in	1975.	

	

As	 shown	 in	 Figure	 17	 below,	 Flores	 del	 Mar	 also	 contains	 a	 significant	 number	 of	

articulation	indications	such	as	staccato,	tenuto	and	slurs.	Many	of	them	are	identical	to	

those	in	the	piano	versions	of	the	work,	but	do	not	appear	in	the	tenor	and	guitar	version	

of	Sings	Harry	nor	in	the	published	edition	for	solo	guitar.		
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Figure	17.	Flores	del	Mar	by	Douglas	Lilburn.	 It	shows	the	title	 in	Spanish	and	many	
articulation	indications	as	well	as	the	date	of	the	arrangement	in	Lilburn’s	handwriting.	
The	 bottom	 line	 shows	 the	 revision	 to	 be	 inserted	 at	 bars	 31-34	 (marked	 with	 an	
asterisk).	Douglas	Lilburn	papers,	Alexander	Turnbull	Library,	fMS-Papers-5885-02.	

	
	

Apropos	Gillian	Bibby’s	 comments,	 it	 could	be	 argued	 that	many	of	 these	 articulation	

indications,	particularly	staccato,	were	not	needed	in	the	guitar	versions	but	were	in	the	

piano	parts	to	help	the	pianist	convey	the	notion	of	the	music	sounding	like	a	guitar.		
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The	year	1962	produced	another	solo	guitar	work	by	Lilburn.	Without	title	other	than	the	

tempo	indication	Lento50,	and	held	in	the	collection	of	artist	Leo	Bensemann	(1912-1986)	

at	the	Alexander	Turnbull	Library,	the	manuscript	is	an	original	hand-written	single	sheet	

in	 ink	with	 left-hand	guitar	 fingerings	 inserted	 in	pencil	 (see	Figure	6,	 below).	At	 the	

bottom	of	the	page	are	the	words	“Felices	Pascuas!”	(Happy	Easter!)	suggesting	the	piece	

may	have	been	composed	during	the	first	four	months	of	1962	(Easter	was	on	22	April	of	

that	year).	

	

The	circumstances	surrounding	the	composition	of	this	piece	requires	further	research,	

but	some	suggestions	are	offered	here.	Bensemann	and	Lilburn	had	been	close	friends	

since	the	late	1930s	when	they	lived	in	Christchurch.	Bensemann	was	an	artist,	printer,	

typographer	and	publisher	who	worked	with	Denis	Glover	at	the	Caxton	Press	–	a	job	he	

held	until	1977.	Bensemann	was	also	a	keen	amateur	musician	and	had	taught	himself	

piano	as	well	as	classical	guitar.	During	the	1940s	and	afterwards	Lilburn	wrote	a	number	

of	compositions	for	his	friends	–	including	Bensemann	–	as	birthday	or	Christmas	gifts.	

Given	the	manuscript	was	part	of	Bensemann’s	papers,	 it	could	be	suggested	that	 this	

piece	might	have	been	a	gift	to	him	from	Lilburn.	Although	similar	in	style	and	duration	

to	the	Seventeen	Pieces,	for	reasons	that	are	unclear	it	was	not	included	in	that	collection.	

	

Given	the	date	however,	Philip	Norman	suggests	that	like	Canzona:	The	Flowers	of	the	Sea,	

this	 piece	was	most	 likely	 to	 have	 been	written	 for	 Antonio	 Losada,	 and	 a	 copy	 then	

	
50	 The	piece	 is	 listed	 in	Norman	 (2006)	with	 the	 title	Lento.	 It	 is	 given	 the	 title	Piece	 for	Guitar	 in	 the	
Alexander	Turnbull	Library	catalogue.	MS-Papers-3983-09.		
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passed	 into	 Bensemann’s	 possession.51	 It	 is	 also	 not	 known	 if	 Losada	 performed	 this	

piece.	Figure	18	below	shows	the	manuscript	score	of	Lento.	

	

	
Figure	18.	Lento	for	guitar	by	Douglas	Lilburn.	Leo	Bensemann	papers,	Alexander	Turnbull	
Library,	MS-Papers-3983-09.	

	 	

	
51	Philip	Norman	suggests	that	the	inclusion	of	Felices	Pascuas	at	the	bottom	of	the	page	might	have	been	
an	in-joke	between	Lilburn	and	Bensemann	referencing	Losada	via	the	use	of	Spanish.	(Norman,	personal	
communication,	14	June	2019).	
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3.4	Guitar	works	composed	1951-1962	

Musette	–	David	Farquhar	(1951)	

Sings	Harry	(tenor	&	guitar)	–	Douglas	Lilburn	(1954)	

Mary,	Pretty	Mary	(voice	&	guitar)	–	David	Farquhar	(1958)	

Lento	–	Douglas	Lilburn	(1962)	

Canzona-Flowers	of	the	Sea	–	Douglas	Lilburn	(1962)	

	

	

3.5	Summary	

The	period	1951-1962	did	not	generate	a	 large	quantity	of	guitar	music,	but	works	of	

particular	significance	were	beginning	to	emerge,	particularly	those	by	Douglas	Lilburn,	

which	led	the	way	for	the	next	phase	of	the	evolutionary	process.	Given	there	were	no	

resident	professional	classical	guitarists	in	New	Zealand,	the	fact	that	any	classical	guitar	

music	was	written	at	that	time	is	testament	to	the	willingness	and	foresight	of	Lilburn	

and	Farquhar	to	embrace	an	instrument	that	was	definitely	not	part	of	the	mainstream	

classical	music	scene	in	New	Zealand,	or	many	other	countries,	in	the	1950s.	

	

In	and	of	itself,	David	Farquhar’s	Musette	is	not	a	work	of	great	substance,	however	its	

significance	 and	 that	 of	 Mary,	 Pretty	 Mary,	 lies	 in	 that	 they	 both	 demonstrate	 that	

Farquhar	 had	 knowledge	 of	 the	 instrument’s	 technique	 at	 a	 very	 early	 stage	 in	 the	

instrument’s	development	in	New	Zealand	and	that	he	was	open	to	writing	for	it.	Musette	

also	 introduces	 the	essence	of	 the	musical	 language	 that	 appears	 in	many	of	his	 later	

guitar	works.		
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Lilburn’s	Sings	Harry,	in	all	its	versions,	occupies	a	pre-eminent	position	in	New	Zealand	

music.	 The	 version	 for	 tenor	 and	 guitar	 is	 even	more	 significant	 as	 a	 pioneering	 and	

groundbreaking	 work	 that	 signaled	 that	 the	 classical	 guitar	 was	 a	 worthwhile	 and	

legitimate	instrument	for	New	Zealand	composers	to	write	for.	Lilburn’s	arrangement	of	

Song	5	 from	Sings	Harry	 along	with	his	Lento	 for	solo	guitar,	while	written	 in	relative	

isolation,	 conveyed	 the	benefits	of	having	a	 guitarist	present	 to	 inspire,	 influence	and	

assist	a	composer.	The	creation	of	this	work	would	likely	have	provided	encouragement	

to	Lilburn	to	know	that	it	was	viable	to	write	for	the	solo	instrument,	however	it	would	

take	 another	 seven	 years	 and	 the	 influence	 of	 another	 guitarist	 before	 Lilburn	would	

write	for	the	guitar	again.	It	was	this	same	influence	that	encouraged	Farquhar	to	explore	

the	guitar	again,	some	fourteen	years	after	writing	his	Musette.	

	

The	roles	played	by	guitarists	Antonio	Losada,	Ronald	Burt	and	later	Siegfried	Behrend	

were	 pivotal,	 not	 just	 for	 providing	 Lilburn	 and	 Farquhar	 with	 technical	 advice	 and	

guidance	from	a	pragmatic	point	of	view,	but	were	critical	for	shaping	the	direction	of	

composition	 for	 the	 guitar	 in	 New	 Zealand.	 They	 provided	 composers	 with	 genuine	

opportunities	 to	 have	 their	music	 performed,	 recorded	 and	 published	 nationally	 and	

internationally,	thus	providing	a	platform	for	New	Zealand	guitar	music	for	the	first	time.	
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4.0	Foundations:	1965-1971	

Art	is	about	building	a	new	foundation,	not	just	laying	something	on	top	of	what’s	already	

there.	-	Prince	

	

4.1	Ronald	Burt	and	his	influence	

The	 founding	of	 the	Spanish	Guitar	Centre	 in	London	 in	1952	by	Len	Williams	(1910-

1987),	 father	 of	 guitarist	 John	 Williams	 (b.1941),	 had	 a	 significant	 impact	 on	 the	

development	of	 the	classical	guitar	around	the	world.	An	enthusiastic	and	charismatic	

personality,	Len	Williams	built	the	Centre	into	a	substantial	business	that	involved	selling	

guitars,	books,	scores	and	recordings	as	well	as	a	huge	teaching	operation	with	multiple	

teachers	giving	 individual	and	group	 lessons	simultaneously	 in	adjacent	rooms	–	such	

was	 the	 popularity	 of	 the	 guitar	 at	 the	 time	 (Starling,	 2012).	 Importantly,	 the	 Centre	

educated	 a	 significant	 number	 of	 the	 next	 generation	 of	 guitarists	 and	 teachers	 who	

dispersed	throughout	the	world	to	establish	their	own	careers,	including	reaching	as	far	

as	New	Zealand.	English-born	artist/painter	Ronald	Burt	(1928-2007)	studied	guitar	at	

the	Centre	for	a	period	of	time	before	immigrating	to	New	Zealand	in	1958	and	settling	

in	Wellington.	He	was	appointed	tutor	in	design	at	Wellington	Polytechnic	in	1963,	was	

tutor	 in	guitar	at	Victoria	University	of	Wellington	1974-1976	and	became	a	 founding	

tutor	at	the	Polytechnic’s	Conservatorium	of	Music	in	1976.	

	

Burt	 was	 a	 significant	 initial	 influence	 and	 played	 a	 pivotal	 role	 in	 the	 early	

encouragement	 of	 composition	 for	 the	 classical	 guitar	 in	 New	 Zealand.	 This	 was	

principally	through	his	friendships	and	collaborations	with	Douglas	Lilburn	and	David	

Farquhar	and	as	the	teacher	of	a	number	of	the	country’s	leading	guitarists	of	the	1960s,	

1970s	 and	 1980s.	 Although	 Burt	 was	 not	 a	 frequent	 performer,	 especially	 in	 formal	
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settings,	 he	 was	 able	 to	 provide	 important	 advice	 to	 composers	 on	 the	 technical	

possibilities	and	limitations	of	the	guitar.52	

	

Burt	had	become	acquainted	with	both	Douglas	Lilburn	and	David	Farquhar	in	the	early	

1960s	and	his	friendship	and	collaboration	with	Farquhar	in	particular	led	to	the	creation	

of	a	small	but	significant	body	of	guitar	works.	Encouraged	by	this	early	success	Farquhar	

went	 on	 to	 compose	 many	 more	 guitar	 works	 up	 to	 1997	 for	 a	 number	 of	 other	

performers,	 including	 chamber	music,	 song	 cycles,	 solo	works	 and	a	 concerto.	With	 a	

catalogue	of	eighteen	individual	guitar	works53,	he	remains	New	Zealand’s	most	prolific	

non-guitarist	composer	for	the	instrument.	

	

Farquhar’s	output	for	the	guitar	was	particularly	fruitful	in	1965	when,	in	collaboration	

with	Burt,	he	wrote	a	number	of	drafts,	complete	pieces,	miniatures	and	sketches	that	

eventually	became	fully	fledged	pieces	later	in	the	decade.	Firstly,	it	saw	the	revision	of	

his	Musette	of	1951	(discussed	in	Chapter	2)	which	then	remained	under	the	radar	until	

Suzanne	Court	published	 it	 in	1991.	Also	begun	in	1965	were	sketches	 for	pieces	that	

ultimately	 became	 his	 Five	 Scenes,	 which	 were	 completed	 in	 1971.	 Of	 particular	

significance	 however	 is	 his	 five-movement	 Suite	 for	 solo	 guitar	 which,	 although	 not	

achieving	 its	 final	 form	 until	 1966,	 began	 emerging	 in	 early	 May	 1965,	 eventually	

becoming	a	series	of	five	separate	pieces	over	the	ensuing	twelve	months.	

	
52	Burt	explained	that	he	very	rarely	performed	in	public	through	a	combination	of	lack	of	confidence,	an	
underdeveloped	technique	and	various	issues	relating	to	muscle	control	in	his	hands.	As	a	consequence,	he	
never	gave	many	formal	or	significant	public	performances;	usually	only	small,	private	performances	to	
friends	 and	 colleagues	 (Burt	 to	Marshall,	 personal	 communication,	 19	 February	 2002).	 This	 is	 further	
supported	 in	 correspondence	 from	David	Farquhar	 to	Angelo	Gilardino	 (editor	 for	Bèrben	Editions)	 in	
which	 he	 described	 Burt	 as	 “…a	 reluctant	 public	 performer”	 in	 the	 context	 of	 discussing	 the	 first	
performance	of	his	Five	Scenes.	fMS-Papers-7564-1	
53	This	includes	four	lesser-known	and	unpublished	works	written	in	1958,	1965,	1971	and	1973,	part	of	
the	David	Farquhar	Papers	at	the	Alexander	Turnbull	Library.	See	Appendix	B	for	a	complete	list. 
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Three	of	the	pieces	from	the	Suite,	originally	titled	Prelude,	Prelude	No.	2	and	Prelude	No.	

3	 were	 completed	 in	 1965,	 followed	 by	 a	 fourth	 Prelude	 (un-numbered)	 and	 finally	

Rondino,	both	from	1966.	The	first	and	second	preludes	were	also	dated	more	specifically	

2	May	and	9	May	respectively.	Each	piece	was	individually	dedicated	to	Ronald	Burt	with	

the	title	page	of	Rondino	additionally	inscribed	in	Farquhar’s	hand	“For	Ron	–	the	last	for	

the	moment?!”	54	

	

The	pieces	were	refined,	re-ordered	and	re-named	in	1966	to	create	the	Suite	for	guitar.	

It	seems	that	Farquhar’s	thinking	had	shifted	from	creating	a	set	of	preludes	(perhaps	

with	reference	to	Heitor	Villa-Lobos’s	Five	Preludes	for	guitar	from	1940),	which	could	

presumably	 have	 been	 performed	 individually,	 to	 a	 set	 of	movements	 intended	 to	 be	

played	in	succession	and	as	a	collection.	

	

The	final	order	and	titles	of	the	movements	became:	

1. Prelude	(originally	Prelude,	completed	2	May	1965)	

2. Capriccio	(originally	Prelude	No.	2,	completed	9	May	1965)	

3. Ostinato	(originally	Prelude	No.	3,	from	1965,	no	month	given)	

4. Rondino	(from	1966,	and	the	last	of	the	five	movements	to	be	composed)	

5. Epilogue	(originally	Prelude	[No.	4],	from	1966)	

	

Suite	was	 the	 first	 solo	 guitar	 work	 of	 significance	 to	 be	 written	 by	 a	 New	 Zealand	

composer	and	was	the	result	of	collaboration	between	Farquhar	and	Ronald	Burt.		It	is	

an	 approachable	 if	 not	 overly	 technically	 demanding	 work,	 but	 at	 approximately	 15	

	
54	Preludes	and	Rondino,	manuscripts	by	David	Farquhar.	MS-Papers-12169-16.	
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minutes	 in	 duration.	 It	 is	 a	 work	 of	 substance	 that	 marked	 a	 significant	 moment	 in	

Farquhar’s	contribution	to	New	Zealand’s	guitar	repertoire	and	set	a	high	benchmark	for	

quality.	Of	the	work,	David	Farquhar	stated:	

	

This,	my	first	large-scale	work	for	solo	guitar,	was	written	for	Ronald	Burt,	who	

gave	me	valuable	help	in	understanding	the	guitar’s	capabilities	and	techniques	

in	those	early	days	of	writing	for	the	instrument.	My	delight	in	the	guitar	has	

continued	 and	 led	 to	 more	 solo	 works	 and	 guitar	 duos;	 also,	 guitar	 in	

combination	with	voice,	sitar,	violin,	harmonica;	and	most	recently,	a	Concerto	

for	Guitar	and	Small	Orchestra	(Farquhar,	1994).	

	

Suite	was	written	in	what	has	been	referred	to	as	Farquhar’s	second	compositional	period	

and	in	the	liner	notes	to	the	CD	Music	by	David	Farquhar	(Kiwi	Pacific	SLD-88)	Ross	Harris	

states	

	

In	 the	1960s	 and	1970s	he	became	 interested	 in	 the	 expressive	potential	 of	

serial	music	thereby	expanding	his	tonal	palette	(ibid.).	

	

The	movements	of	Suite	are	somewhat	introspective	in	mood	and	incorporate	elements	

of	 serialism	as	well	 as	 further	using	 the	parallel	 chord	 technique	 (pioneered	by	Villa-

Lobos),	 that	 Farquhar	 first	 explored	 in	 his	Musette	 in	 1951	 particularly	 in	 the	 final	

movement,	Epilogue.	

	

It	is	not	certain	when	the	first	public	performance	of	Suite	was	given,	nor	who	gave	it.	

Although	dedicated	to	Ronald	Burt,	 it	 is	unlikely	to	have	been	performed	by	him	in	its	

entirety	for	reasons	explained	earlier.	Burt	did,	however	perform	individual	movements	

of	the	work	at	various	times,	including	at	the	first	Sonic	Circus	in	Wellington,	organised	
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by	 Jack	 Body	 on	 9	 March	 1974.	 In	 the	 programme	 Burt	 is	 listed	 as	 performing	 the	

following:		

	

Eight	Short	Pieces	for	guitar	(Lilburn)	

Duo	for	Sitar	and	Guitar	(Farquhar)	

Three	Pieces	for	Guitar	(Farquhar)55	

	

The	“Three	Pieces”	listed	above	are	selected	movements	from	Farquhar’s	Suite.56	

	

Suite	is	probably	Farquhar’s	most-performed	guitar	work	with	New	Zealand	performers	

Michael	 Calvert,	 Suzanne	 Court,	 Edrick	 Banks,	 Milton	 Parker,	 Matthew	 Marshall	 and	

others	all	performing	the	work	multiple	times	from	the	late	1970s	onwards,	along	with	

English	guitarist	John	Mills	in	the	late	1980s	and	American	guitarist	William	Feasley	in	

the	early	1990s.	

	

It	was	also	recorded	for	Radio	New	Zealand	by	Milton	Parker,	Michael	Calvert	(1983),	

Suzanne	 Court,	 Matthew	 Marshall	 and	 John	 Mills	 (1988),	 with	 the	 Mills	 recording	

becoming	the	first	commercial	release	of	the	work	on	Kiwi	Pacific	Records	in	1994	(SLD-

88).	 Suite	 has	 subsequently	 been	 performed	 numerous	 times	 by	 students	 and	

professional	 guitarists	 and	 was	 also	 recorded	 by	 Gunter	 Herbig	 in	 2009	 (NAXOS	

8572185).	

	

	

	
55	The	NZBC	presents	the	Sonic	Circus.	Festival	programme	(1974).	Eph-D-MUSIC-1974-01	
56	Milton	Parker	attended	this	performance	and	recalls	Burt	finding	some	of	the	technical	aspects	of	the	
works	in	the	programme	somewhat	challenging.	Milton	Parker	interview,	15	September	2018. 
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4.2	The	publishing	of	David	Farquhar’s	Suite:	“…unfortunately	rather	disastrous.”	

The	 publishing	 of	 David	 Farquhar’s	 Five	 Scenes	 and	 Ostinato,	 Capriccio,	 Epilogo	 by	

Edizioni	Musicali	 Bèrben	 of	Milan,	 Italy,	 edited	 by	 Angelo	 Gilardino	 had	 a	 significant	

impact	on	the	early	profile	of	New	Zealand	guitar	music.	These	were	the	first	New	Zealand	

guitar	compositions	ever	to	be	published,	and	importantly	by	an	internationally	regarded	

publishing	house	and	editor.	It	brought	New	Zealand	guitar	music	to	the	world	and	it	also	

encouraged	others	to	follow	this	lead.	

	

David	Farquhar’s	relationship	with	Angelo	Gilardino	and	Bèrben	began	with	a	letter	from	

Gilardino	 in	 August	 1970.	 Essentially	 a	 cold-call,	 Gilardino	 introduced	 himself	 to	

Farquhar	and	said	that	Bèrben	is	publishing	a	new	series	of	original	contemporary	guitar	

music:	

This	series	takes	my	name	and	all	the	musics	[sic]	are	revised	and	fingered	by	

me.	I	have	been	told	you	are	one	of	most	[sic]	representative	composers	of	your	

country,	so	I	will	be	pleased	to	include	in	my	collection	a	piece	of	yours.	Could	

you	write	it	for	me?	I	should	prefer	a	middle-duration	piece	(5-10	min).	After	a	

kind	answer	of	yours	my	publisher	will	write	you	for	the	contract	[sic].	Thank	

you!57	

	

Farquhar	replied	on	16	December	1970	and	given	Gilardino’s	subsequent	response	on	2	

January	1971,	it	was	obviously	positive	and	it	would	appear	that	rather	than	write	a	new	

piece,	 he	 had	 offered	 Gilardino	 his	 Suite	 and	 his	 Five	 Scenes.58	 Later	 correspondence	

between	them	was	very	enthusiastic	with	Gilardino	stating	he	was	going	to	perform	and	

record	Farquhar’s	music	as	soon	as	was	practicable.	

	
57	Gilardino	to	Farquhar,	24	August	1970.	fMS-Papers-7564-1.		
58	David	Farquhar’s	reply	to	Gilardino’s	24	August	letter	is	unavailable	or	lost,	but	he	annotated	Gilardino’s	
letter	“Answered	16	Dec”.	fMS-Papers-7564-1 
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Five	Scenes	was	published	by	Bèrben	in	1973	and	Ostinato,	Capriccio,	Epilogo	followed	in	

mid-1974.59	

	

Farquhar	was	delighted	with	the	result	in	regard	to	Five	Scenes	but	of	the	publication	of	

Ostinato,	Capriccio,	Epilogo,	he	was	particularly	unhappy	with	the	final	outcome	of	the	

editing	and	publication.	According	to	correspondence	between	himself	and	Gilardino,	all	

five	movements	of	Suite	were	submitted	for	publication,	but	Gilardino	decided	to	only	

publish	three	of	the	movements	as	well	as	changing	the	order	of	them.60	

	

Farquhar	was	largely	accepting	of	the	fact	that	only	three	of	the	five	movements	were	to	

be	published	and	of	their	order.	However,	after	receiving	copies	of	the	published	Ostinato,	

Capriccio,	Epilogo	in	October	1974,	he	wrote	to	Gilardino	in	December	of	that	year:	

	

The	complimentary	copies	of	Ostinato,	Capriccio	&	Epilogo	arrived	here	early	

October…	I’ve	put	off	writing	to	you	because	I	don’t	know	what	to	say	–	except	

that	I’m	extremely	disappointed	and	also	astonished.	When	I	sent	you	a	 long	

letter	and	several	pages	of	manuscript	(Oct	’73)	you	agreed	to	follow	my	wishes	

(largely)	 in	 the	 final	 printing.	 Yet	 when	 the	 music	 appears,	 practically	

everything	is	just	the	same	as	it	was	in	the	proofs	I	objected	to	–	I	just	cannot	

understand	what’s	happened.61	

	

	
59	It	is	uncertain	who	gave	the	first	performance	of	Five	Scenes.	Milton	Parker	suggests	that	Burt	may	well	
have	performed	it,	and	if	so,	it	was	likely	to	have	been	to	a	small	audience	and	probably	not	a	public	event	
(Milton	Parker	interview,	15	September	2018).	
60	David	Farquhar	Papers,	Alexander	Turnbull	Library.	fMS-Papers-7564-1 
61	Farquhar	to	Gilardino,	30	December	1974.	fMS-Papers-7564-1	
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He	went	 on	 to	 request	 that	 the	 printing	 of	 the	 pieces	 be	withdrawn	 and	 that	 Bèrben	

should	bring	out	a	new	version	of	the	work	and	repeated	his	extreme	disappointment	

“…particularly	after	the	excellent	job	you	did	on	the	“5	Scenes”.62	

	

However,	 unbeknownst	 to	 Farquhar,	 an	 initial	 print	 run	 of	 2000	 copies	 had	 been	

produced	 by	 Bèrben	 therefore	 the	 editor	 and	 publisher	 were	 both	 committed	 to	 the	

project	and	it	could	not	be	walked	back.	

	

Gilardino	was	quite	upset	at	Farquhar’s	response	and	his	explanation	was	that	he	had	

given	Bèrben	 the	manuscript	 for	 engraving	 (with	his	 own	earlier	 editorial	markings),	

then	after	 receiving	Farquhar’s	 letter	with	 the	 changes,	 gave	 those	directly	 to	Bèrben	

asking	them	to	re-engrave	the	work.	He	then	left	it	to	Bèrben	to	make	the	final	decision,	

however	if	they	were	to	use	the	amended	version,	then	Gilardino	requested	that	his	name	

be	removed	as	the	editor	of	the	work.	He	goes	on	to	say	that	Bèrben	suggested	Farquhar	

was	being	overly	prescriptive	and	inflexible	with	his	editorial	requirements	and	did	not	

understand	 the	 role	 of	 the	 editor	 (Gilardino)	 or	 the	 added	 expense	 of	 having	 to	 re-

engrave	the	music.	Apparently	a	similar,	but	less	serious	event	occurred	in	regard	to	the	

earlier	editing	and	publishing	of	Five	Scenes	which	required	a	 second	engraving	 to	be	

undertaken,	therefore	the	publisher	was	feeling	less	disposed	towards	Farquhar	when	it	

came	to	Ostinato,	Capriccio,	Epilogo.63	

	

Subsequent	 correspondence	between	Farquhar	and	Gilardino	appeared	 to	 resolve	 the	

differences	 between	 them	and	Farquhar	 indeed	 apologised	 for	 the	misunderstanding,	

	
62	Ibid.	
63	Gilardino	to	Farquhar,	20	January	1975.	fMS-Papers-7564-1 



	 87	

and	asked	 that	 they	remain	 friends.	Gilardino	accepted	 this	and	offered	 to	reprint	 the	

work	with	Farquhar’s	requirements	once	the	initial	print	run	of	2000	copies	had	sold.	

Farquhar	also	offered	to	organise	a	guitar	masterclass	in	Wellington	for	Gilardino	if	he	

visited,	 and	 told	 him	 that	 Price	Milburn	Music	would	 be	 interested	 in	 being	 the	New	

Zealand	agency	for	Bèrben.	

	

However,	it	appears	that	none	of	the	above	occurred:	Ostinato,	Capriccio,	Epilogo	has	still	

not	 been	 reprinted,	 Gilardino	 did	 not	 visit	 New	 Zealand,	 and	 Price	 Milburn	 did	 not	

become	the	agency	for	Bèrben.	

	

Despite	 the	 apparent	 resolution	 of	 the	 matter,	 Farquhar	 still	 harboured	 some	

disappointment,	evidenced	in	other	correspondence	fourteen	years	later:	

	

You’ll	see	that	3	of	the	pieces	also	appear	in	the	Bèrben	Edition	but	the	editing	

by	Gilardino	is	unfortunately	rather	disastrous.64	

	

In	 June	 2019,	while	 recalling	 his	 association	with	David	 Farquhar,	 Angelo	 Gilardino’s	

position	had	mellowed	somewhat,	though	there	is	still	a	hint	of	reticence:	

	

It	has	been	a	pleasure	recalling	of	my	correspondence	with	David	Farquhar,	and	

I	am	grateful	 to	you	 for	having	given	me	such	an	occasion.	 I	approached	Mr.	

Farquhar	because	I	had	listened	–	I	can’t	remember	what	and	where	–	[to]	some	

of	his	music,	and	I	was	interested	to	make	deeper	my	knowledge	of	his	work.	I	

never	played	his	guitar	pieces.	This	does	not	mean	that	I	was	not	appreciating	

them	–	I	liked	them	indeed	–	but	felt	rather	insecure	about	some	techniques	he	

had	featured.65	

	
64	David	Farquhar	to	Matthew	Marshall,	2	January	1988.	MS-Papers-8488-07	
65	Angelo	Gilardino	to	Matthew	Marshall,	personal	communication,	16	June	2019.	
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Unsurprisingly,	 because	 of	 the	widely	 available	 Bèrben	 edition	 of	Ostinato,	 Capriccio,	

Epilogo,	 the	 other	 two	movements	 of	 the	 suite	 were	 less	 well-known	 and	 not	 easily	

available	unless	they	were	directly	requested	from	Farquhar.	Even	as	recently	as	1988,	

the	“missing”	movements	Prelude	and	Rondino	were	unfamiliar,	if	not	unknown	to	some:	

	

I	 am	 putting	 together	 an	 all-NZ	 programme	 for	 a	 tour	 next	 year.	 In	 this	

programme	 I	 wish	 to	 include	 your	 ‘Ostinato-Capriccio-Epilogo’.	 Do	 you	

remember	when	we	met	in	London	in	the	late	‘70s	that	you	went	over	the	music	

with	 me	 and	 marked	 in	 your	 fingering	 and	 phrasing	 which	 Gilardino	 had	

suppressed	 in	 the	 publication?	 Am	 I	 right	 in	 recalling	 also	 that	 you	 wrote	

another	movement	which	Gilardino	did	not	include?	If	so,	would	you	be	happy	

to	send	me	a	copy	of	 the	movement	please?	 I	would	prefer	 to	play	 the	work	

adhering	as	closely	as	possible	to	your	original	conception	of	it.66	

	

It	was	not	until	Suzanne	Court	edited	all	five	movements	of	the	Suite	for	publication	by	

Wai-te-ata	Music	Press	 in	1991	that	the	complete	work	became	available	publicly	 in	a	

definitive	edition	according	to	the	composer’s	wishes.			

	

While	writing	the	Suite	between	1965	and	1966	David	Farquhar	was	also	experimenting	

with	other	sketches	for	guitar,	and	in	December	1965	he	also	produced	a	miniature	for	

solo	guitar	titled	A	Little	March	for	Guitar,	the	title	page	of	which	is	inscribed	“for	Ron	–	

Xmas	 1965.”67	 Offered	 as	 a	 Christmas	 gift	 for	 Ronald	Burt,	 it	 is	 a	 very	 short,	melodic	

vignette	 of	 31	 bars	 duration.	 A	 separate	 pencil-written	 version	 of	 the	 piece	 appears	

amongst	a	collection	of	drafts	of	movements	for	the	Suite	and	other	unfinished	sketches	

	
66	Suzanne	Court	to	Farquhar,	3	June	1988.	MS-Papers-8488-07 
67	A	Little	March	for	Guitar	–	David	Farquhar.	Ronald	Burt	Papers.	MS-Papers-12169-15	
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of	guitar	pieces.68	The	musical	language	used	in	the	March	is	quite	different	from	the	Suite,	

therefore	 it	 is	 clear	 the	 two	 works	 were	 not	 intended	 to	 be	 related.	 However,	 the	

collection	 of	 unfinished	 sketches	 demonstrates	 that	 the	 guitar	 was	 very	 much	 in	

Farquhar’s	mind	during	the	period	1965-1966.	

	

It	is	not	known	if	A	Little	March	has	been	performed,	but	detailed	performance	fingerings	

are	 inscribed	 on	 the	 original	 manuscript	 held	 at	 the	 Alexander	 Turnbull	 Library.	 A	

photocopy	of	this	manuscript	in	the	Ronald	Burt	Papers	at	the	Library	has	a	handwritten	

note	affixed	dated	1994	from	David	Farquhar	to	Ronald	Burt	that	 implies	Burt,	nearly	

thirty	years	later,	was	still	interested	in	the	work	and	had	presumably	made	a	request	for	

a	copy	of	it	from	Farquhar:	

	

26	Aug	94	

Dear	Ron,	

Here	at	last	is	a	photocopy	of	the	Little	March.	Your	pencil	fingerings	not	always	

clear,	but	I	expect	you	can	re-construct	them!	

Thanks	–	David69	

	

Given	 the	relative	simplicity	of	A	Little	March,	 it	 is	 likely	 to	have	been	within	Ronald	

Burt’s	 technical	 ability	 to	play,	 and	along	with	 the	detailed	 fingerings	 inserted	 in	 the	

score	by	Burt,	 it	 is	possible	that	he	might	have	performed	it,	however	it	has	not	been	

established	whether	it	has	been	performed	publicly.	

	

The	year	1971	also	saw	David	Farquhar	write	An	Inch	to	the	Mile	for	guitar,	vibraphone	

and	drums	which	was	composed	as	the	soundtrack	to	the	New	Zealand	National	Film	Unit	

	
68	Guitar	Pieces	–	David	Farquhar.	David	Farquhar	Papers.	F-81-029-011.	
69	Farquhar	to	Burt,	26	August	1994.	MS-Papers-12169-15 



	 90	

documentary	of	 (almost)	 the	same	title	(An	Inch	to	a	Mile).	Directed	by	Paul	Maunder	

(known	for	directing	Sons	for	the	Return	Home,	Landfall	and	The	Sealhunters)	it	is	a	14-

minute	 film	 about	making	 topographical	maps	 in	New	Zealand.	 The	music	 is	 in	 three	

distinct	sections;	the	first	being	for	solo	guitar,	the	second	for	guitar	and	vibraphone,	and	

the	third	for	guitar,	vibraphone	and	drum	kit.		

	

The	score	and	parts	 to	 the	work	are	held	at	 the	Alexander	Turnbull	Library,	however	

research	for	this	study	revealed	that	the	parts	were	not	together	in	one	collection	at	the	

Library,	 instead	 split	 between	 the	 respective	 collections	 of	 Ronald	 Burt	 (MS-Papers-

12169-42)	and	David	Farquhar	(fMS-Papers-9247-24).	The	solo	guitar	part	is	held	in	the	

Ronald	 Burt	 collection	 and	 a	 draft	 pencil-written	 full	 score	 and	 separate	 parts	 for	

vibraphone	and	drums	is	held	in	the	David	Farquhar	collection.	

	

While	the	music	is	entirely	notated	for	each	instrument,	it	has	a	very	improvised	feel		and	

could	be	described	 as	having	 a	 jazz	 flavour	 to	 it.	 The	 guitar	writing	 also	 employs	 the	

parallel	chord	technique	that	is	a	characteristic	of	Farquhar’s	guitar	music.		However,	the	

work	is	complete	as	a	three-movement	composition	and	therefore	could	potentially	be	

performed	 as	 a	 stand-alone	 work.	 It	 is	 not	 clear	 who	 the	 performers	 were	 in	 the	

soundtrack	as	they	are	not	credited	in	the	film.	

	

4.3	Douglas	Lilburn’s	Seventeen	Pieces	1969-1970	

Written	 after	 Douglas	 Lilburn	 returned	 to	 New	 Zealand	 from	 a	 three-month	 trip	 to	

Canada	 and	 Europe	 in	 1969	 to	 study	 developments	 in	 electroacoustic	 music,	 his	

collection	 of	miniatures	 Seventeen	 Pieces	 for	 Guitar	were	 significant	 for	 a	 number	 of	

reasons.	Firstly,	 they	were	written	during	a	 time	when	he	was	beginning	 to	dedicate	
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himself	almost	entirely	to	the	electroacoustic	medium	–	a	fourteen-year	period	lasting	

from	1966	to	1980.	They	are	amongst	 the	 last	works	Lilburn	composed	 for	standard	

instruments	until	he	returned	to	it	after	1980.	

	

Secondly,	despite	the	fact	that	many	of	the	pieces	are	very	short	–	some	are	less	than	a	

minute	in	duration	–	collectively,	the	set	makes	a	substantial	contribution	to	the	guitar’s	

repertoire.	In	total	there	is	approximately	24	minutes	of	music	contained	in	the	set	and	

to	have	performed	the	entire	set	at	that	time,	would	have	challenged	most	professional	

guitarists.	However,	the	advantage	was	that	“The	pieces	do	not	form	a	sequence	and	may	

be	performed	in	any	grouping”	(Lilburn,	1975).		

	

Except	 for	 Canzona	 –	 The	 Flowers	 of	 the	 Sea	 (discussed	 in	 Chapter	 3),	 they	 were	

composed	over	a	two-year	period	in	1969	&	1970	with	the	whole	collection	dedicated	

to	Ronald	Burt.	Milton	Parker	related	that	over	a	period	of	time	Burt	would	find	sheets	

of	manuscript	paper	stuffed	 into	his	 letterbox	consisting	of	sketches	of	 the	Seventeen	

Pieces	 as	 Lilburn	 was	 progressively	 composing	 them	 (Lilburn	 and	 Burt	 lived	 within	

walking	distance	of	each	other’s	homes	in	Wellington).70	

	

While	the	collection	consists	of	seventeen	pieces	in	total,	Lilburn	did,	in	fact	write	more	

than	this	–	possibly	an	additional	two	or	three	guitar	pieces.	However,	when	asked	about	

these,	 Lilburn	 indicated	 that	 he	 did	 not	 feel	 they	 were	 worthy	 of	 including	 in	 the	

	
70	Milton	Parker	interview,	15	September	2018.	
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collection	as	they	were	of	inferior	quality.	He	was	also	very	specific	in	saying	that	he	did	

not	wish	for	them	to	be	performed	by	anybody.71	

	

As	 mentioned	 in	 Chapter	 3	 the	 German	 guitarist	 Siegfried	 Behrend	 took	 a	 liking	 to	

Lilburn’s	guitar	music	after	meeting	Ronald	Burt	and	David	Farquhar	at	the	latter’s	home	

following	 Behrend’s	 recital	 in	 Wellington	 in	 July	 1971.	 At	 this	 meeting	 Burt	 gave	

Behrend	a	copy	of	Seventeen	Pieces	which	he	immediately	offered	to	promote	in	Europe	

and	 to	 publish	 them.72	 He	 subsequently	 taught	 the	 pieces	 to	 his	 students	 in	 Berlin,	

including	to	New	Zealand	guitarist	Peter	McAven,	and	German	guitarist	Martin	Krüger	

who	later	included	them	in	his	concert	programmes	in	Europe.	

	

Prior	 to	 Behrend	 receiving	 the	 pieces,	 Lilburn	 had	 already	 pursued	 opportunities	 to	

publish	them	when	he	offered	them	to	Faber	Music	in	London	in	February	1971.	At	the	

time,	 Faber’s	 Production	 Director	 was	 New	 Zealander	 Roderick	 Biss	 who	 was	 very	

supportive	of	the	idea,	and	British	composer	John	Duarte	(1919-2004)	was	their	guitar	

editor.	Lilburn	told	Behrend	in	November	1971	that	he	had	offered	the	pieces	to	Faber	

but	they	had	not	replied	and	that	“…their	publishing	schedule	is	booked	for	18	months	

ahead!”	thus	he	went	on	to	say	“If	you	think	them	worth	the	attention	of	a	publisher,	I’d	

be	grateful.”73	

	

Unfortunately	 for	Lilburn,	 in	March	1972	Faber	 turned	down	 the	 request	 to	publish,	

saying	

	
71	Douglas	Lilburn	to	Matthew	Marshall,	personal	communication,	September	1994.	It	is	possible	that	
Lento	for	solo	guitar	(1962)	is	included	here,	as	well	as	other	pieces	by	Lilburn	that	were	recorded	by	
Gunter	Herbig	and	released	by	NAXOS	(8572185)	in	2009.	
72	Behrend	to	Lilburn,	26	January	1972.	MS-Papers-2483-040. 
73	Lilburn	to	Behrend,	8	November	1971.	Ibid.	
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“…	the	pieces	do	not	fit	into	our	catalogue	at	present…	they	fall	halfway	between	

easy	 teaching	 pieces	 and	 concert	 pieces,	 and	 this	 lands	 us	 with	 difficult	

problems	over	print	orders	and	pricing	etc.”74		

	

Lilburn	 then	allowed	Behrend	 to	pursue	publishing	opportunities,	 saying	 “If	 you	still	

have	some	affection	for	these	pieces	and	some	concern	to	promote	them,	I’d	be	glad	to	

hear.”75	

	

However,	in	July	1974	Lilburn	was	prompted	to	write	a	somewhat	curt	letter	to	Behrend	

after	not	hearing	 from	him	 for	over	a	year.	By	 this	 time	Roderick	Biss	 (previously	of	

Faber	Music)	had	returned	to	New	Zealand	and	together	with	Peter	Zwartz	expanded	

the	publishing	programme	of	Price	Milburn	Music	in	Wellington.	Lilburn	requested	an	

urgent	 reply	 from	 Behrend	 regarding	 progress	 on	 publishing	 both	 Sings	 Harry	

(Behrend’s	 arrangement	 for	 baritone	 &	 guitar)	 and	 Seventeen	 Pieces	 in	 Germany,	

otherwise	“…I	shall	feel	free	to	arrange	publication	of	these	works	with	Price	Milburn.”76	

	

Behrend	replied	in	August	1974	apologising	for	the	delay	(he	had	apparently	been	on	

tour	for	twelve	months)	and	saying	that	Sings	Harry	was	ready	for	publishing	and	that	

he	had	offered	Seventeen	Pieces	 to	Preissler	Verlag,	Munich	but	was	still	waiting	for	a	

reply	from	them.77	

	

	
74	Lilburn	to	Behrend,	quoting	Faber	Music,	15	March	1972.	Ibid.	
75	Ibid.	
76	Lilburn	to	Behrend,	27	July	1974.	Ibid. 
77	Behrend	to	Lilburn,	26	August	1974.	Ibid.	
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In	April	1975	Lilburn	wrote	to	Behrend	telling	him	that	he	had	had	an	offer	from	Novello	

&	Co	to	publish	Seventeen	Pieces	but	that	he	was	instead	committing	to	Price	Milburn	

Music	as	his	publisher.	He	also	stated	that	“…a	good	guitarist	here	wrote	to	me	to	say	

there	was	a	market	here	for	my	pieces,	and	offering	to	edit	them.”78	The	guitarist	was	

Milton	Parker	and	the	following	month	Parker	and	Lilburn	began	editing	the	pieces	and	

submitted	them	to	Price	Milburn	on	27	May.	In	November	1975	Seventeen	Pieces	was	

finally	published.		

	

In	 March	 1976	 Behrend	 wrote	 to	 Price	 Milburn	 thanking	 them	 for	 sending	

complimentary	copies	of	the	pieces	to	him	(at	Lilburn’s	request).	He	also	states	that	he	

will	add	them	to	his	repertoire	and	perform	and	record	them	and	asks	to	purchase	ten	

further	copies	to	work	on	them	with	his	students.79	

	

Fourteen	of	the	Seventeen	Pieces	received	their	first	recording	by	Milton	Parker	in	1976	

and	were	released	by	Kiwi	Records	in	1977	on	the	LP	Sings	Harry	(SLD-47).	Parker	does	

not	recall	why	all	seventeen	were	not	recorded	at	the	time,	but	he	suspects	it	might	have	

been	because	their	total	duration	may	have	prevented	them	fitting	on	the	LP	with	the	

other	repertoire.80	

	

Seventeen	Pieces	was	first	recorded	in	its	entirety	by	Matthew	Marshall	on	5	September	

1995	in	a	studio	recording	for	Radio	New	Zealand	and	broadcast	on	multiple	occasions	

since	then.	This	recording	was	subsequently	released	on	the	album	Fragments	in	2020	

	
78	Lilburn	to	Behrend,	16	April	1975.	Ibid.	
79	Behrend	to	Price	Milburn	Music,	n.d.	received	17	March	1976.	Ibid.	
80	Milton	Parker,	personal	communication,	11	May	2019. 
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(Rattle	 RAT-D097).	 The	 pieces	 were	 also	 recorded	 by	 Gunter	 Herbig	 on	 the	 album	

Prospero	Dreaming	released	in	2009	(NAXOS	8572185).	

	

It	is	believed	that	Siegfried	Behrend	never	recorded	Seventeen	Pieces	despite	his	early	

intention	to	do	so.	

	

4.4	Lost	opportunities?	

With	the	benefit	of	hindsight,	it	could	be	suggested	that	both	Lilburn	and	Farquhar	may	

have	missed	out	on	a	number	of	opportunities	that	could	have	enabled	their	early	guitar	

works	to	reach	a	wider	international	audience	than	they	did.	

	

For	 Farquhar,	 had	 Angelo	 Gilardino	 performed	 and/or	 recorded	Ostinato,	 Capriccio,	

Epilogo	 and	Five	 Scenes	 as	 he	 had	 intended,	 the	 pieces	might	 have	 been	heard	more	

widely,	particularly	in	Europe.	The	pieces	were	never	reprinted	after	the	initial	print	run	

of	2000	copies,	suggesting	demand	was	not	sufficient.	A	recording	of	the	works	at	the	

time	they	were	published	may	have	made	a	difference	to	their	reach	and	therefore	sales.	

	

Given	 his	 international	 reputation	 at	 the	 time,	 the	 fact	 that	 Siegfried	 Behrend	 never	

recorded	Lilburn’s	Seventeen	Pieces	despite	his	intention	to	do	so	is	a	particular	shame.	

From	1966	to	1988	Behrend	was	one	of	the	few	guitarists	on	Deutsche	Grammophon’s	

roster	 (and	until	 1985	he	was	 the	only	 guitarist)	 and	during	 this	 period	he	 released	

approximately	 twenty	LPs	 for	 the	 label.	A	 recording	of	Seventeen	Pieces	 on	Deutsche	

Grammophon	 in	 the	mid	 1970s	would	 have	 been	 internationally	 significant	 for	New	

Zealand	guitar	music	(and	perhaps	New	Zealand	music	in	general).	
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Had	Lilburn	accepted	 the	publishing	offer	 from	Novello	&	Co.	 for	Seventeen	Pieces	 in	

1975	 it	may	well	 have	provided	his	 guitar	music	with	 greater	worldwide	 circulation	

along	 with	 the	 benefit	 of	 an	 internationally	 recognised	 publishing	 house	 than	 was	

possible	from	New	Zealand.	Lilburn’s	decision	to	publish	with	Price	Milburn	was,	in	part	

a	reflection	of	his	loyalty	to	a	New	Zealand-based	venture	which	cannot	be	underrated	

nor	should	aspersions	be	cast	on	either	Lilburn	or	Price	Milburn	for	this	decision.	On	the	

other	hand,	 it	could	be	a	reflection	of	being	disappointed	by	other	publishers	(Faber,	

Preissler,	 Novello)	 and	 therefore	 the	 decision	 to	 publish	 with	 Price	 Milburn	 was	

something	that	may	also	have	provided	more	certainty	and	security	as	well	as	being	less	

complicated.	In	a	sense	Lilburn	and	Price	Milburn	were	pioneers	navigating	uncharted	

territory	and	the	impact	it	had,	if	not	internationally,	at	least	on	the	New	Zealand	music	

environment,	was	significant	and	important.	

	

4.5	Guitar	works	composed	1965-1971	

A	Little	March	for	Guitar	–	David	Farquhar	(1965)	

Suite	for	Guitar	–	David	Farquhar	(1965/1966)	

Seventeen	Pieces	–	Douglas	Lilburn	(1969-1970)	

Five	Scenes	–	David	Farquhar	(1971)	

An	Inch	to	the	Mile	(guitar,	vibraphone,	drums)	–	David	Farquhar	(1971)	
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4.6	Summary	

In	outlining	recognised	New	Zealand	guitar	works	written	up	to	1971	it	can	be	seen	that	

the	repertoire	consisted	of	just	four	significant	works:	Douglas	Lilburn’s	Sings	Harry	and	

Seventeen	 Pieces	 and	 David	 Farquhar’s	 Suite	 and	 Five	 Scenes,	 plus	 a	 handful	 of	 short	

miniatures,	miscellaneous	sketches	and	short	film	scores.		

	

This	is	mostly	a	reflection	of	the	lack	of	guitarists	in	New	Zealand	during	this	period	and	

also	because	composition	for	the	instrument	was	still	in	an	embryonic	stage.	By	1971,	the	

ability	for	students	to	begin	studying	guitar	at	tertiary	level	in	New	Zealand	was	still	some	

time	away	so	there	were	no	formal	programmes	available	or	structured	environments	in	

which	to	encourage	aspiring	guitarists	–	and	therefore	to	inspire	composers	to	write	for	

the	instrument.	Interestingly	this	mirrors	Segovia’s	description	of	the	state	of	the	guitar	

in	nineteenth-century	Europe,	as	described	in	Chapter	2.	

	

Although	 the	 quantity	 of	 compositions	 was	 small,	 the	 work	 of	 Ronald	 Burt	 in	

collaboration	with	David	Farquhar	and	Douglas	Lilburn	established	a	firm	foundation	for	

composition	for	the	guitar	in	New	Zealand	and	produced	works	of	substance	and	quality	

that	received	some	international	recognition.	 	This	created	opportunities	 for	others	to	

build	their	careers	on	and	forge	a	direction	for	the	development	of	guitar	composition	in	

New	Zealand	that	although	having	its	origins	in	the	European	tradition,	was	developing	

its	own	unique	aspects	and	distinctive	qualities.	

The	 next	 phase	 of	 guitar	 composition	 in	 New	 Zealand	 (1971-1989)	 built	 upon	 and	

extended	the	work	of	Lilburn	and	Farquhar	and	through	the	direct	influence	of	Ronald	

Burt	 as	 one	 of	 the	 first	 teachers	 of	 guitar	 at	 tertiary	 level	 in	 New	 Zealand	 (Victoria	

University	 of	 Wellington	 1975,	 and	Wellington	 Polytechnic	 Conservatorium	 of	 Music	
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1976-1990).		This	first	generation	of	New	Zealand	guitarists	emerging	from	university-

level	 study	 encouraged	 other	 composers	 to	write	 for	 the	 guitar	 (John	 Ritchie,	 Gillian	

Whitehead,	Philip	Norman,	as	well	as	more	from	Farquhar	among	others),	and	created	a	

strong	platform	from	which	the	modern	New	Zealand	guitar	repertoire	emerged	from	

1990	to	the	present	day.	
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5.0	Creating	a	movement	or	building	a	bandwagon?	1972-1989		

If	you	see	a	bandwagon,	it’s	too	late	–	James	Goldsmith	

	

The	1970s	and	1980s	saw	a	number	of	key	developments	across	the	classical	guitar	scene	

in	New	Zealand	that	collectively	contributed	to	the	expansion	of	repertoire	written	for	

the	 instrument	 by	 New	 Zealand	 composers.	 This	 led	 to	 a	 significant	 increase	 in	 the	

quantity	of	music	written	during	the	1990s.		

	

As	 discussed	 in	 the	 previous	 chapter,	 the	 work	 of	 Ronald	 Burt,	 David	 Farquhar	 and	

Douglas	 Lilburn	 set	 the	 scene	 for	 a	 more	 organised	 growth	 in	 activity	 in	 the	 1970s,	

particularly	 in	 the	 Wellington	 region	 (although	 it	 was	 by	 no	 means	 limited	 to	 this	

location).	This	growth	included	the	emergence	of	the	first	generation	of	New	Zealand-

born	or	New	Zealand-resident	professional	classical	guitar	performers	and	teachers	and	

the	inclusion	of	the	guitar	as	an	instrument	to	study	at	tertiary	institutions.	An	increase	

in	activity	of	local	classical	guitar	societies,	the	formation	of	the	New	Zealand	Federation	

of	Classical	Guitar	Societies	(NZFCGS)	and	a	rise	in	the	number	of	international	touring	

artists	 also	 contributed.	 Finally,	 the	organising	of	 the	 annual	Classical	Guitar	 Summer	

Schools	which	facilitated	coordinated	gatherings	of	guitarists,	composers	and	musicians	

on	a	national	scale	with	 input	and	 influence	 from	international	guitarists	enabled	and	

encouraged	greater	activity.	 In	addition	 to	David	Farquhar’s	 significant	outputs	 in	 the	

1970s,	 these	 developments	 collectively	 led	 to	 the	 advent	 of	 the	 next	 generation	 of	

recognised	 New	 Zealand	 composers	 to	 take	 up	 the	 guitar	 as	 an	 option	 to	 write	 for	

between	1972-1988.	This	included	(in	chronological	order	of	first	guitar	work	written)	

Christopher	Norton	(1976),	Kenneth	Young	(1978),	Gillian	Whitehead	(1979),	Michael	
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Calvert	(1979),	Philip	Norman	(1981),	John	Ritchie	(1985),	Bruce	Crossman	(1985),	Chris	

Cree	Brown	(1986),	Michael	McCleary	(1987)	and	Anthony	Ritchie	(1988).		

	

This	chapter	briefly	outlines	the	events	that	led	to	the	expansion	of	repertoire	during	the	

1970s	and	1980s	as	well	as	each	of	the	abovementioned	composers	beginning	to	write	

for	the	guitar	and	the	circumstances	surrounding	it.	

	

	5.1	David	Farquhar	

The	eleven-year	period	from	1972	to	1983	were	David	Farquhar’s	most	productive	for	

the	guitar	with	seven	works	composed	for	it	in	combinations	with	other	instruments.	This	

included	Duet	 for	harmonica	or	violin	and	guitar	 (written	 for	his	 son,	 Julian,	with	 the	

violin	version	written	for	Gavin	Saunders),	Duet	for	sitar	and	guitar,	both	from	1972	and	

Ach	Ya	Chabibi,	also	for	violin	and	guitar	(also	for	Gavin	Saunders)	from	1973.	The	Duet	

for	 sitar	 and	 guitar	 is	 the	 only	 one	 of	 these	works	 that	 received	 an	 official	 premiere	

performance	which	occurred	on	9	March	1974	at	 the	Sonic	Circus	 in	Wellington	with	

Ronald	Burt	on	guitar	and	Farquhar	playing	sitar.	

	

The	next	guitar	work	that	Farquhar	composed	was	the	short	chamber	work	For	Harry	for	

viola,	 guitar	 and	 double	 bass	 in	 1977.	 Commissioned	 by	 and	 dedicated	 to	Wellington	

music	 educator	 Harry	 Botham81,	 it	 is	 a	 very	 short	 work	 (2¾	 minutes	 is	 specifically	

marked	 on	 the	 cover	 page	 of	 the	 score)	 and	 was	 written	 for	 a	 gathering	 of	 violists,	

guitarists	 and	 bassists	 at	 Harry	 Botham’s	 home	 in	 Hataitai,	Wellington	 on	 23	 August	

1977.	It	was	performed	there	by	Gavin	Saunders	(viola),	Ronald	Burt	(guitar)	and	Dale	

	
81	Harry	Botham	(1908-1988)	was	a	bass	player	and	music	educator	who	was	instrumental	in	the	founding	
of	the	Conservatorium	of	Music	at	Wellington	Polytechnic	in	1975	(later	merging	with	Massey	University	
in	1999).	He	was	Principal	Bass	with	the	New	Zealand	Symphony	Orchestra	1960-1964	(Tonks,	1996).	
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Gold	 (bass)	with	 a	 facsimile	 score	 later	published	by	 the	Double	Bass	 Society	 of	New	

Zealand.		

	

Four	Socratic	Dialogues	for	two	guitars	followed	in	1978.	Originally	titled	Four	Platonic	

Dialogues,	it	was	first	performed	by	the	Wellington	Guitar	Duo,	Edrick	Corban-Banks	and	

Milton	Parker	in	Wellington	on	31	March	1980.	Consisting	of	four	movements,	Prelude,	

Capriccio,	Ground,	Blues,	 it	 is	deliberately	written	with	one	easy	part	–	the	assumption	

being	that	it	would	enable	a	student	to	play	the	easy	part	while	their	teacher	played	the	

more	 complex	 part.	 It	 is	 not	 stated	 on	 the	manuscript	 to	 whom	 the	 work	 is	 written	

however,	Edrick	Corban-Banks	believes	the	work	may	have	been	written	for	Ronald	Burt	

but	with	the	easy	part	written	for	Burt	to	play.82	

	

In	January	1979	the	Wellington	Classical	Guitar	Society	hosted	the	Third	Annual	NZFCGS	

Summer	School	held	 in	Waikanae.	The	 international	act	 for	 this	event	was	 the	Omega	

Guitar	Quartet	 from	London	(Gilbert	Biberian,	Bernard	Watson,	 John	Taylor	and	Colin	

Downs)	who	taught	at	the	Summer	School	1-11	January	and	then	gave	a	six-concert	tour	

of	New	Zealand.	The	previous	year,	David	Farquhar	had	met	members	of	the	quartet	in	

London	 and	 they	 discussed	 the	 possibility	 of	 Farquhar	 writing	 something	 for	 them.	

Knowing	that	the	Quartet	would	be	visiting	New	Zealand,	David	Farquhar	composed	his	

innovative	 and	 significant	 work	 Exchanges	 for	 Guitar	 Quartet,	 completing	 it	 in	 early	

January	1979.	The	premiere	performance	was	given	by	the	Omega	Quartet	in	the	Concert	

Chamber	of	 the	Wellington	Town	Hall	on	31	 January	1979.	The	Quartet	 subsequently	

	
82	Edrick	Corban-Banks	to	Matthew	Marshall,	personal	correspondence,	18	August	2019.	
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performed	the	work	multiple	times	in	the	United	Kingdom,	including	at	Wigmore	Hall	in	

London	on	9	November	1980	(with	Gilbert	Biberian	replaced	by	Forbes	Henderson).		

	
Figure	19.	Poster	advertising	the	Omega	Guitar	Quartet’s	concert	in	Wellington	on	31	January	
1979.	 The	 stamp	 in	 red	 shows	 the	 late	 inclusion	 of	 David	 Farquhar’s	 Exchanges	 in	 the	
programme.	NZFCGS	Archive.	
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In	preparation	for	the	Wigmore	Hall	performance,	David	Farquhar	wrote	the	following	

programme	 note	 which	 describes	 the	 nature	 of	 the	 work	 and	 the	 circumstances	

surrounding	its	creation:	

	

Exchanges,	as	the	title	indicates,	is	based	on	the	idea	of	material	being	shared	

among	the	four	players.	This	sharing	takes	place	in	two	main	ways.	The	first	

of	these	involves	the	travelling	of	musical	ideas	in	space	–	with	the	players	as	

widely	separated	as	performance	and	concert-hall	conditions	will	allow.	The	

second	 aspect	 involves	 transformations	 and	 contrasts	 of	 colour:	

ponticello/naturale,	plucked/strummed.	The	work	is	in	a	single	movement	of	

several	contrasting	sections	and	lasts	about	8	minutes.	Exchanges	was	written	

for	the	Omega	Quartet	and	completed	early	in	January	1979	while	they	were	

making	a	New	Zealand	tour.	 In	the	midst	of	other	commitments,	 they	were	

able	to	rehearse	the	work	and	to	give	the	first	performance	at	the	Wellington	

Concert	Chamber	on	31	January,	1979.83	

	

Reviews	of	the	work	were	very	positive:	

	

The	newest	of	the	new	works	was	“Exchanges”	by	the	Wellington	composer	

David	Farquhar.	 It	was	written	 just	 four	weeks	ago	 for	 the	Omega	Quartet.	

Restrained,	 the	music	exactly	caught	the	character	of	 the	 instruments,	each	

note	evocative	and	eloquent	(Jensen,	1979).	

	

David	 Farquhar’s	 “Exchanges”	 (composed	 last	 year	 for	 the	 OGQ)	 is	 also	 a	

highly	 inventive	piece	and	makes	 stringent	but	 rewarding	demands	on	 the	

players	which	were	handsomely	met	(Guitar,	December	1980).	

	

	
83	David	Farquhar	to	Bernard	Watson,	personal	correspondence,	15	September	1980.	f-81-029-232.	
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Figure	20.	Cover	of	 the	programme	of	 the	Omega	Guitar	Quartet’s	Wigmore	Hall	
performance	 that	 featured	 the	UK	premiere	of	David	Farquhar’s	Exchanges.	 f-81-
029-232.	
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Figure	21.	Programme	of	the	Omega	Guitar	Quartet’s	Wigmore	Hall	performance	that	
featured	the	UK	premiere	of	David	Farquhar’s	Exchanges.	f-81-029-232.	
	

	
	
The	 final	 guitar	work	 that	David	Farquhar	 composed	during	 this	period	was	his	 song	

cycle	Swan	Songs	for	baritone	or	mezzo	soprano	and	guitar	in	1983.	The	work	consists	of	

seven	 songs	 that	meld	 traditional	 poetry,	 arrangements	 of	music	 by	Orlando	Gibbons	
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(1583-1625),	original	words	and	music	by	David	Farquhar	as	well	as	translations	from	

Carmina	Burana	by	New	Zealand	poet	Fleur	Adcock	(b.	1934).	

	

Written	 for	New	Zealand	baritone	Michael	Leighton-Jones	 and	English	guitarist	 Julian	

Byzantine,	the	song	cycle	was	first	performed	on	a	tour	of	Australia	in	1983.	The	first	New	

Zealand	performance	 took	 place	 at	 Symphony	House,	Wellington,	 on	 1	April	 1984	by	

Flora	Edwards	(mezzo	soprano)	and	Michael	Calvert	(guitar).	

	

5.2	The	next	wave	

The	years	1976-1988	saw	several	New	Zealand	composers	begin	writing	for	the	guitar.	

In	 1976	 Christopher	 Norton’s	 (b.	 1953)	 Prelude	 and	 Tango	 for	 solo	 guitar	 won	 the	

Hamilton	Classical	Guitar	Society’s	Composition	Prize	in	their	annual	competition.	It	was	

premiered	 by	 Milton	 Parker	 in	 Hamilton	 on	 18	 September	 1976.	 This	 was	 shortly	

followed	by	Harry’s	Rag	which	was	also	premiered	by	Parker	in	Wellington	on	10	October	

1976.	Both	works	were	subsequently	published	in	Guitar	Aotearoa	in	1991	by	Pro	Arte	

Publications,	edited	by	Suzanne	Court	and	Milton	Parker.	Harry’s	Rag	was	recorded	for	

Radio	 New	 Zealand	 in	 1993	 by	 Matthew	Marshall	 and	 subsequently	 released	 on	 the	

album	Fragments	in	2020	(Rattle	RAT-D097).	

	

Kenneth	Young	(b.	1955)	wrote	his	first	guitar	work	in	1978.	His	three-movement	Suite	

for	violin	and	guitar	was	written	for	and	dedicated	to	Nelson-based	Miles	and	Margaret	

Jackson	(Duo	Jackson)	who	performed	it	on	numerous	occasions	in	their	tours	at	the	time.	

Suite	 was	 subsequently	 published	 by	 Hatchet	Music	 Ltd	 in	 2018	 (edited	 by	Matthew	

Marshall	and	Tessa	Petersen)	and	recorded	by	Tessa	Petersen	and	Matthew	Marshall	for	

release	on	the	album	Brighter	Than	Blue	(Rattle	RAT-D108)	in	2020.	This	was	followed	
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by	 his	 three-movement	 Sonatine	 for	 solo	 guitar	 in	 1981	 which	 was	 written	 for	 and	

dedicated	 to	 Edrick	 Corban-Banks	 and	 published	 by	Wai-te-ata	Music	 Press	 in	 1991,	

edited	by	Suzanne	Court.	

	

	
Figure	 22.	 Edrick	 Corban-Banks	 and	 Kenneth	 Young	 discussing	 Young’s	 Sonatine	 c.1981.	
Image	courtesy	Edrick	Corban-Banks.	

	

Celebrated	 composer	 Dame	 Gillian	 Whitehead	 (b.	 1941)	 wrote	 her	 guitar	 work	 For	

Timothy	in	1979.	It	is	a	four-movement	piece,	dedicated	to	Timothy	Fox	on	the	occasion	

of	his	bar	mitzvah.	The	middle	two	movements	are	based	on	two	folksongs:	Binnorie,	O	

Binnorie	from	Scotland,	and	Buy	Broom	Buzems	from	Northumbria.	They	are	preceded	by	

a	Prelude	which	is	repeated	afterwards	as	a	Postlude.		

	

One	 of	 the	 few	 guitarist/composers	 to	 have	 made	 a	 significant	 contribution	 to	 New	

Zealand	music	is	New	York-based	Michael	Calvert	(b.	1952).	Calvert	studied	guitar	with	

John	Mills	and	David	Starobin,	lute	with	Robert	Barto,	Nigel	North	and	Paul	O’Dette	and	
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composition	with	Milton	Babbit,	Robert	Starer	and	Gillian	Bibby.	He	also	worked	briefly	

with	Ronald	Burt	at	Wellington	Polytechnic	 in	 the	mid-1970s.	With	more	than	twenty	

works	to	his	credit,	he	is	to	date	the	most	prolific	composer	of	guitar	music	by	any	New	

Zealand	composer.	Between	1979	and	1989	he	composed	a	total	of	ten	significant	works,	

beginning	with	his	Variations	for	solo	guitar	in	1979,	which	English	guitarist	John	Mills	

describes	 as	 “…a	 profound	work	 of	 great	 quality”84	 followed	 by	 a	 variety	 of	 chamber	

works	with	guitar,	a	song	cycle	and	works	for	solo	guitar,	two	guitars	and	four	guitars.	

Refer	 to	 Appendix	 B	 for	 a	 complete	 list	 of	 Michael	 Calvert’s	 works	 and	 performance	

information.	

	

While	not	a	professional	performer	on	the	guitar,	Philip	Norman	(b.	1953)	did	learn	to	

play	the	instrument	and	for	a	period	of	time	gave	guitar	lessons	while	he	was	a	student	

in	 Christchurch.85	 His	 first	 composition	 for	 the	 guitar	 was	 the	 six-movement	 Tense	

Melodies	 for	flute	and	guitar	written	in	1981.	The	material	for	the	work	was	originally	

written	as	incidental	music	for	theatre	productions	Death	of	a	Salesman	and	The	Revenge	

of	Badsky	in	Christchurch	and	then	collected	together	for	a	facsimile	publication	in	1981.	

Conceived	as	educational	pieces,	they	are	short	vignettes	that	have	a	folksong	quality	to	

them.	The	fact	that	Norman	can	play	the	guitar	is	evident	in	that	Tense	Melodies	is	well-

written	for	the	instrument,	uncomplicated	in	nature	and	takes	advantage	of	the	guitar’s	

natural	 sonorities	 using	 keys	 that	 allow	 the	 natural	 resonances	 of	 the	 instrument	 to	

project.	They	were	first	performed	publicly	by	Carol	Hohauser	and	Matthew	Marshall,	at	

the	Little	Theatre,	Feilding	on	16	September	1995	as	part	of	a	14-concert	national	tour	

for	Chamber	Music	New	Zealand.	Tense	Melodies	was	published	by	Hatchet	Music	Ltd	in	

	
84	John	Mills	to	Matthew	Marshall,	personal	correspondence,	23	April	2018.	
85	Philip	Norman	interview	30	January	2017.	
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2018	and	recorded	by	Carol	Hohauser	and	Matthew	Marshall,	on	the	album	Brighter	Than	

Blue,	released	in	2020	(Rattle	RAT-D108).	

	

John	 Ritchie	 (1921-2014)	 made	 a	 modest	 but	 important	 contribution	 to	 the	 guitar’s	

repertoire	with	a	total	of	five	works	written	during	the	period	1985-1994,	all	of	which	

were	 commissioned	 and	written	 for	 specific	 guitarists.	 His	 first	work,	Whimsies	 from	

1985	 consists	 of	 three	movements,	 each	 inspired	 by	 an	 excerpt	 from	 Shakespearean	

plays:	 Full	 Fathom	 Five	 from	 The	 Tempest;	 Tell	 me,	 where	 is	 Fancy	 bred?	 from	 The	

Merchant	of	Venice,	and	Blow,	Blow,	Thou	Winter	Wind	from	As	You	Like	It.	

		

It	 was	 commissioned	 by	 then	 Wellington-based	 guitarist	 Edrick	 Corban-Banks	 with	

funding	from	the	QEII	Arts	Council	and	first	performed	by	English	guitarist	John	Mills	in	

Wellington	 on	 3	 August	 1989,	 a	 performance	 that	 was	 recorded	 live	 by	 Radio	 New	

Zealand.	Whimsies	was	published	by	Wai-te-ata	Music	Press	in	1991,	edited	by	Suzanne	

Court	and	was	first	recorded	in	the	studio	by	Matthew	Marshall	on	19	June	1995,	also	for	

Radio	New	Zealand,	and	released	on	the	album	Fragments	 in	2020	(Rattle	RAT-D097).	

Corban-Banks	believes	this	may	have	been	the	first	time	a	New	Zealand	composer	was	

formally	commissioned	and	received	a	fee	for	composing	a	guitar	work.86	

	

Of	its	commission	and	writing,	Corban-Banks	states:	

I	 made	 an	 application	 to	 receive	 funding	 for	 a	 new	 commission	 from	 John	

Ritchie.		John	accepted	the	commission	and	so	came	the	three	Whimsies.		John	

and	I	collaborated	–	in	those	days	by	mail	and	phone.		John	was	one	of	the	most	

gracious	gentlemen	 I	have	known.	 I	was	overawed	at	having	a	person	of	his	

stature	to	write	for	me.		But	he	made	me	feel	as	though	I	was	the	one	doing	him	

	
86	Edrick	Corban-Banks	to	Matthew	Marshall,	personal	correspondence,	18	August	2019.	
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the	favour.	I	made	a	few	revisions	and	suggestions,	but	essentially	John	wrote	

the	Whimsies	to	its	final	form.87			

	

John	Ritchie’s	other	guitar	works	include	Dreamer	(1987)	for	guitar	and	string	quartet	

dedicated	 to	 Edrick	 and	 Clare	 Corban-Banks;	Album	 Leaves	 (1991)	 commissioned	 by	

Suzanne	Court	and	published	in	Guitar	Aotearoa;	Five	William	Blake	Songs	of	Innocence	

(1994)	 for	 tenor	 and	 guitar,	 commissioned	 by	 Tony	 Donaldson,	 and	 Two’s	 Company	

(1987/1994)	for	two	guitars,	harp	and	strings	(discussed	in	6.2.3).	

	

The	mid	to	late	1980s	also	saw	four	other	composers	commence	writing	for	the	guitar:	

Bruce	Crossman	(Timbres,	1985),	Chris	Cree	Brown	(Piece	 for	Flute	and	Guitar,	1986),	

Michael	McCleary	(Fantasy,	1987)	and	Anthony	Ritchie	(Rhapsody,	1988).	All	four	works	

were	written	for	specific	guitarists	or	on	commission	and	the	three	solo	pieces	of	the	four	

were	published	by	Wai-te-ata	Music	Press	in	1991,	edited	by	Suzanne	Court.	

	

5.3	The	rise	of	the	local	performer	

Up	to	1971,	performers	did	not	have	the	same	impact	on	composers	as	there	were	so	few	

of	them	in	New	Zealand.	Even	so,	as	discussed	in	chapters	3	and	4,	Antonio	Losada	and	

Ronald	Burt	 respectively	 broke	 new	 ground	 and	were	 influential	 in	 their	 time.	 A	 key	

factor	in	the	increase	in	the	quantity	of	guitar	music	during	the	years	1971-1989	was	the	

emergence	of	New	Zealand-born	or	 resident	 concert	guitarists	who	began	 influencing	

and	 actively	 exploring	 collaborations	 with	 composers.	 In	 the	 case	 of	 David	 Farquhar	

during	the	1970s	and	1980s,	it	was	with	Edrick	Corban-Banks	and	Milton	Parker	(plus	

the	Omega	Quartet	and	Julian	Byzantine	from	the	UK).	Parker	was	also	associated	with	

	
87	Ibid.	



	 111	

Christopher	 Norton.	 Edrick	 Corban-Banks	 was	 notable	 for	 his	 collaborations	 with	

Kenneth	 Young	 and	 John	 Ritchie.	 Of	 the	 composers	 that	 followed,	 Bruce	 Crossman,	

worked	with	guitarist	Christopher	McDonald;	Chris	Cree	Brown	worked	with	John	Mills,	

and	Michael	McCleary	and	Anthony	Ritchie	both	collaborated	with	Suzanne	Court.	

	

The	opportunity	to	study	classical	guitar	at	tertiary	level	in	New	Zealand	had	a	significant	

impact	on	the	emerging	of	the	performers	of	the	1970s	and	1980s.	The	effect	was	two-

fold:	firstly,	guitarists	received	high-level,	structured	training	to	assist	them	to	become	

professional	 performers,	 and	 secondly	 composers	 (both	 staff	 and	 students)	 were	

exposed	 to	 guitarists	 and	 vice-versa,	 which	 therefore	 provided	 opportunities	 for	

collaboration.	Table	1	contains	a	chronological	list	of	institutions	in	New	Zealand	where	

classical	guitar	is,	or	has	been	taught	at	tertiary	level.	

	
Guitarists	such	as	Suzanne	Court,	Michael	Calvert,	Milton	Parker,	Edrick	Corban-Banks,	

Mike	Wespel-Rose	and	Philip	Hii	were	amongst	the	first	New	Zealand	guitarists	to	study	

and/or	graduate	in	classical	guitar	performance	from	New	Zealand	tertiary	institutions	

during	 the	 1970s.	 They	 were	 also	 amongst	 the	 first	 guitarists	 to	 systematically	 and	

deliberately	work	to	create	a	repertoire	for	the	guitar	by	New	Zealand	composers	and	

were	actively	collaborating	with	composers	during	this	time	and	afterwards.	

	
Their	work	was		especially	influential	on	the	generation	of	New	Zealand	guitarists	in	the	

1990s	in	terms	of	being	role	models.	Their	actions	were	particularly	effective	in	shaping	

the	 direction	 of	 my	 own	 career.	 Corban-Banks	 explicitly	 stated	 that	 his	 reason	 for	

commissioning	important	New	Zealand	composers	to	write	for	the	guitar	was	to	continue	

the	tradition	established	by	Segovia	–	albeit	on	a	much	smaller	scale	–	and	to	also	enhance	

his	own	reputation	as	a	guitar	performer	by	collaborating	with	important	composers	and	
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other	 performers	 such	 as	 members	 of	 the	 New	 Zealand	 Symphony	 Orchestra.88	 This	

approach	was	not	dissimilar	to	my	own.	

Table	1.	Institutions	in	New	Zealand	where	the	classical	guitar	is,	or	has	been	taught	at	tertiary	level.	
Chronologically	listed	based	on	the	year	guitar	was	first	taught.	
Institution	 Year	first	taught		 Guitar	teachers	&	years	in	position	
Victoria	University	of	Wellington	 1971	 Len	Doran	(1971-1972)	

Ronald	Burt	(1972-1975)	
Karl	Herreshoff	(1976-1977)	
Mike	Wespel-Rose	(1978)	
Suzanne	Court	(1980-1981)	
William	Bower	(1982-2007)	
Matthew	Marshall	(2008-2010)	
Jane	Curry	(2011-2019)	
Owen	Moriarty	(2020-	)	

Wellington	Polytechnic/Massey	
University89	
	

1976	 Ronald	Burt	(1976-1989)	
Matthew	Marshall	(1991-2006,	2007-10)		
Gunter	Herbig	(2006-2007)	

University	of	Otago	 1982	 Suzanne	Court	(1982-2010)	
University	of	Canterbury	 1983	 Antonio	Losada	(1983-1989)	
Nelson	Polytechnic/Nelson	School	of	Music	 1986	 John	Mills	(1986-1988)	
University	of	Auckland	 1989	 Michel	Eliard	(1989-1990)	

Gunter	Herbig	(1991-2006	&	2010-2016)	
Federico	Quercia	(2007-2009)	
Barkin	Sertkaya	(2017-	)	

University	of	Waikato	 c.1995	 Katharina	Skandera	
Matthew	Marshall	(2020	-	)	

	
	

5.4	The	impact	of	visiting	international	guitarists	

The	influence	of	touring	performers	between	1962-1989	cannot	be	underestimated	for	

stimulating	interest	in	the	guitar	in	both	composers	and	performers	in	New	Zealand.	As	

well	 as	 inspiring	 local	 guitarists,	 composers	 and	 audiences,	 they	 provided	 important	

international	context,	new	ideas,	innovations	in	technique	and	teaching	approaches,	as	

well	 as	 new	 repertoire.	 Most	 usually	 took	 a	 particular	 interest	 in	 encouraging	 local	

composers	with	some	of	them	performing	works	in	New	Zealand	and	overseas.	

	
88	Edrick	Corban-Banks	to	Matthew	Marshall,	personal	correspondence,	19	August	2019.	
89	Wellington	Polytechnic	and	Massey	University	merged	in	1999.	In	2006	the	Conservatorium	of	Music	
(Massey	University)	and	the	School	of	Music	(Victoria	University)	merged	to	form	the	New	Zealand	School	
of	Music	(NZSM).	This	merger	de-coupled	in	2014	and	classical	and	jazz	music	performance	was	retained	
by	Victoria	University	while	Massey	University	pursued	a	commercial	music	pathway.	
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During	this	time,	the	novelty	of	a	visiting	guitarist	from	Europe	or	the	Americas	was	a	

particular	occasion.	Given	New	Zealand’s	relative	isolation	from	the	mainstream	classical	

music	touring	circuits,	both	geographical	and	economical/commercial,	the	visit	of	a	high	

profile	 classical	 guitarist	 garnered	 particular	 interest	 and	 enthusiasm	 from	 local	

guitarists	and	guitar	aficionados.	Such	visits	had	multiple	benefits	for	the	local	classical	

guitar	 scene,	 from	 providing	 exposure	 and	 access	 to	 new	 performers,	 repertoire	 and	

approaches	to	teaching	through	to	raising	the	profile	of	the	classical	guitar	amongst	the	

general	public	and	providing	affirmation	to	local	professional	guitarists	of	the	validity	of	

their	activities.90	Such	feedback	was	 important	 for	reinforcing	the	work	of	performers	

and	composers	in	these	early	days	of	the	classical	guitar	scene	in	New	Zealand.	

	

As	 discussed	 in	 Chapter	 3,	 Antonio	 Losada’s	 visit	 to	 New	 Zealand	 in	 1962	 inspired	

Douglas	Lilburn	 to	write	at	 least	 two	pieces	and	 laid	 the	 foundation	 for	his	Seventeen	

Pieces.	 Similarly,	Andrés	Segovia’s	visit	 in	1964	was	responsible	 for	a	number	of	New	

Zealanders	either	taking	up	the	guitar	or	being	encouraged	to	pursue	it	as	a	legitimate	

vocation	(Michael	Calvert	is	a	particular	example).	Siegfried	Behrend,	as	well	as	working	

with	 Lilburn,	 also	 inspired	 local	 performers,	 particularly	 Auckland	 guitarist	 Peter	

McAven	who	subsequently	moved	permanently	to	Germany	to	study	with	Behrend.	John	

Duarte	was	influential	on	the	development	of	Suzanne	Court	and	Edrick	Corban-Banks.	

	
Table	 2	 below,	 lists	 the	 visits	 to	New	 Zealand	 of	 key	 overseas	 professional	 guitarists	

between	1962	and	1989.	

	
90	Most	touring	artists	also	conducted	masterclasses	and/or	gave	private	lessons	to	students	in	the	regions	
they	visited,	in	part	to	make	the	tours	more	economically	worthwhile	as	well	as	offering	opportunities	for	
local	players	to	connect	more	directly	with	the	artists	and	vice	versa.	
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Table	2.	Key	international	touring	guitarists	who	performed	in	New	Zealand	1962-1989	in	chronological	order	
of	their	first	visit.	Artists	marked	with	an	asterisk	took	up	residency	in	New	Zealand	and	the	date	ranges	for	
these	residencies	are	given	in	italic.	
Artist	 Nationality/	

origin	
Date	 Notes	

Antonio	Losada*	 Spain	 1962,	1972,	1983-1989	 Also	visited	NZ	several	times	during	
the	1970s,	exact	dates	uncertain.	

Andres	Segovia	 Spain	 1964	 	

Jose	Luis	Gonzalez	 Spain	 1966	 	

Jean-Pierre	Jumez	 France	 1967	 Recorded	the	first	classical	guitar	
albums	to	be	released	in	New	
Zealand.	A	solo	LP,	Kiwi-SLD11	and	
three	EPs	Kiwi-EA137-139	with	
singer	Michel	Lavergne.	

Siegfried	Behrend	 Germany	 1968,	1971,	1977,	1985	 	

Emile	Bibobi*	 Belgium	 1970-1994	 	

Ernesto	Bitetti	 Argentina	 1972	 	

John	Duarte	 England	 1973,	1981	 First	visit	was	for	Wellington	
Polytechnic;	second	visit	for	summer	
school	in	Hawke’s	Bay.	

Oscar	Ghiglia	 Italy	 1973	 Brought	to	NZ	by	NZSO.	

Alirio	Diaz	 Venezuela	 1974	 Performed	in	Auckland,	Wellington	&	
Christchurch.	

Karl	Herreshoff*	 USA	 1975-1985	 	

John	Williams	 Australia/	
England	

1977,	1984,	2001	 Brought	to	NZ	by	NZSO,	Auckland	
Regional	Orchestra.	

Liona	Boyd	 Canada	 1978	 	

Julian	Bream	 England	 1979,	1983,	1986,	1989	 Brought	to	NZ	by	NZSO.	

Omega	Guitar	Quartet	 England	 1979	 NZFCGS	Summer	School	Waikanae.	

Theodore	Ross	&	
Wilhelm	Bruch	

Germany	 1980	 Toured	NZ	under	the	auspices	of	the	
Music	Federation.	

Alice	Artzt	 USA	 1980,	1988	 Brought	to	NZ	by	NZ	Festival	of	Arts	
in	1988.	

Vladimir	Mikulka	 Czechoslovakia	 1982	 NZFCGS	Summer	School	Timaru.	

Aguado	Duo	 England	 1982	 Peter	Batchelar	&	Kenneth	Heggie.	

John	Mills*	 England	 1983,	1984,	1985-1988,	
1989	

NZFCGS	Summer	Schools	in	Rotorua	
1983,	Nelson	1984,	Palmerston	
North	1987	&	1988.	

Sharon	Isbin	 USA	 1985	 NZFCGS	Summer	School	Palmerston	
North.	

Timothy	Kain	 Australia	 1986	 NZFCGS	Summer	School	Palmerston	
North.	

Petur	Jonasson	 Iceland	 1989	 NZFCGS	Summer	School	Auckland.	
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The	American	Baroque	lutenist,	classical	guitarist	and	composer	Karl	Herreshoff	(1941-

2006)	had	a	particularly	strong	influence	in	the	greater	Wellington	region	where	he	lived	

and	taught	for	approximately	ten	years	between	late	1975	and	1985.		

	

Herreshoff	began	studying	guitar	with	Harry	Alto	in	San	Francisco	in	1953	having	spent	

the	 previous	 six	 years	 learning	 piano	 from	 his	 grandmother.	 He	 later	 continued	 his	

education	in	New	York	with	lessons	in	composition	from	Isaac	Nemiroff	and	instruction	

in	Indian	classical	music	from	Ali	Akbar	Khan	(sarod),	Mahapurush	Mirsa	(tabla)	and	Ram	

Narayan	(saranghi).	He	made	a	number	of	recordings	in	USA	on	the	A	&	M	and	Harlequin	

labels	in	both	a	solo	capacity	and	as	a	founding	member	of	the	Paul	Winter	Consort.	As	a	

composer,	he	was	apparently	responsible	for	over	60	film	scores	(Rekas,	2006).		

	

After	arriving	in	New	Zealand,	Herreshoff	taught	at	a	number	of	summer	music	schools	

in	Kerikeri	(1976),	Wellington	(1976),	Auckland	(1977)	and	Palmerston,	Otago	(1978)	

and	toured	New	Zealand	extensively	as	a	soloist	performing	on	both	lute	and	classical	

guitar.	 He	 also	 recorded	 an	 LP	 called	The	 Troubadours	 in	 1976	with	 the	 early	music	

ensemble	of	the	same	name.91	Frequently	the	first	half	of	his	solo	concerts	consisted	of	

Baroque	repertoire	played	on	the	lute	and	the	second	half	was	on	guitar	with	Herreshoff	

including	a	number	of	his	own	compositions	and	 improvisations	which	he	 sometimes	

attributed	 to	 other	 composers.	 Herreshoff	 also	 pioneered	 the	 concept	 of	 the	 house	

concert	in	New	Zealand	–	a	medium	that	suited	the	guitar	very	well	that	was	immediately	

and	 enthusiastically	 embraced	 by	 guitarists	 and	 concert	 promoters	 nationwide.	 This	

	
91	 The	 Troubadours	 was	 a	 Wellington-based	 early	 music	 ensemble.	 In	 addition	 to	 Herreshoff,	 other	
members	included	Steve	Rosenberg,	Graham	Dellow,	Don	Moorhead,	Robert	Oliver	and	Briar	Goessi.	The	
LP	The	Troubadours	was	recorded	in	Wellington	in	1976	and	released	on	the	Tartar	label	(TRL-001),	an	
imprint	of	Reed	Pacific	Records	Ltd.	
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enabled	 the	 guitar	 to	 reach	 a	 much	 wider	 audience	 than	 may	 have	 otherwise	 been	

possible,	but	also	allowed	the	guitar	to	be	heard	widely	in	more	intimate	and	informal	

surroundings	rather	than	in	a	large	concert	hall.		

	

In	Wellington	Herreshoff	mentored	and	inspired	a	significant	number	of	the	emerging	

New	Zealand	professional	guitarists	of	 the	1970s.	This	 included	Milton	Parker,	Edrick	

Corban-Banks,	 Mike	 Wespel-Rose	 and	 Philip	 Hii.	 It	 was	 further	 reinforced	 when	

Herreshoff	was	appointed	guitar	tutor	at	Victoria	University	of	Wellington	in	1976	–	a	

position	he	held	for	less	than	two	years	due	to	him	frequently	being	away	on	tour.92	

	

Interestingly	 though,	 Herreshoff	 seems	 to	 have	 shown	 little	 interest	 in	 supporting	 or	

developing	composition	for	the	guitar	by	New	Zealand	composers,	and	there	does	not	

appear	to	be	any	evidence	of	him	working	with	Wellington	composers	such	as	Lilburn	or	

Farquhar,	instead	preferring	to	compose,	improvise	and	perform	his	own	music.	He	was,	

however,	very	supportive	of	local	guitar	makers	and	he	commissioned	and	purchased	a	

number	of	instruments	from	New	Zealand	luthiers	such	as	Ken	Thomson	and	Rex	Parker.	

	

Despite	 his	 apparent	 lack	 of	 interest	 in	 local	 composers,	 Herreshoff’s	 influence	 was	

significant	in	terms	of	those	whom	he	taught	and	the	career	trajectories	they	pursued.	

Both	Milton	Parker	and	Mike	Wespel-Rose	agree	that	Herreshoff’s	arrival	in	New	Zealand	

was	a	significant	occurrence	because	 it	was	the	 first	 time	 local	guitarists	were	able	 to	

work	at	close	quarters	with	someone	of	international	calibre	for	an	extended	period	of	

time,	 and	 someone	who	was	 the	 first	 real	 role	model	 as	 an	 internationally	 acclaimed	

	
92	Mike	Wespel-Rose	interview,	26	March	2018.	
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guitar	performer.93	This	enabled	guitarists	to	reach	higher	levels	as	performers	and	set	

them	on	pathways	that	were	previously	unavailable	to	them.	This	in	turn	enabled	them	

to	explore	new	and	complex	repertoire	and	gave	 them	confidence	 to	collaborate	with	

composers.		

	

	
Figure	23.	Left	to	right:	Karl	Herreshoff	(crouching),	Ken	Thomson,	Edrick	Corban-Banks	and	
Milton	Parker	outside	Herreshoff’s	home	 in	Wellington,	c.	1978.	They	are	holding	guitars	
built	by	Ken	Thomson.	Photograph	courtesy	Milton	Parker.	

	
	
	

Australian	guitarist	John	Williams	made	his	first	visit	to	New	Zealand	in	1977	under	the	

auspices	of	the	New	Zealand	Symphony	Orchestra.	He	performed	three	concerts	during	

that	 visit	 –	 in	 Auckland	 on	 19	 July	 playing	 Joaquin	 Rodrigo’s	 Concierto	 de	 Aranjuez	

	
93	Milton	Parker	interview	15	September	2018;	Mike	Wespel-Rose	interview	26	March	2018.	
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conducted	by	Michi	Inoue,	and	then	gave	two	solo	recitals	 in	Auckland	on	22	July	and	

Wellington	on	23	July.		

	

Williams	visited	New	Zealand	again	in	1984	and	performed	Concierto	de	Aranjuez	and	

Guitar	 Concerto	No.1,	Op.	 30	 by	Mauro	Giuliani	with	 the	Auckland	Regional	Orchestra	

(now	Auckland	 Philharmonia	Orchestra)	 conducted	 by	 John	Hopkins	 in	 the	 Auckland	

Town	Hall	on	9	November.	He	also	gave	a	televised	public	masterclass	which	featured	a	

number	 of	 professional	 and	 up-and-coming	 guitarists	 (including	 Suzanne	 Court	 and	

myself).	As	far	as	can	be	ascertained,	Williams	did	not	engage	with	local	composers	to	any	

notable	degree.	His	touring	schedules	could	be	just	a	few	days	in	length	so	there	would	

not	have	been	sufficient	time,	however	like	Karl	Herreshoff	and	others	who	preceded	him,	

he	provided	inspiration	and	indirect	encouragement	to	local	guitarists	who	went	on	to	

explore	collaboration	with	composers.	Williams’s	third	visit	in	2001	was	as	part	of	the	

John	Williams	and	Friends	tour	of	New	Zealand	and	Australia.	Featuring	Richard	Harvey	

(flutes),	 Chris	 Laurence	 (bass),	 John	 Etheridge	 (guitar)	 and	 Paul	 Clarvis	 (percussion),	

they	performed	arrangements	of	music	from	Africa	as	well	as	original	compositions.	

	

Julian	Bream	 (1933-2020)	made	 four	 visits	 to	New	Zealand	 in	 1979,	 1983,	 1986	 and	

1989.	 All	 were	 organised	 by	 and	 under	 the	 auspices	 of	 the	 New	 Zealand	 Symphony	

Orchestra,	 however	 he	 only	 performed	with	 the	NZSO	during	 the	 1989	 visit	 (Joaquín	

Rodrigo’s	 Concierto	 de	 Aranjuez	 and	 Leo	 Brouwer’s	 Concierto	 Eligiaco).	 The	 other	

performances	were	solo	recitals	on	guitar	and	lute	with	the	NZSO	acting	as	agents	 for	

these	visits.	
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The	 significance	of	 these	visits	 in	 the	 context	of	 this	 study	 lies	 in	 the	 fact	 that	Bream	

included	 contemporary	 repertoire	 alongside	 the	 traditional	 in	 his	 recitals	 which	

comprised	music	that	he	had	either	commissioned	himself	or	had	been	written	for	him.	

This	 exposed	 New	 Zealand	 audiences,	 guitarists	 and	 composers	 to	 the	 notion	 of	

presenting	new	guitar	music	that	was	the	product	of	collaboration	between	composer	

and	 performer.	 Bream’s	 concerts	 in	 New	 Zealand	 included	music	 written	 for	 him	 by	

Benjamin	Britten	(Nocturnal	Op.	70),	Michael	Tippett	(The	Blue	Guitar)	and	Leo	Brouwer	

(Concerto	Elegiaco)	among	others.	

	

Bream’s	approach	was	a	catalyst	for	my	own	development	and	crystallised	the	idea	of	

commissioning	 and	 performing	 new	 music	 on	 the	 guitar	 as	 having	 legitimacy	 and	

viability	as	a	vocation.	I	had	the	privilege	of	receiving	a	private	guitar	lesson	from	Bream	

during	his	1989	visit	 in	which	we	discussed	 at	 length	 the	benefits	 and	 importance	of	

creating	 a	 new	 repertoire	 for	 the	 guitar	 and	 that	 it	 could	 be	 used	 to	 determine	 the	

trajectory	and	direction	of	one’s	career	as	a	performer.	This	had	a	profound	impact	on	

me	 and	 occurred	 at	 a	 time	 when	 I	 was	 just	 four	 months	 away	 from	 embarking	 on	

postgraduate	 study	 at	 the	Royal	Northern	College	 of	Music	 in	Manchester,	UK.	 It	was	

reinforced	by	 the	activities	of	others	 such	as	Milton	Parker,	Edrick	Corban-Banks	and	

Suzanne	Court	which	shaped	the	strategies	I	would	pursue	in	forging	a	career	for	myself.	
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Figure	24.	Julian	Bream	in	Rehearsal.	John	Castle	(1986).	This	ink	and	pencil	sketch	was	made	while	Bream	
was	rehearsing	in	his	dressing	room	at	Wellington	Town	Hall,	8	April	1986.	Alexander	Turnbull	Library,	C-
181-004.	
	

The	English	guitarist	John	Mills	(b.	1947)	probably	had	the	most	profound	impact	on	the	

development	of	the	classical	guitar	in	New	Zealand	during	the	1980s	in	regard	to	both	

performance	and	composition.	

	

Mills	studied	at	the	Spanish	Guitar	Centre,	London	and	then	at	the	Royal	College	of	Music	

during	 the	 period	 of	 time	 there	 that	 John	 Williams	 was	 Tutor	 in	 Guitar.	 He	 also	

participated	in	the	famous	series	of	masterclasses	given	by	Andrés	Segovia	in	Santiago	de	

Compostela,	Spain	in	1968.	

	

After	many	years	of	touring	Europe,	the	USA	and	Asia,	Mills	was	invited	by	the	NZFCGS	

to	 be	 principal	 tutor	 at	 the	 1983	 Classical	 Guitar	 Summer	 School	 organised	 by	 the	
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Hamilton	 Classical	 Guitar	 Society	 and	 held	 in	Waiotapu,	 near	 Rotorua	 19-30	 January.	

Following	this	he	undertook	a	six-centre	tour	of	New	Zealand,	hosted	by	the	various	local	

classical	guitar	societies.	I	was	fortunate	to	attend	this	Summer	School	and	although	I	was	

only	 sixteen	 years	 of	 age,	 it	 proved	 to	 be	 a	 pivotal	 moment	 in	 regard	 to	 my	 future	

development	as	I	later	went	on	to	fulltime	study	with	Mills	in	1987.	

	

John	Mills	 returned	 to	 New	 Zealand	 to	 be	 principal	 tutor	 at	 the	 subsequent	 Summer	

School	 in	1984,	as	well	as	touring	the	country	again.	He	then	decided	to	settle	 in	New	

Zealand	 and	was	 appointed	 Tutor	 in	 Guitar	 at	 the	Nelson	 School	 of	Music	 in	 1985,	 a	

position	 he	 held	 until	 1988	 after	 which	 time	 he	 returned	 to	 England	 to	 take	 up	 the	

position	of	Professor	of	Guitar	at	the	Royal	Academy	of	Music,	London	and	then	at	the	

Royal	Welsh	Academy	of	Music	and	Drama.	

	

Despite	 the	 relatively	 short	 duration	 of	 Mills’s	 residence	 in	 New	 Zealand,	 it	 was	 a	

significant	time	in	the	development	of	the	classical	guitar	in	New	Zealand	that	built	upon	

the	work	and	influence	of	earlier	émigrés	such	as	Daphne	Dobson,	Emile	Bibobi	and	Karl	

Herreshoff	who	had	made	a	significant	impact	with	their	teaching	in	the	1970s.	John	Mills	

provided	a	direct	link	to	the	traditions	established	by	Segovia,	Bream	and	Williams	and	it	

was	the	first	time	New	Zealand	guitarists	were	exposed	to	influence	at	this	level	for	an	

extended	period	of	time.	

	

Of	particular	significance	was	Mills’s	role	in	supporting	and	encouraging	composition	for	

the	guitar	by	New	Zealand	composers.	Given	his	international	profile,	his	performances	

and	recordings	of	existing	repertoire	by	New	Zealand	composers	gave	the	music	a	level	

of	credibility	that	it	could	not	have	otherwise	achieved.	Ironically	though,	he	personally	
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commissioned	no	music	whatsoever	from	any	New	Zealand	composers	while	he	was	in	

residence.	

	

Mills	 did	 however,	 take	 a	 genuine	 interest	 in	 New	 Zealand	 composition	 and	 made	

multiple	recordings	for	Radio	New	Zealand	both	in	the	studio	and	in	live	concerts	and	

gave	 many	 performances	 of	 New	 Zealand	 guitar	 music	 throughout	 the	 country.	 This	

included	recordings	of	Suite	by	David	Farquhar	(released	on	CD	in	1994	on	Kiwi	SLD-88),	

Sonatine	 by	Kenneth	 Young	 and	Piece	 for	 Flute	 and	 Guitar	 by	 Chris	 Cree	Brown.94	 As	

mentioned	above,	Mills	also	gave	the	premiere	performance	of	John	Ritchie’s	Whimsies	in	

1989.	

	

Mills’s	support	of	contemporary	New	Zealand	guitar	music	was	revelatory	for	many	of	

his	students	at	the	time.	Building	on	the	work	of	Court,	Corban-Banks,	Parker	and	Calvert,	

Mills’s	 efforts	 inspired	 the	 next	 generation	 of	 guitarists	 such	 as	 Tony	Donaldson	 and	

particularly	 myself	 to	 begin	 commissioning	 and	 collaborating	 with	 composers	 as	 a	

specific	activity	to	pursue.	

	

5.5	Guitar	works	composed	1972-1989	

Duet	for	harmonica	or	violin	&	guitar	–	David	Farquhar	(1972)	

Duet	for	sitar	and	guitar	–	David	Farquhar	(1972)	

Ach	Ya	Chabibi	for	violin	and	guitar	–	David	Farquhar	(1973)	

Prelude	and	Tango	–	Christopher	Norton	(1976)	

	
94	Piece	for	flute	and	guitar	by	Chris	Cree	Brown	was	commissioned	by	the	Music	Federation	of	New	Zealand	
(now	Chamber	Music	New	Zealand)	specifically	for	the	national	tour	undertaken	under	their	auspices	by	
Uwe	Grodd	(flute)	and	John	Mills	(guitar).	 It	received	its	premiere	performance	in	Akaroa	on	22	March	
1987.	Chamber	Music	New	Zealand	collection,	Alexander	Turnbull	Library,	98-248-5/12.	
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Harry’s	Rag	–	Christopher	Norton	(1976)	

For	Harry	for	viola,	guitar	and	bass	–	David	Farquhar	(1977)	

Suite	for	violin	and	guitar	–	Kenneth	Young	(1978)	

Exchanges	for	four	guitars	–	David	Farquhar	(1979)	

For	Timothy	–	Gillian	Whitehead	(1979)	

Variations	–	Michael	Calvert	(1979)	

Two	T.S.	Eliot	Songs	for	soprano,	mezzo,	violin,	viola,	cello	and	guitar	–	Michael	Calvert	(1979)	

Quartet	for	the	End	of	Summer	for	oboe,	violin,	cello	and	guitar	–	Michael	Calvert	(1980)	

Three	Songs	for	the	Lady	Pan	for	voice	and	guitar	–	Michael	Calvert	(1980)	

Sonatine	–	Kenneth	Young	(1981)	

Tense	Melodies	for	flute	and	guitar	–	Philip	Norman	(1981)	

Sonata	for	flute	and	guitar	–	Michael	Calvert	(1983)	

Swan	Songs	for	baritone	or	mezzo	and	guitar	–	David	Farquhar	(1983)	

Prelude,	Dirge	and	Allegro	for	two	guitars	–	Michael	Calvert	(1984)	

Refrain	for	four	guitars	–	Michael	Calvert	(1985)	

Timbres	–	Bruce	Crossman	(1985)	

Whimsies	–	John	Ritchie	(1985)	

Piece	for	flute	and	guitar	–	Chris	Cree	Brown	(1986)	

Sonatina	–	Michael	Calvert	(1986)	

A	Small	Gift	for	two	guitars	–	Michael	Calvert	(1987)	

Fantasy	–	Michael	McCleary	(1987)	

Dreamer	for	guitar	and	string	quartet	–	John	Ritchie	(1987)	

Rhapsody	–	Anthony	Ritchie	(1988)	

Suma	–	Michael	Calvert	(1989)	

	



	 124	

5.6	Summary	

The	1970s	and	1980s	were	important	decades	in	the	development	and	establishment	of		

a	significant	body	of	work	for	the	guitar	by	New	Zealand	composers	that	provided	the	

impetus	for	the	1990s	and	beyond.	It	saw	David	Farquhar	compose	the	majority	of	his	

works	 for	 the	 instrument	 including	 those	 that	 showed	 evidence	 of	 increased	

understanding	of	the	capabilities	of	the	guitar	as	well	as	an	exploration	of	the	possibilities	

for	guitar	in	chamber	music	and	ensemble	settings.	The	emergence	of	the	next	group	of	

composers	 who	 wrote	 for	 the	 guitar	 were	 those	 who	 were	 either	 commissioned	 by	

and/or	 collaborated	 directly	with	 guitarists.	 This	was	 an	 important	 development	 and	

crucially,	 it	 was	 the	 emergence	 of	 a	 group	 of	 guitar	 performers95	 who	were	 the	 first	

students	 of	 tertiary	 institutions	 in	 New	 Zealand	 that	 led	 the	 way	 and	 pursued	

collaborations	with	composers	in	a	more		deliberate	and	systematic	way	than	had	been	

done	before.		

	

This	development	is	reflected	in	the	fact	that	the	years	1951-1971	produced	a	total	of	ten	

guitar	works	and	the	seventeen	years	between	1972-1989	produced	twenty-eight	guitar	

works,	more	than	trebling	the	number	of	guitar	compositions	available	to	performers.	

	

The	 impact	 of	 visiting	 international	 artists	 during	 this	 period	was	 also	 of	 paramount	

importance	 due	 to	 the	 inspiration	 and	 leadership	 they	 brought	 as	 well	 as	 high-level	

teaching	 experience.	While	most	 of	 them	 did	 not	 connect	 directly	 with	 New	 Zealand	

composers	or	compositions	(Siegfried	Behrend	and	John	Mills	being	notable	exceptions),	

they	were	often	a	catalyst	and	inspiration	for	the	next	generation	of	resident	performers	

	
95	Players	included	Suzanne	Court	(the	first	degree-level	graduate	in	classical	guitar	in	New	Zealand),	
Michael	Calvert,	Milton	Parker,	Mike	Wespel-Rose,	Edrick	Corban-Banks.		
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who	did	engage	with	New	Zealand	composers.	Visitors	 such	as	Andrés	Segovia,	 Julian	

Bream,	 John	 Williams,	 Siegfried	 Behrend,	 Vladimir	 Mikulka	 and	 Timothy	 Kain	 were	

already	well	known	for	successfully	commissioning	and/or	collaborating	with	composers	

in	 their	 own	 countries	 and	 further	 afield.	 Their	 experiences	 were	 important	 to	 local	

guitarists	and	in	visiting	New	Zealand,	they	gave	legitimacy	to	the	pursuit	of	composer-

performer	collaborations;	often,	as	in	my	case,	they	enabled	a	unique	and	distinct	career	

pathway.	

	

The	work	of	these	artists	established	an	approach	that	later	performers	also	engaged	in	

with	enthusiasm	–	a	bandwagon	in	the	most	positive	of	interpretations:	people	wanted	

to	be	part	of	it.	
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6.0	The	next	generation	1990-2020:	going	where	few	have	gone	before	

Things	are	only	impossible	until	they're	not	–	Captain	Jean-Luc	Picard	

	

This	chapter	will	provide	a	chronological	outline	of	my	own	journey	in	contributing	to	

the	creation	of	an	extensive	repertoire	of	guitar	music	written	by	New	Zealand	composers	

since	1990	and	examine	the	circumstances	and	events	that	led	to	the	creation	of	some	

key	guitar	works	by	significant	New	Zealand	composers.96	It	will	also	frame	the	context	

that	determined	 the	 repertoire	 that	 I	 performed	 in	my	DMA	 recitals	 and	 it	 adopts	 an	

autoethnographic	approach	since	the	research	is	based	on	my	own	experiences.	It	should	

be	noted	that	this	chapter	focuses	almost	exclusively	on	my	own	work	with	New	Zealand	

composers,	however	it	is	acknowledged	that	during	this	period,	other	local	guitarists	had	

also	begun	commissioning	and	performing	music	by	New	Zealand	composers.	

	

6.1	My	story	

While	attempting	to	establish	a	career	as	a	classical	guitar	performer	and	recording	artist	

in	the	late	1980s	and	early	1990s	it	became	clear	to	me	that	to	sustain	a	presence	in	the	

profession	 and	 to	make	 an	 impression	 in	 a	 crowded	market	 required	 identifying	 and	

developing	a	unique	approach	and	distinctiveness	to	my	playing.	In	marketing	parlance,	

I	had	to	identify	a	USP	–	a	Unique	Selling	Proposition,	and	find	my	point	of	difference.97	

	

	
96	A	number	of	different	events	described	in	this	chapter	occurred	either	in	parallel	or	concurrently	and	
occasionally	the	subject	matter	overlaps	in	terms	of	timeframes.	The	chapter	is	thus	laid	out	by	subject	with	
the	chronology	occurring	within	each	section	according	 to	 the	 relevant	event(s).	 It	may	mean	 that	one	
section	may	commence	its	chronology	prior	to	the	end	timeframe	of	the	previous	section.	
97	As	a	student,	I	recall	being	told:	“The	world	doesn’t	need	another	guitarist	who	can	play	Spanish	music!”	
I	do	not	recall	who	the	person	was	that	said	this	to	me.	
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In	my	case	it	was	specialising	in	commissioning	and	performing	guitar	music	written	by	

New	 Zealand	 composers.	 As	 evidenced	 in	 previous	 chapters,	 the	 quantity	 of	 guitar	

repertoire	 up	 to	 1990	was	 limited	 to	 a	 few	works	 by	 recognised	 composers	 such	 as	

Douglas	Lilburn,	David	Farquhar,	John	Ritchie	and	a	handful	of	others.	Very	few	guitarists	

were	 performing	 their	music	 in	New	 Zealand,	much	 less	 overseas	 in	 a	 sustained	 and	

ongoing	manner98.	

	

Events	during	1983	were	critical	in	determining	my	potential	future	career.	I	was	in	my	

final	 year	 at	 secondary	 school	 and	 had	 already	 participated	 in	 many	 performances	

through	the	Hamilton	Classical	Guitar	Society,	including	winning	some	local	competitions	

over	the	previous	three	years.	I	also	contributed	my	own	compositions	and	arrangements	

to	 the	 second	 and	 third	 of	 the	 New	 Zealand	 Federation	 of	 Classical	 Guitar	 Societies	

publications	featuring	music	by	New	Zealand	guitarist-composers	(discussed	in	Chapter	

1).	

	

In	November	of	that	year	I	gave	my	first	fully	professional	public	solo	recital	and	some	

months	prior	to	this	had	passed	the	requisite	auditions	to	become	a	National	Recording	

Artist	for	Radio	New	Zealand.	The	result	of	this	was	that	I	became	increasingly	aware	of	

being	able	to	earn	a	living	from	playing	the	guitar	and	that	there	might	be	a	future	in	it.	

	

	
98	According	to	SOUNZ’s	database,	of	the	609	works	currently	listed	as	including	the	guitar	(solo,	chamber,	
orchestral	and	other	formats),	only	77	were	composed	prior	to	1990,	with	fewer	than	a	dozen	of	these	
being	potentially	suitable	for	concert	performance.	Since	1990,	new	guitar	compositions	have	been	added	
at	 an	 average	 rate	 of	 approximately	 ten	 per	 year,	 the	 majority	 of	 which	 may	 be	 suitable	 for	 concert	
performance.	 http://sounz.org/finder/show/works?query=guitar&sort_by=&special_subcategory=0	
Accessed	14	November	2019.	
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As	an	undergraduate	student	at	Victoria	University	of	Wellington	between	1984-1986	

(and	for	the	first	two	of	those	years	majoring	in	both	composition	and	performance),	I	

was	directly	exposed	to	contemporary	New	Zealand	music	by	virtue	of	being	in	classes	

taken	by	local	composers	David	Farquhar,	Ross	Harris	and	Jack	Body	as	well	as	attending	

occasional	 lectures	by	Douglas	Lilburn,	Denis	Smalley,	Noel	Sanders	and	other	visiting	

composers.	 I	 also	 participated	 in	 student	 ensembles	 in	 which	 we	 were	 expected	 to	

perform	music	written	by	staff	and	students.	However,	the	notion	of	New	Zealand	music	

being	 a	 “thing”	was	 either	 lost	 on	me	 at	 the	 time	 or	 it	was	 not	 emphasised	 as	 being	

something	of	significance.	To	me,	music	was	just	music,	be	it	contemporary,	old,	new,	jazz,	

popular,	classical,	from	New	Zealand,	or	any	other	country.	The	notion	of	attaching	any	

label,	 location	or	sense	of	 identity	to	 it	was	not	relevant	to	me	at	the	time.	 Indeed	the	

guitar	music	by	New	Zealand	composers	that	I	experienced	during	those	years	did	not	

make	a	particularly	strong	impression	on	me	at	that	stage	in	my	development	in	regard	

to	appeal	or	quality.	

	

It	was	while	I	was	undertaking	postgraduate	study	at	the	Royal	Northern	College	of	Music	

(RNCM)	in	Manchester,	England	in	1989-1990,	where	I	was	in	a	different	country,	among	

guitarists	and	musicians	from	around	the	world,	that	I	become	more	aware	of	notions	of	

national	identity	and	the	value	of	performing	specific	music	that	others	were	not,	and	the	

impact	it	could	have.	Although	I	had	previously	played	Farquhar’s	and	Lilburn’s	guitar	

music,	 it	 was	 at	 this	 time	 that	 I	 first	 explored	 commissioning	 music	 myself.99	 This	

commenced	in	1989	with	asking	David	Farquhar	to	compose	his	Guitar	Concerto	followed	

	
99	 I	presented	David	Farquhar’s	Suite	 in	my	recital	 for	 final	examination	at	 the	RNCM	and	 the	eminent	
English	composer	Stephen	Dodgson	(1924-2013)	was	a	member	of	the	examination	panel.	Interestingly,	in	
his	report	on	my	performance,	he	was	critical	of	the	quality	of	Farquhar’s	composition,	suggesting	that	it	
was	a	work	of	 lesser	substance	compared	 to	other	works	 in	my	programme	and	 to	other	works	 in	 the	
context	of	the	international	guitar	scene.	
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by	short	solo	pieces	from	John	Psathas,	Stephan	Schulz	and	Louise	Matthews	in	1990	for	

a	concert	tour	of	Australia	later	that	year.	The	influence	of	other	guitarists	and	musicians	

in	Manchester	was	critical	to	shaping	the	direction	I	took	at	this	time.	

	

A	six-year	collaboration	with	New	Zealand	guitarist	Tony	Donaldson	followed,	with	the	

formation	of	the	New	Zealand	Guitar	Duo	in	1991.	This	resulted	in	the	commissioning	of	

six	 major	 works	 for	 two	 guitars	 by	 New	 Zealand	 composers	 Anthony	 Ritchie,	 David	

Hamilton,	 Ross	 Harris,	 John	 Ritchie,	 Chris	 Cree	 Brown	 and	 David	 Farquhar	 between	

1992-1994.	Many	of	these	were	performed	multiple	times	and	toured	throughout	New	

Zealand,	USA	and	México	(discussed	 in	6.1.2	below).	Donaldson	was	also	active	at	 the	

same	time	in	commissioning	New	Zealand	composers	to	write	music	for	guitar	and	voice,	

resulting	 in	 a	 collection	 of	 substantial	 song	 cycles	 written	 by	 David	 Farquhar,	 John	

Ritchie,	 David	Hamilton	 and	 Anthony	 Ritchie	 (refer	 to	 Appendix	 B	 for	 details	 on	 this	

specific	repertoire).	

	

I	soon	discovered	that	concert	promoters,	festivals	and	artistic	directors	in	New	Zealand	

and	 particularly	 overseas	 were	 interested	 in	 programming	 new	 and	 alternative	

repertoire,	and	were	deliberately	seeking	it	out.	For	a	guitarist	attempting	to	establish	a	

career	in	the	early	1990s,	offering	music	written	by	New	Zealand	composers	was	seen	as	

unique	and	unusual	and	resulted	in	a	significant	number	of	offers	to	perform	–	offers	that	

would	probably	not	have	been	there	if	it	had	been	limited	to	traditional	guitar	repertoire.	

Anecdotal	evidence	at	the	time	and	since	then	suggests	that	repertoire	from	New	Zealand	

was,	and	continues	to	be	perceived	as	‘fresh’,	‘innovative’,	‘distinctive’	and	‘has	an	identity	

that	is	unique’.	This	is	supported	by	comments	made	by	others,	including	English	guitarist	

John	Mills	(mentioned	in	Chapter	1).	
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Since	my	return	to	New	Zealand	in	1990	following	study	in	England,	the	commissioning	

of	new	music,	mostly	from	New	Zealand	composers	has	become	the	basis	of	my	raison	

d’être	 as	 a	musician.	 The	main	 reason	 for	 this	 has	 been	 to	mirror	 the	work	 and	 the	

success,	 of	 guitarists	 such	 as	 Segovia,	 Bream	 and	Williams,	 and	 from	 a	 New	 Zealand	

context,	my	former	teacher,	Edrick	Corban-Banks,	along	with	Suzanne	Court,	in	creating	

a	body	of	work	 for	 the	guitar,	while	also	creating	a	niche	 for	myself	as	a	professional	

performer.	As	a	result	of	this,	I	began	receiving	invitations	to	perform	New	Zealand	guitar	

music	at	festivals	and	events	in	solo	and	chamber	music	settings	and	with	orchestras	in	

Australia,	England,	Germany,	Russia,	USA,	México,	China,	Malaysia	and	elsewhere.	

	

To	 date	 the	 guitar	 works	 I	 have	 formally	 commissioned	 and/or	 given	 the	 premiere	

performances	 of,	 in	 addition	 to	 sponsoring	 or	 indirectly	 funding	 the	means	 for	 other	

works	to	be	created	is	now	numbering	sixty	works,	fifty-four	of	which	are	by	New	Zealand	

composers.	These,	along	with	other	New	Zealand	guitar	compositions	have	been	included	

in	nearly	all	of	the	2000-plus	concerts	I	have	given	on	four	continents	since	1987.	The	

details	and	circumstances	of	these	works	appear	in	Tables	1-4	in	Appendix	C.		

	

6.1.1	New	Zealand’s	first	guitar	concerto:	my	first	commission	

There	 were	 two	 main	 catalysts	 that	 led	 to	 the	 commissioning	 of	 David	 Farquhar’s	

Concerto	for	Guitar	and	Small	Orchestra,	both	occurring	in	1989	while	I	was	a	student	at	

the	Royal	Northern	College	of	Music.	While	participating	in	a	masterclass	with	Australian	

guitarist	John	Williams,	and	in	later	discussions	with	my	then	teacher	Gordon	Crosskey,	

I	 expressed	 uncertainty	 regarding	 my	 future	 as	 a	 performer	 due	 to	 the	 number	 of	

extremely	talented	students	that	I	was	amongst,	many	of	whom	had	similar	ambitions.	
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The	advice	I	was	given	from	both	Williams	and	Crosskey	was	that	I	should	try	to	find	my	

own	unique	voice	as	a	musician	and	explore	novel	repertoire	and	develop	my	own	style	

rather	than	mimic	what	other	players	were	doing.	While	it	was	not	an	epiphany	of	any	

sort,	it	was	salient	advice	that	pushed	me	into	critically	examining	my	own	practice	as	a	

guitarist	and	musician	and	to	consider	exploring	in	greater	depth	the	notion	of	having	

music	written	especially	for	me,	and	specifically	by	New	Zealand	composers.	

	

The	second	catalyst	emerged	as	a	 result	of	a	performance	 I	gave	of	 Joaquin	Rodrigo’s	

Concierto	de	Aranjuez	with	the	New	Zealand	Symphony	Orchestra	on	11	November	1988	

when	I	was	a	finalist	in	the	Television	New	Zealand	Young	Musicians	Competition.	As	a	

result	 of	 that	 performance,	 the	 then	 General	 Manager	 of	 the	 NZSO,	 Peter	 Nisbet	

approached	me	in	1989	to	ask	of	my	interest	and	availability	to	perform	as	soloist	with	

the	orchestra	in	a	tour	of	New	Zealand	scheduled	for	early	1992.	Following	this,	I	wrote	

to	David	Farquhar	in	December	1989	asking	if	he	would	be	interested	in	writing	a	guitar	

concerto	with	the	idea	of	having	it	performed	with	the	NZSO	as	part	of	the	proposed	1992	

tour:	

	

Thinking	now	towards	that	date,	and	trying	to	glean	some	idea	of	a	suitable	

work	to	perform,	it	occurred	to	me	that	it	would	be	a	highlight	if	the	work	

performed	 was	 a	 Guitar	 Concerto	 written	 by	 a	 New	 Zealand	 composer,	

namely	yourself.100	

	

The	decision	to	choose	David	Farquhar	was	because	of	his	national	reputation	and	at	that	

time	he	was	New	Zealand’s	most	prolific	and	experienced	composer	for	the	guitar.	By	this	

	
100	Matthew	Marshall	to	David	Farquhar,	personal	correspondence,	18	December	1989.	Alexander	
Turnbull	Library,	f-81-029-232.	
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time	 he	 had	 written	 approximately	 a	 dozen	 works,	 some	 of	 which	 had	 also	 been	

performed	 internationally	 (Exchanges	 for	 guitar	 quartet	 and	 Swan	 Songs	 for	 voice	 &	

guitar,	 for	 instance)	 and/or	 published	 by	 Bèrben	 Editions,	 in	 Italy	 (Five	 Scenes	 and	

Ostinato,	Capriccio	&	Epilogo)	.	

	

The	decision	to	have	a	concerto	rather	than	a	smaller	scale	chamber	or	solo	work	as	my	

first	commission	was	also	a	result	of	me	performing	the	Concierto	de	Aranjuez	with	the	

NZSO	in	1988.	A	key	observation	at	the	time	was	that	through	the	medium	of	the	concerto	

and	 using	 the	 marketing	 “machines”	 of	 the	 orchestras,	 guitar	 music	 and	 my	 own	

performances	could	achieve	a	profile	and	reach	audiences	of	a	size	that	would	be	difficult	

to	 realise	 through	 solo	guitar	or	 chamber	music	 concerts	 alone,	 as	well	 as	having	 the	

guitar	seen	alongside	a	symphony	orchestra	in	New	Zealand	which	gave	credibility.	

	

In	discussing	the	proposed	instrumentation	for	the	concerto	Farquhar	indicated	a	desire	

to	use	an	almost	identical	combination	as	his	well-known	Dance	Suite	from	“Ring	Round	

the	Moon”	of	1953,	consisting	of	one	each	of	flute,	oboe,	clarinet	and	horn,	with	percussion	

and	strings	(minus	piano	in	the	concerto).	His	reasons	were	two-fold:	firstly,	to	have	a	

light	 enough	 score	 to	 enable	 the	 guitar	 to	 project	 throughout	 and	 secondly,	 perhaps	

entrepreneurially	 and	pragmatically,	 to	 encourage	orchestra	managers	 to	programme	

both	the	Concerto	and	the	Suite	in	the	one	concert	thus	minimising	the	potential	costs	to	

the	orchestra.101	

	

	
101 David	Farquhar	to	Matthew	Marshall,	personal	correspondence,	May	1991. 
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In	subsequent	discussions	with	the	NZSO,	it	emerged	that	Peter	Nisbet’s	preference	was	

to	programme	Joaquín	Rodrigo’s	Concierto	de	Aranjuez	as	part	of	the	1992	IBM	Summer	

Pops	Tour	in	January	and	February	rather	than	including	a	premiere	of	a	New	Zealand	

guitar	concerto.	Due	to	the	“popular”	nature	of	the	programme,	a	premiere	of	a	new	work	

was	 not	 appropriate	 to	 include.	 This	 required	 a	 change	 in	 approach	 regarding	 the	

performing	of	Farquhar’s	Guitar	Concerto	as	well	as	the	orchestra	that	would	be	used.	

	

There	were	two	main	challenges	to	overcome	at	this	point:	funding	for	the	composer’s	

commission	 fee,	 and	 an	 orchestra	 that	was	willing	 to	 programme	 the	 new	work	 in	 a	

medium	not	done	before	in	New	Zealand.	Normally,	a	funding	application	would	be	made	

to	the	QEII	Arts	Council	(now	Creative	New	Zealand)	for	the	commission	fee.	However,	

such	an	application	was	unlikely	to	be	successful	without	the	commitment	of	an	orchestra	

to	 programme	 the	 new	work.	 Approaches	were	 thus	made	 to	 the	 then	 New	 Zealand	

Chamber	Orchestra	(no	longer	in	existence),	the	Auckland	Philharmonia	Orchestra	and	

the	Dunedin	Sinfonia.	While	the	respective	managers	of	these	orchestras	were	genuinely	

enthusiastic	about	the	idea,	they	were	unable	to	commit	to	it	for	a	variety	of	reasons.	

	

It	was	Brian	Budd,	 then	General	Manager	 of	 the	Wellington	Regional	Orchestra	 (now	

Orchestra	Wellington)	that	showed	the	greatest	interest	and	in	fact	offered	to	take	on	the	

entire	 project.	 The	 commission	 fee	 was	 included	 in	 the	 orchestra’s	 annual	 funding	

application	to	the	QEII	Arts	Council	and	therefore	approved	in	its	budget	for	1992.	Thus,	

the	orchestra	agreed	to	schedule	the	first	performance	with	myself	as	soloist.	

	

On	 the	 strength	 of	 this	 commitment,	 David	 Farquhar	 completed	 writing	 his	 Guitar	

Concerto	 in	May	1992	 for	a	 first	performance	with	 the	Wellington	Regional	Orchestra	
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planned	 for	November	1992.	However,	 the	performance	had	 to	be	rescheduled	 to	 the	

following	year	due	to	members	of	the	orchestra	(including	myself)	becoming	unavailable	

as	we	were	subsequently	contracted	by	the	same	orchestra	to	perform	in	the	Royal	New	

Zealand	Ballet’s	production	of	Hamlet:	The	Ballet	 (music	by	William	Southgate)	which	

toured	to	England	and	Europe	in	November	1992	(Trimmer	&	Booth,	2018).	While	there	

was	little	that	could	be	done	about	this,	Farquhar	did	seem	rather	disappointed	by	this	

delay	and	made	his	feelings	known	on	a	number	of	occasions,	including	in	the	programme	

note	of	the	premiere	performance:	

	

The	concerto	was	commissioned	by	Matthew	Marshall	and	the	Wellington	

Regional	Orchestra.	Completed	in	May	1992	for	a	first	performance	planned	

for	November	1992,	and	later	postponed	until	now	(Farquhar,	1993).	

	

Farquhar’s	Guitar	Concerto	is	significant	in	the	evolution	of	New	Zealand	guitar	repertoire	

in	that	it	is	the	first	guitar	concerto	in	the	truest	sense	of	the	form	to	be	written	by	a	New	

Zealand	 composer.102	 The	 first	 performance	 occurred	 at	 Sacred	 Heart	 Cathedral	

Wellington	on	5	 June	1993	with	 the	Wellington	Regional	Orchestra	 conducted	by	US-

based	New	Zealander	Andrew	Sewell,	with	a	repeat	performance	the	following	day	at	St.	

Paul’s	 Anglican	 Church	 in	 Paraparaumu.	 This	 watershed	 moment	 elevated	 the	

instrument	to	a	level	it	had	not	been	before	in	New	Zealand	and	set	a	new	benchmark	in	

guitar	composition	in	this	country.	

	

The	 programme	 paired	 Farquhar’s	 Concerto	 with	 Joaquín	 Rodrigo’s	 second	 guitar	

concerto,	 Fantasia	 para	 un	 Gentilhombre	 thus	 giving	 the	 audience	 a	 familiar	 work	

	
102	New	Zealand-born	Dublin-based	composer	Brent	Parker	(1933-2017)	had	already	written	two	works	
for	guitar	and	string	orchestra	in	1985	and	1987	titled	Concertino	No.1	and	No.2	respectively.		
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alongside	 the	new	one	and,	 for	 the	orchestra,	 a	potentially	 risky	world	premiere.	The	

guitar	 works	 were	 framed	 by	 Carl	 Nielsen’s	 Little	 Suite	 for	 Strings	 Op.1	 and	 Haydn’s	

Symphony	No.101.	 Figure	25	below	shows	 the	programme	 for	 the	 concert,	 though	 the	

actual	performance	order	was	Nielsen,	Rodrigo	[interval]	Farquhar,	Haydn.	

	
Figure	 25.	 Programme	 from	 the	 premiere	 performance	 of	 David	
Farquhar’s	Guitar	Concerto.	Collection	of	the	author.	

	

In	the	programme	note	to	the	first	performance,	Farquhar	wrote:	
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This	 work	 is	 in	 three	 movements	 (quick–slow–quick),	 but	 these	 are	

connected	by	cadenza-like	 links	 for	the	guitar	soloist,	so	that	 the	music	 is	

continuous.		

	

In	view	of	 the	balance	problems	 in	a	guitar	concerto,	 I	have	written	 for	a	

small	orchestra…	and	treated	the	relationship	between	soloist	and	orchestra	

in	a	concertante	style	–	sharing	material	rather	than	opposing	each	other	–	

and	aiming	throughout	to	make	the	guitar	easily	audible.	

	

Dance	rhythms,	with	touches	of	rhumba	and	jazz,	predominate	in	the	quick	

movements	while	the	slow	central	movement	uses	variable	speed	tremolo	

on	the	guitar	to	enhance	its	singing	qualities	(Farquhar,	1993).	

	

Reviewers	were	very	positive	in	their	response	to	the	first	performance:	

	

The	Farquhar	concerto	is	written	in	an	unpretentious	idiom,	but	it	 is	full	of	

ingenuity	 and	 imagination;	 it	 uses	 the	orchestra	with	 the	 clarity	of	 a	 small	

chamber	orchestra	so	as	not	to	overwhelm	the	guitar	(Taylor,	1993).	

	

The	 orchestral	 writing	 throughout	 was	 economical,	 colourful	 and	 skilful,	

making	it	possible	for	the	discreetly	amplified	guitar	to	be	heard	(Donaldson,	

1993).	

	

Like	 most	 of	 his	 guitar	 music,	 Farquhar’s	 Concerto	 incorporates	 extremely	 detailed	

performance	 instructions	such	as	 fingering	 indications,	 tempi,	dynamics,	 tone	colours,	

articulation	 and	 other	 expressive	 markings	 and	 are	 all	 specified	 very	 precisely	

throughout	the	piece.	Farquhar	was	very	particular	about	ensuring	performers	followed	

the	 indications	 exactly.	 In	 preparation	 for	 this	 performance,	 I	 visited	 Farquhar	 at	 his	

home	on	a	number	of	occasions	 to	work	 through	 the	piece	with	him	and	he	was	very	

insistent	that	the	highly	detailed	and	prescriptive	indications	in	the	score	be	followed	to	

the	letter.	I	was	not	encouraged	to	digress	from	these	instructions.	While	this	approach	
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can	have	some	advantages;	for	some	performers	it	can	be	restricting	in	terms	of	allowing	

them	to	bring	their	own	creative	input	and	interpretation	to	a	performance.103		

	

After	 the	 premiere	 performance	 Farquhar’s	Guitar	 Concerto	 received	 two	 subsequent	

performances	 overseas,	 one	 in	 Argentina	 and	 the	 other	 in	 México.	 The	 Argentina	

performance	was	given	on	29	August	1995	in	the	Círculo	Italiano	de	Buenos	Aires,	with	

the	ICANA	Ensemble	conducted	by	Juan	Florentin	de	Roglie	with	Gunter	Herbig	on	guitar.	

	

The	México	performance	 took	place	on	10	October	1996	 in	Teatro	 Juárez,	Guanajuato	

with	 the	 Orquesta	 Sinfónica	 de	 la	 Universidad	 de	 Guanajuato	 conducted	 by	 Andrew	

Sewell	with	myself	as	soloist.	In	this	performance	the	concerto	was	part	of	a	programme	

of	New	Zealand	orchestral	music	that	also	included	Douglas	Lilburn’s	Aotearoa	Overture,	

Anthony	Ritchie’s	Flute	Concerto	(with	Carol	Hohauser	as	soloist)	and	Lilburn’s	Symphony	

No.	1.	The	concert	was	a	featured	event	in	the	XXIV	Festival	Internacional	Cervantino	held	

in	the	city	of	Guanajuato.	Figure	26	below	details	the	programme	for	the	concert.	

	

The	 opportunity	 to	 perform	 the	 concerto	 in	 México	 with	 the	 same	 conductor	 as	 the	

premiere	 performance	 in	 Wellington	 was	 fortuitous	 and	 advantageous	 in	 terms	 of	

enabling	 the	 work	 done	 in	 the	 premiere	 performance	 to	 be	 built	 upon	 and	 further	

developed	and	refined.	

	 	

	
103	Milton	 Parker	 interview	 15	 September	 2018;	 Suzanne	 Court	 interview	 16	 September	 2018;	 Edrick	
Corban-Banks	personal	correspondence,	19	August	2019.	
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Figure	26.	Programme	from	the	México	performance	of	David	Farquhar’s	Guitar	Concerto.	The	programme	also	
lists	Maria	Grenfell’s	Passage	of	Light	for	flute	and	guitar,	especially	commissioned	for	this	concert.	However,	it	
was	substituted	for	Philip	Norman’s	Tense	Melodies.	Collection	of	the	author.	
	

	

The	Guitar	Concerto	marked	the	end	of	a	nine-year	drought	of	guitar	music	from	David	

Farquhar	–	his	previous	work,	Swan	Songs	for	voice	and	guitar	was	from	1983.	However,	

with	 a	 new	 generation	 of	 guitarists	 emerging	 in	 the	 1990s	 it	 spurred	 him	 to	write	 a	

further	four	major	works	for	guitar	in	various	small	ensemble	combinations	up	to	1997.	

Details	of	this	repertoire	is	contained	in	Appendix	B.	
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6.1.2	The	New	Zealand	Guitar	Duo	

The	 year	 1991	 saw	 the	 formal	 establishment	 of	 the	 New	 Zealand	 Guitar	 Duo,	 a	

partnership	between	myself	 and	Tony	Donaldson	which	had	 its	 origins	 in	Wellington	

during	 the	 late	 1980s	 while	 we	 were	 both	 were	 studying	 at	 Victoria	 University	 of	

Wellington	with	William	Bower	and	the	Nelson	School	of	Music	with	John	Mills.	At	the	

time	the	Duo	was	 formed,	 there	was	very	 little	music	 for	 two	guitars	by	New	Zealand	

composers	that	was	accessible.	The	following	works	had	been	written:		

	

Four	Socratic	Dialogues	by	David	Farquhar	(1978)	

Prelude,	Dirge	and	Allegro	by	Michael	Calvert	(1984)	

A	Small	Gift	by	Michael	Calvert	(1987)	

African	Strings	by	Jack	Body	(1990)	

	

The	 two	 Calvert	 works	 were	 largely	 unknown	 and	 unavailable	 at	 the	 time.	 By	 1991	

Michael	Calvert	had	been	living	in	New	York	for	several	years	and	his	works	were	only	

available	in	manuscript	form	and	in	his	possession.	African	Strings,	an	arrangement	by	

Jack	Body	of	music	for	Kora	and	Valiha104	had	only	recently	been	written	and	was	still	

committed	 to	 its	 commissioners/dedicatees,	 Californian	 guitarists	 Peter	 Yates	 and	

Matthew	Elgart.	This	 left	only	Farquhar’s	Four	Socratic	Dialogues	available	to	the	New	

Zealand	Guitar	Duo.	However,	the	work	did	not	appeal	at	the	time	due	to	it	having	one	

difficult	part	and	one	easy	part.	The	duo	was	established	as	an	equal	partnership	and	

therefore	this	composition	did	not	fit	with	the	ethos	of	the	ensemble.	

	
104	The	Kora	and	Valiha	are	plucked	string	instruments	from	West	Africa	and	Madagascar	respectively.	



	 140	

The	duo	was,	however	committed	to	performing	New	Zealand	music	and	including	it	in	

its	performances	as	part	of	its	raison	d’être.	It	was	thus	decided	to	embark	on	a	process	

of	commissioning	significant	New	Zealand	composers	to	write	for	two	guitars.	

	

This	 commenced	 with	 commissioning	 Anthony	 Ritchie	 in	 1992	 to	 compose	 a	 major,	

multi-movement	 work	 of	 substance	 that	 would	 demonstrate	 and	 explore	 the	

complexities,	“…textures	and	colours	available	from	the	combination	of	two	guitars.”105	

It	 was	 commissioned	 with	 funding	 from	 the	 QEII	 Arts	 Council	 (now	 Creative	 New	

Zealand).	

	

Titled	Pas	de	Deux	Op.	51a	the	work	consists	of	five	movements	(Prélude,	Au	revoir,	Jeux,	

Waltz	Triste,	Epilogue)	with	a	duration	of	approximately	21	minutes.	Of	 the	work,	 the	

composer	writes:	

	

Pas	de	Deux	is	an	essentially	abstract	work	for	two	guitars,	but	was	conceived	

as	a	sequence	of	imaginary	dances,	involving	two	characters.	The	titles	of	the	

five	sections	give	clues	as	to	the	mood	of	each	dance,	but	beyond	that	the	

listener	must	 rely	 on	 their	 own	 imagination	 and	 personal	 experiences	 to	

interpret	the	sounds.	

	

There	are	elements	of	'minimalist'	influence	in	this	work,	with	plenty	of	quite	

simple	modal	ideas	being	subtly	varied	in	the	course	of	repetitions.	This	is	

especially	so	in	the	second	section,	which	develops	an	idea	first	presented	in	

the	choral	work	'As	Long	as	Time'	(No.3:	"I	lie,	I	watch	the	ceiling").	The	third	

section	is	more	Bartokian	in	style,	while	the	fourth	builds	up	to	a	catharsis	

through	 repeated	 chord	 patterns.	 In	 the	 short	 'Epilogue'	 ideas	 from	 the	

beginning	recur,	but	transformed	into	a	more	peaceful	setting.106	

	
105	Retrieved	from	http://www.anthonyritchie.co.nz/works.html,	14	November	2019.	
106	Ibid.	
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The	New	Zealand	Guitar	Duo	gave	the	first	performance	of	Pas	de	Deux	on	18	March	1993	

in	 the	 Adam	 Concert	 Room,	 Wellington.	 This	 was	 followed	 by	 an	 additional	 ten	

performances	during	a	tour	of	New	Zealand	between	March	and	April	1993.	

	

Critical	response	to	the	new	work	during	its	first	performances	was	generally	positive,	

though	a	little	lukewarm:		

	

Anthony	Ritchie	is	a	young	New	Zealand	composer,	and	his	Pas	de	Deux,	written	

for	this	duo,	received	its	premiere	performance.	Ritchie	is	not	a	guitarist,	and	it	

showed	in	the	occasional	bareness	of	the	writing,	but	there	were	some	diverting	

things	to	be	heard,	particularly	in	the	final	epilogue	(Button,	1993).	

	
Pas	 de	 Deux,	 a	 commissioned	 work	 from	 Anthony	 Ritchie	 was	 relatively	

uncomplicated,	 with	 some	 gentle	 rhythms,	 flamenco	 chords	 and	 superficial	

melodies	that	were	Latin-inspired	and	European	flavoured	in	conception.	While	

it	did	not	make	too	many	waves	it	was	easy	to	listen	to	and	a	fine	forerunner	to	

the	two	Spanish	pieces	that	followed	(Francis,	1993).	

	

A	 commissioned	work,	 a	 five-part	 suite	 called	Pas	 de	 Deux	 by	 New	 Zealand	

composer	Anthony	Ritchie	was	a	feature	of	the	recital,	but	I	felt	that	this	music	

is	a	sort	of	“take	it	or	leave	it”	style.	To	me	it	lacked	a	melodic	cohesion,	running	

as	a	predictable	sequence	of	arpeggiaic	runs	(McMillen,	1993).	

	

Despite	the	reviewers’	reservations,	Pas	de	Deux	is	a	work	of	considerable	substance		and	

indeed	the	quality	of	Pas	de	Deux	is	reflected	in	its	inclusion	on	the	Linkwood	Duo’s	album	

Music	from	New	Zealand	for	Two	Guitars	(NAXOS	8.579041)	which	was	a	finalist	in	the	

2019	New	Zealand	Music	Awards.	It	also	marked	the	first	in	a	series	of	significant	New	

Zealand	works	for	two	guitars,	commissioned	by	the	New	Zealand	Guitar	Duo	between	

1993-1994:	
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Pas	de	Deux	by	Anthony	Ritchie	(1992),	twenty	minutes	duration	

Anniversary	Duos107	by	David	Farquhar	(1993),	fourteen	minutes	duration	

Music	for	Two	Guitars	by	Ross	Harris	(1993),	seven	minutes	duration	

Stalactite	by	Chris	Cree	Brown	(1994),	six	minutes	duration	

Introduction,	Rondo	and	Finale	by	David	Hamilton	(1994),	eight	minutes	duration	

	

These	works	were	commissioned	to	provide	a	body	of	pieces	to	choose	from	to	include	

in	a	number	of	performances	by	the	duo	on	a	tour	of	USA	and	México	in	February	and	

March	1995	as	well	as	performances	in	New	Zealand.	The	works	performed	during	the	

USA	 and	México	 tour	 included	Anthony	Ritchie’s	Pas	 de	Deux,	 Farquhar’s	Anniversary	

Duos	and	David	Hamilton’s	Introduction,	Rondo	and	Finale,	as	shown	in	Figure	27	below.	

	
107	Anniversary	Duos	is	a	collection	of	seven	movements	which	are	re-workings	of	Farquhar’s	Anniversary	
Duets	for	piano	duet	from	1961	and	1964.	It	received	its	premiere	performance	at	the	Bay	of	Islands	Arts	
Festival	on	9	February	1995.	They	were	published	in	a	limited-edition	facsimile	by	Wai-te-ata	Music	Press	
in	March	1995	especially	for	the	Duo’s	tour	of	USA	and	México	that	same	month.	
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Figure	27.	New	Zealand	Guitar	Duo	programme	from	the	performance	at	California	Polytechnic	University,	
Los	Angeles,	2	March	1995.	Collection	of	the	author.	
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6.2	The	New	Zealand	guitar	concerto	

As	discussed	in	6.1.1,	David	Farquhar	was	the	first	New	Zealander	to	compose	a	fully-

fledged	guitar	concerto.	The	success	of	that	occasion	was	significant	in	that	it	reinforced	

in	me	 that	 the	commissioning	and	performing	of	New	Zealand	guitar	concertos	was	a	

viable	 pursuit.	 It	 encouraged	 me	 to	 continue	 and	 has	 resulted	 in	 me	 commissioning	

and/or	premiering	a	 further	 seven	works	 for	guitar	and	orchestra	between	1993	and	

2019.	

	

There	 are	 a	 total	 of	 eleven	 works	 for	 guitar	 and	 orchestra	 by	 New	 Zealand,	 or	 New	

Zealand-resident	 composers	 written	 between	 1985	 and	 2016.	 Of	 these,	 I	 have	 been	

directly	 involved	 in	commissioning	and/or	performing	eight	of	 them.	This	section	will	

outline	 these	 works	 and	 the	 circumstances	 surrounding	 their	 commissioning,	

composition	and	first	performance.108	David	Farquhar’s	Guitar	Concerto	has	already	been	

discussed	in	6.1.1	and	is	not	included	in	this	section.	

	

6.2.1	Guitar	Concerto	(1993)	–	Paul	Turner	

Paul	Turner	(b.	1948)	is	an	Australian	composer	and	mathematician	who	was	resident	in	

Wellington	 during	 the	 1990s	 as	 a	 teacher	 and	 working	 freelance	 as	 a	 composer.	 He	

attended	the	premiere	performance	of	Farquhar’s	Concerto,	in	June	1993	and	such	was	

his	enjoyment	of	it,	was	inspired	to	compose	his	own	Guitar	Concerto	for	me.109	

	

	
108	The	 three	works	 that	 I	have	not	been	 involved	with	are	Brent	Parker’s	Concertino	No.1	 (1985)	and	
Concertino	No.2	(1987)	both	written	for	Irish	guitarist	John	Feeley,	and	Saffire	Concerto	for	Four	Guitars	by	
Kenneth	Young	(2006)	written	for	Australian	guitar	quartet	Saffire	(Slava	Grigoryan,	Karin	Schaupp,	Gareth	
Koch	and	Anthony	Field).	
109	Paul	Turner	to	Matthew	Marshall,	personal	communication,	5	June	1993.		
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Scored	 for	 trumpet,	percussion,	 strings	and	solo	guitar,	 the	work	 is	 approximately	21	

minutes	in	duration	and	consists	of	two	movements,	with	the	first	movement	divided	in	

two	by	a	short	guitar	cadenza.	The	first	movement	has	a	driving,	rhythmic	aspect	with	

punctuations	from	timpani	and	triangle	throughout.	The	guitar	plays	almost	continuously	

and	at	15	minutes	 in	duration,	places	significant	demands	on	 the	soloist.	 	The	second	

movement	 employs	 a	 minimalist	 language	 and	 incorporates	 shifting	 harmonic	

progressions	in	the	strings	while	the	guitar,	trumpet	and	solo	bass	interject	alternately	

with	 separate	 melodic	 and	 rhythmic	 passages.	 It	 ends	 very	 abruptly	 and	 seemingly	

without	warning	–	not	unusual	in	works	employing	a	minimalist	style,	but	more	perhaps	

a	reflection	of	its	unfinished	nature.	

	

While	the	work	is,	to	a	greater	or	lesser	extent,	fully	formed,	Turner	did	not	complete	the	

score	and	parts	and	thus	the	work	remains	unfinished	and	unperformed.110	I	contacted	

Turner	in	mid-2017	to	determine	if	he	would	be	interested	in	reviewing	the	work	with	a	

view	to	completing	it.	While	he	was	happy	that	I	had	contacted	him,	he	indicated	that	he	

was	not	composing	anymore	and	felt	that	he	could	not	now	finish	the	work.	According	to	

the	Australian	Music	Centre,	“Since	1994	Paul	Turner	has	retreated	from	compositional	

activity”.111	

	

6.2.2	Hamlet	Suite	(1993)	–	William	Southgate	

As	mentioned	in	6.1.1,	the	Royal	New	Zealand	Ballet	staged	a	production	of	Hamlet:	The	

Ballet	which	toured	New	Zealand	and	Europe	in	July	and	November	1992.	The	Ballet’s	

	
110	In	the	process	of	composing	his	concerto,	Paul	Turner	created	a	MIDI	recording	of	the	work	which	is	
now	in	the	possession	of	the	author.	This	recording	has	formed	the	basis	of	the	description	of	its	structure	
in	6.2.1.	
111	Australian	Music	Centre,	https://www.australianmusiccentre.com.au/artist/turner-paul,	accessed	15	
December	2019.	
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then	 Artistic	 Director	 Harry	 Haythorne	 (1926-2014)	 had	 been	 asked	 by	 the	 Ballet	

Company’s	European	agent	to	suggest	a	new	programme	for	its	second	tour	of	Europe.	

Among	the	suggestions	he	made	was	a	new	production	of	Hamlet	which	was	received	

enthusiastically	 by	 the	 European	 agent.	 Haythorne	 then	 invited	 Jonathan	 Taylor	 to	

choreograph	 the	 ballet	 with	 designer	 Allan	 Lees	 and	 composer	 William	 Southgate	

appointed	to	the	creative	team.	

	

Although	William	Shakespeare	wrote	his	play	during	the	years	1599-1601,	the	story	was	

known	in	Europe	prior	to	this	and	has	its	origins	in	the	medieval	Scandinavian	character	

Amleth.	This	inspired	choreographer	Jonathan	Taylor	to	set	his	ballet	version	of	Hamlet	

in	the	late	medieval	and	early	modern	period,	c.1500-1550,	which	then	required	music	

that	could	be	reasonably	associated	to	this	period.	

	

Using	 music	 ranging	 from	 twelfth-century	 troubadour	 songs	 through	 to	 the	 early	

Baroque,	William	 Southgate	 (b.	 1941)	 created	 a	 score	 consisting	 of	 motets,	 ballades,	

courtly	 and	 peasant	 dances,	 pavanes	 and	 galliards	 for	 solo	 instruments.	 These	 were	

reimagined,	recast	and	recomposed	for	an	ensemble	of	twentieth-century	instruments	

“…chosen	 to	 approximate	 a	mixed	 consort,	with	 enough	variety	 to	be	 appropriate	 for	

early	medieval	 times,	 the	 Renaissance	 period,	 and	 right	 through	 to	 the	 Elizabethans”	

(Southgate,	1992).	

	

The	score	was	written	and	arranged	for	eight	specific	multi-instrumentalists:	

Colin	Taylor:	Keyboard/Assistant	Conductor	

Sue	Alexander:	Keyboard/Recorders	

Bruce	Corlett:	Violin/Electric	Violin	

Graham	Hanify:	Trumpet/Flugelhorn/Slide	Trumpet	
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Murray	Hickman:	Percussion	

Matthew	Marshall:	Classical/Electric/Twelve-string	Guitars	

Andrew	Pask:	Saxophones/Electronic	Wind	Instrument	

Debbie	Rawson:	Clarinets/Saxophones/Recorders	

	

The	premiere	performance	of	Hamlet:	The	Ballet	 took	place	at	 the	State	Opera	House,	

Wellington	on	14	July	1992,	and	toured	six	main	centres	in	New	Zealand	with	a	total	of	

twenty	performances	over	 the	 following	 four	weeks.	As	mentioned	 in	6.1.1,	 the	Royal	

New	Zealand	Ballet	subsequently	toured	the	work	to	Europe	and	England	in	November	

1992	using	 the	 same	group	of	musicians	which	 thus	 forced	 the	delay	of	 the	premiere	

performance	of	David	Farquhar’s	Guitar	Concerto	in	Wellington,	originally	scheduled	for	

the	same	time.	

	

The	 final	 performance	 of	 the	New	Zealand	 tour	 of	Hamlet:	 The	Ballet	 occurred	 at	 the	

Regent	Theatre	in	Dunedin	on	12	August	1992.	The	then	General	Manager	of	the	Dunedin	

Sinfonia,	Nicholas	McBryde	attended	 the	performance	and	was	afterwards	 inspired	 to	

commission	William	Southgate	to	recompose/rearrange	excerpts	of	the	ballet	score	for	

solo	guitar	and	orchestra,	thus	creating	Hamlet	Suite	for	guitar	and	orchestra.	

	

I	had	earlier	been	contracted	by	McBryde	to	perform	with	the	Dunedin	Sinfonia	in	1993	

in	 which	 I	 was	 to	 play	 Mauro	 Giuliani’s	 Guitar	 Concerto	 No.1	 Op.30	 with	 Southgate	

conducting.	 The	 programme	 allowed	 for	 the	 inclusion	 of	 Southgate’s	 Hamlet	 Suite	

alongside	 the	 Giuliani	 and	 the	 premiere	 performance	 was	 given	 in	 the	 Glenroy	

Auditorium,	Dunedin	on	2	May	1993.	Consisting	of	four	movements,	Hamlet	Suite	could	

be	 described	 as	 a	 consolidated	 version	 of	 the	 ballet	 score	 that	 features	 the	 guitar	
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prominently	and	often	playing	in	duo	with	other	instruments,	particularly	violin.	It	is	very	

successful	as	a	stand-alone	and	appealing	work.	

	

	
Figure	 28.	 Advertisement	 for	 the	 Dunedin	 Sinfonia’s	 performance	 of	 the	 premiere	 of	
William	Southgate’s	Hamlet	Suite.	Collection	of	the	author.	

	

A	review	of	the	first	performance	of	Hamlet	Suite	stated:	
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It	is	scintillating,	sensitive	and	beguiling,	without	any	incongruity.	Of	particular	

charm	were	the	solo	guitar	pieces	and	the	duet	for	guitar	and	solo	violin	played	

by	Matthew	Marshall	(who	took	[part]	in	the	original	ballet	performances)	and	

Tessa	Petersen,	the	present	leader	of	the	Sinfonia	(Barker,	1993).	

	

Hamlet	Suite	received	a	second	performance	on	6	November	1993	with	the	Christchurch	

Symphony	 Orchestra	 and	 a	 third	 performance,	 also	with	 the	 Christchurch	 Symphony	

Orchestra	 on	 31	 August	 2002,	 both	 conducted	 by	 William	 Southgate	 with	 myself	 as	

soloist.	

	

6.2.3	Two’s	Company	(1987/1994)	for	two	guitars,	harp	and	strings	–	John	Ritchie	

Following	the	success	of	John	Ritchie’s	first	guitar	composition	Whimsies	(1985),	Edrick	

Corban-Banks	wrote	to	the	composer	in	1987	asking	if	he	would	consider	writing	a	work	

for	two	guitars	for	himself	and	Milton	Parker	(the	Wellington	Guitar	Duo):	

	

As	we	discussed	 the	possibility	of	another	work,	would	you	be	 interested	 in	

writing	something	for	a	guitar	duo?	What	would	be	fantastic,	but	may	be	too	

expensive	to	commission,	is	a	piece	for	two	guitars	and	strings?	[sic.]	

	

I	did	the	Rodrigo	Fantasia	in	Hamilton	a	couple	of	weeks	ago	and	your	Aquarius	

Suite	was	part	of	the	programme.	Absolutely	gorgeous	string	writing.	I	would	

love	to	have	something	from	you	for	strings	and	guitars.112	

	

John	Ritchie	responded	positively:	

I’d	love	to	do	a	piece	for	2	guitars	and	strings	–	quiet,	dreamy,	romantic?	4-5	

minutes	duration.	Is	that	what	you	had	in	mind?	When	would	you	like	it	by?113	

	

	
112	Edrick	Corban-Banks	to	John	Ritchie,	personal	correspondence,	17	August	1987.		
113	John	Ritchie	to	Edrick	Corban-Banks,	personal	correspondence,	19	August	1987.	
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The	result	was	Two’s	Company	for	two	guitars,	harp	and	strings,	dated	November	1987.	

However,	for	reasons	that	remain	unclear,	it	was	not	given	to	Corban-Banks	at	that	time	

and	it	remained	unperformed	by	him.	

	

In	1994,	unaware	of	Ritchie’s	and	Corban-Banks’s	1987	correspondence,	Tony	Donaldson	

and	I	were	selecting	repertoire	for	guitar	duo	to	perform	in	the	previously	mentioned	

tour	of	USA	and	México.	We	approached	John	Ritchie	to	ask	if	he	would	be	interested	in	

writing	a	work	 for	 two	guitars.	Ritchie’s	 response	was	 that	he	had	previously	 started	

writing	a	work	for	two	guitars	and	strings	and	would	be	happy	to	revise	it	in	time	for	our	

tour.	This	suggests	that	the	reason	he	had	not	given	the	work	to	Corban-Banks	in	1987	

was	because	it	may	have	been	incomplete.	

	

Apropos	 Corban-Banks’s	 letter,	 Ritchie	 did	 in	 fact	 take	 up	 the	 original	 suggestion	 of	

writing	a	work	for	two	guitars	and	strings	but,	instead	presented	Corban-Banks	with	a	

different	work	 for	 guitar	with	 string	quartet	 in	December	1987.	 Entitled	Dreamer	 for	

guitar	and	string	quartet	it	is	dedicated	to	Edrick	and	Clare	Corban-Banks.	However	when	

examining	the	score	it	is	clear	that	this	is	a	pared-down	version	of	Two’s	Company	as	it	

contains	the	same	melodic	and	thematic	material,	it	is	similar	in	duration	and	structurally	

almost	 identical.	Figures	29	and	30	below	show	the	 title	pages	of	Two’s	Company	 and	

Dreamer	respectively,	that	demonstrates	the	similarities	between	the	two	works.	
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Figure	29.	Two’s	Company	for	two	guitars,	harp	and	strings	by	John	Ritchie.	Collection	of	the	author.	
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Figure	 30.	Dreamer	 for	 guitar	 and	 string	 quartet	 by	 John	 Ritchie.	 Image	 courtesy	
Edrick	Corban-Banks.	
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The	New	Zealand	Guitar	Duo	gave	the	premiere	performance	of	Two’s	Company	with	the	

Orquesta	Sinfónica	de	Michoacán,	 in	Morelia,	México	on	10	March	1995,	conducted	by	

Alfredo	 Ibarra	 as	part	 of	 the	Festival	 Internacional	 de	Guitarra	Morelia	 ‘95.	 Figure	31,	

below	shows	the	programme	for	this	performance.	

	
Of	the	premiere	performance	in	México,	reviewer	Yolande	Ayala	stated:	

	

With	a	popular	contemporary	work	by	John	Ritchie,	the	New	Zealanders	who	

had	an	 innate	sympathy	and	artistic	gift,	won	over	 the	public	by	performing	

Two's	 Company,	 which	was	 extremely	 delicious…	 and	 performed	with	 great	

brilliance	and	an	artistic	conception	which	was	really	interesting	(Ayala,	1995).	

	

I	recalled	the	response	of	the	players	of	the	Orquesta	Sinfónica	de	Michoacán	after	the	

first	rehearsal:	

	

I	 will	 always	 remember	 the	 occasion	 prior	 to	 the	 premiere	 performance	 of	

Two’s	Company	in	Mexico	in	1995	when	the	orchestra	broke	into	spontaneous	

applause	immediately	after	the	first	rehearsal,	such	was	their	enjoyment	of	it	

(Marshall,	2011).	

	

Two’s	Company	was	subsequently	recorded	and	released	in	2009	on	the	CD	Still	Life	with	

Guitar	by	Matthew	Marshall	and	Gunter	Herbig	with	the	Wellington	Sinfonia	conducted	

by	Kenneth	Young.	 It	was	published	by	Hatchet	Music	Ltd	 in	2020,	edited	by	Matthew	

Marshall.	To	date,	Dreamer	for	solo	guitar	and	string	quartet	remains	unperformed.114	

		

	
114	Edrick	Corban-Banks	to	Matthew	Marshall,	personal	correspondence,	18	August	2019.	
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Figure	31.	Programme	for	the	Orquesta	Sinfónica	de	Michoacán’s	concert	that	featured	the	premiere	performance	of	John	Ritchie’s	Two’s	
Company.	Collection	of	the	author.	
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6.2.4	Guitar	Concerto	Op.79	(1997)	–	Anthony	Ritchie	

The	four	works	for	guitar	and	orchestra	that	I	had	commissioned	and/or	premiered	up	

to	1994	had	all	been	orchestrated	for	chamber	orchestra	or	reduced	orchestral	forces,	

primarily	out	of	a	concern	for	ensuring	the	guitar’s	relatively	quiet	voice	could	be	heard	

over	 the	 orchestra.	 Indeed	most	well-known	 twentieth-century	 guitar	 concertos	 have	

been	scored	for	small	orchestras	for	the	same	reason.	For	example,	the	instrumentation	

of	Joaquin	Rodrigo’s	Concierto	de	Aranjuez	is	2222-2200	+	Strings.	His	Fantasia	para	un	

Gentilhombre	 is	 even	 lighter	 with	 1101-0100	 +	 Strings.	 Mario	 Castelnuovo-Tedesco’s	

Guitar	Concerto	No.1	is	scored	1121-1000-Timp	+	Strings,	and	Heitor	Villa-Lobos’s	Guitar	

Concerto	is	1111-1010	+	Strings.	

	

Despite	 the	 reduced	 instrumentation	 in	 the	 aforementioned	 works	 (and	 Segovia’s	

preference	to	eschew	any	sort	of	electronic	enhancement115),	it	has	become	customary	

for	guitar	soloists	to	use	a	modest	amount	of	sound	reinforcement	or	amplification	when	

performing	concertos	with	orchestra.	

	

What	I	 instead	wanted	to	investigate	in	a	new	work,	and	to	break	new	ground,	was	to	

explore	 the	 feasibility	 of	 commissioning	 and	 performing	 a	 guitar	 concerto	 that	

incorporated	 full	 orchestral	 forces.	 This	 would	 be	 without	 compromising	 on	 the	

orchestral	writing,	and	in	which	the	guitar	was	unashamedly	amplified	so	the	performer	

did	not	feel	they	had	to	compete	with	the	orchestra.	

	

	
115		The	notion	of	an	amplified	guitar	would	not	have	been	available	nor	the	concept	even	thought	of	in	the	
context	of	classical	music	when	Andrés	Segovia	was	at	the	height	of	his	career	in	the	1930s,	therefore	would	
have	been	unlikely	to	have	been	in	his	consciousness	as	something	to	use.	Three	of	the	above-mentioned	
works	were	written	for	Segovia.	
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Australian	guitarist	John	Williams	has	used	subtle	amplification	for	many	years	–	even	in	

solo	recitals	–	despite	having	an	obvious	ability	to	produce	a	strong	sound	without	it.	In	

a	1990	interview	for	Australian	Guitar	Journal,	Williams	stated:	

I	feel	that	the	wide	range	of	options	available	today	for	amplifying	the	guitar	

means	that	you	can	focus	on	the	warm,	intimate	sounds	of	the	guitar	even	in	a	

large	auditorium.	The	end	result	will	be	musically	much	more	satisfying	than	

trying	 just	 to	produce	a	 large,	possibly	unmusical,	 sound	output,	even	 if	 it	 is	

totally	natural.	

I	know	that	to	some	critics	any	form	of	amplification	is	musical	heresy,	but	I	

think	that	we	have	to	go	one	step	further.	The	guitar	played	in	a	large	hall	is	not	

heard	at	its	loveliest	for	most	people	in	that	hall;	ideally,	the	guitar	should	not	

be	 played	 in	 a	 large	 hall	 if	we	want	 to	 experience	 the	 full	 range	 of	 its	 tone,	

because	it	doesn’t	sound	the	same	at	a	distance	of	20	metres	or	more.	This	is	

because	 it’s	a	partly	percussive	 instrument,	and	the	percussive	aspects	carry	

more	than	its	other	dynamic	and	tonal	qualities,	so	what	we’re	hearing	is	not	

really	a	true	guitar	sound.	So	it’s	not	whether	you	can	hear	a	guitar	at	the	back	

of	 the	 Sydney	 Opera	 House,	 but	 what	 you	 hear	 that	 counts.	 I	 find	 that	

amplification	 helps	 in	 that	 regard,	 but	 obviously	 it	 has	 to	 be	 well	 done	

(Williams,	as	cited	in	Pritchard-Levy,	1990).	

Williams’s	reasons	for	using	amplification	have	strongly	influenced	my	own	approach	to	

performing	 with	 orchestra.	 Sensitive	 and	 careful	 sound	 reinforcement	 enables	 the	

guitarist	to	play	in	a	normal	manner	without	having	to	force	the	sound	or	technique	in	a	

bid	to	be	heard	over	the	orchestra.	The	result	is	the	player	can	continue	to	explore	the	

full	palette	of	tone	colours	and	dynamic	contrasts	of	the	guitar,	the	audience	will	hear	

these	 clearly	 and,	 as	 Williams	 notes,	 without	 the	 percussive	 aspects	 of	 the	 guitar	

predominating.	
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This	 approach	 informed	my	 thinking	 in	 regard	 to	 exploring	 a	 new	 guitar	 concerto	 in	

which	amplification	would	become	an	intrinsic	component,	embedded	within	the	musical	

conception	of	the	work,	not	just	a	means	for	making	the	guitar	louder	in	order	to	be	heard.	

	

As	well	as	the	size	of	 the	orchestra,	 I	was	also	 interested	in	a	concerto	of	significantly	

longer	duration	than	most	traditional	guitar	concertos.	Those	of	Rodrigo,	Castelnuovo-

Tedesco	and	Villa-Lobos	have	durations	of	between	nineteen	and	twenty-two	minutes.	

David	 Farquhar’s	 Guitar	 Concerto	 is	 eighteen	 minutes	 long,	 Paul	 Turner’s	 is	 twenty	

minutes	and	William	Southgate’s	Hamlet	Suite	is	only	fifteen	minutes	in	duration.	

	

On	the	basis	of	 the	success	of	his	Pas	de	Deux	 for	two	guitars,	as	well	as	having	heard	

performances	 of	 his	Viola	 Concerto	 (1994/1995),	 Symphony	 No.1	 “Boum”	 (1993)	 and	

Flute	Concerto	(1993),	I	approached	Anthony	Ritchie	with	the	idea	of	writing	a	large-scale	

concerto	for	guitar	with	the	above	parameters.	

	

After	 obtaining	 agreement	 from	 the	 Auckland	 Philharmonia	 to	 stage	 the	 premiere	

performance	with	myself	 as	 soloist,	 and	 subsequent	 success	 in	 securing	 funding	 from	

Creative	New	Zealand	for	the	commissioning	fee,	Ritchie’s	response	was	a	substantial,	

three-movement	work	with	a	duration	of	approximately	30	minutes.		

	

The	instrumentation	was	also	extensive:	piccolo,	two	flutes,	two	oboes,	two	clarinets	(B	

flat	 and	 A),	 two	 bassoons,	 four	 horns,	 three	 trumpets,	 three	 trombones,	 tuba,	 three	

percussionists	 (playing	 cymbals,	 suspended	 cymbal,	 bass	 drum,	 tom	 toms,	 drum	 kit,	

tamtam,	bongos,	temple	blocks,	triangle),	celesta	and	strings	(10,	8,	8,	6,	6	minimum).	

	



	 158	

The	 work	 explores	 eclectic	 styles	 including	 blues,	 jazz,	 romantic,	 popular	 music	 and	

Phrygian	modes	 as	 well	 as	 incorporating	 percussive	 effects	 on	 the	 guitar.	 A	 cadenza	

features	in	the	first	movement	and	the	second	movement	closes	with	a	brief	quote	from	

John	Ritchie’s	Concertino	for	Clarinet	and	String	Orchestra	(1957).	The	third	movement	in	

particular	explores	jazz	and	popular	idioms.	

	

The	 first	 performance	 took	 place	 in	 Auckland	 Town	 Hall	 on	 17	 June	 1998	 with	 the	

Auckland	Philharmonia	conducted	by	Edvard	Tchivzhel,	and	was	repeated	on	18	 June	

1998.	

	

Critical	response	to	the	first	performance	was	somewhat	mixed	with	critics’	comments	

suggesting	 that	 the	 balance	 between	 guitar	 and	 orchestra	 did	 not	 come	 off	 quite	 as	

anticipated	 along	 with	 the	 quantity	 of	 musical	 ideas	 which	 may	 have	 competed	 for	

attention.	Tara	Werner	of	the	New	Zealand	Herald	wrote:	

	

Anthony	 Ritchie	may	 be	 one	 of	 New	 Zealand’s	most	 talented	 (and	 popular)	

composers.	But	his	Guitar	Concerto…	was	spoiled	by	having	too	many	elements	

which	vied	and	clashed	against	each	other.	The	third	movement	was	a	case	in	

point,	 a	 potpourri	 of	 themes	 in	 different	 styles	 that	 did	 not	 quite	 come	 off	

(Werner,	1998).	

	

Rachel	Clement,	writing	in	Music	in	New	Zealand	offered	another	view:	

	

Although	the	guitar	rarely	manages	 to	dominate,	 the	work	 is	cleverly	scored	

with	an	extremely	well	balanced	orchestration	that	allows	the	soloist	to	speak	

clearly	through	the	texture	at	almost	every	point.	It	would	have	been	good	had	

the	amplification	been	greater,	 if	only	because	the	most	interesting	ideas	are	

those	presented	by	the	soloist	(Clement,	1998).	
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Figure	 32	 shows	 the	 programme	 from	 the	 first	 performance	 with	 the	 Auckland	

Philharmonia	Orchestra.	
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Figure	32.	Programme	from	the	first	performance	of	Anthony	Ritchie’s	Guitar	Concerto	Op.79.	Collection	of	the	author.	
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6.2.5	Inception	to	Infinity	(2001)	for	guitar	and	string	orchestra	–	Philip	Norman	

The	 commissioning	 of	 Philip	Norman’s	 Inception	 to	 Infinity	 resulted	 from	 two	 events.	

Firstly,	in	February	1999	I	attended	a	performance	of	Peter	Pan:	The	Ballet	by	the	Royal	

New	 Zealand	 Ballet	with	music	 by	 Philip	 Norman	 played	 by	 the	Wellington	 Sinfonia,	

conducted	 by	 Kenneth	 Young.	 I	 was	 inspired	 by	 Norman’s	 rich	 orchestral	 score	

containing	flowing	melodies,	lush	harmonies,	driving	rhythms	combined	with	a	hint	of	

humour	all	of	which	I	could	imagine	translating	well	to	the	guitar	in	a	future	work.	

	

In	2001	Massey	University	(where	I	was	Head	of	its	Conservatorium	of	Music	1996-2006)	

was	celebrating	the	opening	of	the	newly	refurbished	former	Dominion	Museum	building	

in	Wellington	which	had	 come	 into	 the	university’s	possession.	At	 the	 same	 time,	 the	

university	was	also	honouring	film	directors	Peter	Jackson	and	Fran	Walsh	with	honorary	

doctorates.	Both	celebrations	were	combined	into	the	one	ceremony	and	as	Head	of	the	

Conservatorium	of	Music,	I	was	tasked	by	the	university	to	oversee	the	commissioning	of			

some	music	to	mark	this	important	occasion.	

	

This	provided	me	with	the	opportunity	to	recall	Philip	Norman’s	orchestral	score	to	Peter	

Pan:	The	Ballet	and	to	ask	him	to	write	a	short	work	for	guitar	and	string	ensemble	that	

could	 be	 performed	 at	 the	 Massey	 University	 event.	 With	 the	 support	 of	 the	 then	

Wellington	 campus	 Principal,	 Bruce	 Phillips,	 the	 university	 provided	 funds	 for	 the	

commission	and	in	September	2001	Norman	completed	a	single-movement	work	of		eight	

minutes	duration	titled	From	Inception	to	Infinity.	The	title	was	the	university’s	official	

motto	at	the	time.	The	premiere	performance,	in	the	presence	of	the	Governor	General,	

Dame	 Sylvia	 Cartwright,	 took	 place	 on	 25	 November	 2001	 in	 the	 Massey	 University	
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Theatrette,	Wellington	with	the	Massey	Chamber	Orchestra	conducted	by	Philip	Norman	

with	myself	as	soloist.	

	

By	the	time	of	the	first	performance,	Philip	Norman	and	I	had	already	been	discussing	the	

possibility	of	expanding	the	piece	into	a	multi-movement	work	to	create	a	concertino	for	

guitar	and	strings	to	perform	in	my	forthcoming	tour	of	Europe	in	mid-2002.	

	

Philip	Norman	writes:	

As	time	was	pressing,	I	recast	a	recently	completed	string	orchestra	work	into	
two	additional	movements	–	The	House	 that	 Sings	 and	The	Moon	 is	Half	Cut.	
These	titles	were	irresistible	phrases	my	then	three-year-old	daughter	Isla	had	
used	while	learning	to	speak.	The	latter	was	an	expression	of	delight	on	first	
noticing	 a	 half	moon,	 and	 the	 former	 an	 evocative	 description	 of	 a	wind-up	
music-box	 toy	 in	 the	 shape	 of	 a	 house	 (Philip	Norman,	 as	 cited	 in	Marshall,	
2009).	

	

The	completed	work	with	the	overarching	title	of	Inception	to	Infinity	and	consisting	of	

the	three	movements:	Inception	to	Infinity,	The	House	that	Sings	and	The	Moon	is	Half	Cut	

was	premiered	in	Philharmonic	Hall,	Kemerovo,	Russia	on	18	May	2002		with	the	Kuzbass	

Philharmonic	Orchestra	conducted	by	Lin	Tao	with	myself	as	soloist.	The	programme	for	

the	concert	also	included	the	premiere	performance	of	Patrick	Shepherd’s	Flute	Concerto	

with	 Carol	 Hohauser	 as	 soloist.	 Inception	 to	 Infinity	 was	 subsequently	 recorded	 and	

released	on	the	2009	album	Still	Life	with	Guitar	with	the	Vector	Wellington	Orchestra	

conducted	by	Kenneth	Young	with	myself	 as	 soloist.	The	work	 in	 its	 three-movement	

form	is	yet	to	receive	a	public	performance	in	New	Zealand.	Figure	33	shows	the	original	

advertising	poster	for	the	premiere	performance	in	Russia.
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Figure	33.	Advertising	poster	for	the	premiere	performance	of	Inception	to	Infinity	by	Philip	Norman.	Collection	of	the	author.	English	translation	by	the	author.	
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6.2.6	Whakapapa:	Concerto	for	Flute,	Guitar	and	Strings	(2002)	–	Patrick	Shepherd	

	

In	mid-2001	I	was	advised	by	the	New	Zealand	Embassy	in	Germany	that	a	celebration	

concert	in	Berlin	was	being	planned	for	May	2002	to	commemorate	the	53rd	anniversary	

of	 the	 ending	 of	 the	 Berlin	 Blockade.116	 The	 commemorative	 concert	 –	

Luftbrückenkonzert	–	held	annually	on	12	May	in	Berlin	features	music	from	the	allied	

countries	that	participated	in	the	airlift	of	1948/1949	that	was	a	result	of	the	blockade.	

	

The	 Airlift	 Gratitude	 Foundation	 (Stiftung	 Luftbrückendank)	 and	 the	 Berlin	 Chamber	

Orchestra	decided	to	 feature	New	Zealand	music	 in	 the	2002	commemorative	concert	

and	I	was	honoured	to	be	asked	to	participate.	

	

English-born,	 Christchurch-based	 composer	 Patrick	 Shepherd	 (b.	 1963)	 had	 been	

working	 with	 flutist	 Carol	 Hohauser	 on	 his	 Flute	 Concerto	 (1999)	 and	 at	 the	 time	

indicated	 interest	 in	 composing	 a	 large-scale	 work	 for	 both	 flute	 and	 guitar	 with	

orchestra.	

	

In	 light	of	this,	along	with	the	 invitation	from	the	Stiftung	Luftbrückendank	 for	a	work	

with	string	orchestra,	and	since	Carol	Hohauser	and	myself	were	organising	a	 tour	 to	

Europe	 for	 2002,	 it	was	 logical	 that	 I	 should	 ask	 Shepherd	 to	 consider	 composing	 an	

innovative	work	for	flute,	guitar	and	orchestra	especially	for	the	event.	

	
116	The	Berlin	Blockade	was	an	international	crisis	that	commenced	in	June	1948	as	a	result	of	the	Soviet	
Union	attempting	to	force	the	Western	allied	countries	to	withdraw	their	 interests	from	post-war	West	
Berlin.	The	Soviet	Union	blocked	all	land	access	between	Berlin	and	the	West	resulting	in	allied	countries	
(USA,	UK,	France,	Canada,	Australia,	New	Zealand	and	others)	combining	to	provide	food	and	other	supplies	
to	the	people	of	West	Berlin	solely	by	air.	The	blockade	lasted	nearly	a	year	until	being	lifted	by	the	Soviet	
Union	on	12	May	1949.	
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Shepherd	 completed	 his	Whakapapa:	 Concerto	 for	 Flute,	 Guitar	 and	 Strings	 in	 March	

2002.	A	substantial	work,	with	a	total	duration	of	approximately	24	minutes,	the	concerto	

comprises	six	movements:	Karakia,	Exposition,	Waiata,	Interlude,	Matakite	and	Finale	and	

is	inspired	by	aspects	of	Māori	culture	juxtaposed	with	European	influences.	Of	the	work,	

the	composer	writes:	

	

The	Māori	word	“Whakapapa”	refers	to	one’s	place	of	origin,	a	spiritual	home,	

and	for	New	Zealand	this	creates	two	different	points	of	reference	–	the	Pacific	

and	Europe.	This	is	a	central	theme	in	this	six-movement	work,	alternating	a	

lyrical,	almost	song-like	quality	with	driving	rhythms	and	angular	harmonies.	

	

The	first	movement	is	a	“karakia”	(prayer),	a	soft	invocation	to	introduce	the	

piece.	The	second	movement	is	a	lively	exposition	of	the	main	motivic	material,	

which	 is	 then	 further	developed	 in	 the	4th	movement	 (interlude)	and	 the	6th	

movement	 (finale).	 The	 3rd	 movement,	 entitled	 “waiata”	 (song)	 returns	 to	

gentler,	more	melodic	and	harmonic	language,	while	the	5th	movement	is	given	

over	entirely	to	a	cadenza	for	the	soloists	(Shepherd,	2002).	

	

The	premiere	performance	of	Whakapapa	took	place	on	12	May	2002	in	the	Konzerthaus	

Berlin,	with	 the	Berlin	Chamber	Orchestra	conducted	by	Roland	Mell	with	myself	and	

Carol	 Hohauser	 as	 soloists.	 The	 programme	 also	 included	works	 by	 Purcell,	 Rameau,	

Glass,	Rawsthorne,	Mell	and	Mozart	(see	Figure	34,	below).	Whakapapa	is	yet	to	receive	

a	performance	in	New	Zealand.	
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Figure	34.	The	programme	of	the	Luftbrückenkonzert	2002.	Collection	of	the	author.	
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6.2.7	Soul	Journeys:	A	Concerto	for	Guitar	and	Orchestra	(2016)	–	Christopher	Marshall		

The	commissioning	of	Florida-based	New	Zealander	Christopher	Marshall	(b.	1956)	to	

write	a	guitar	concerto	arose	from	a	chance	exchange	between	the	composer	and	myself	

via	the	online	business	platform	LinkedIn	in	early	2014.		

	

I	had	previously	been	aware	of	Marshall’s	(no	relation)	music	through	recordings	of	his	

orchestral	works	by	the	New	Zealand	Symphony	Orchestra	and	I	particularly	enjoyed	his	

orchestral	work	Hikurangi	Sunrise	(1999).	

	

The	 initial	 contact	with	Christopher	Marshall	 in	February	2014	resulted	 in	a	personal	

commission	of	Streets	of	Old	San	Juan	for	solo	guitar	(discussed	in	Chapter	Seven).	In	the	

early	stages	of	this	work	being	written,	Christopher	Marshall	intimated	that	he	also	had	

some	 sketches	 for	 a	 guitar	 concerto	 but	 had	 not	 developed	 them	 into	 anything	 of	

significance.	In	light	of	my	enjoyment	of	his	earlier	orchestral	works	I	was	immediately	

enthusiastic	about	the	 idea	and	encouraged	him	to	review	his	sketches	with	a	view	to	

writing	a	full-scale	work	for	guitar	and	orchestra.	

	

Thus	in	early	2015	I	formally	commissioned	Marshall	to	compose	a	concerto	for	guitar	

and	orchestra.	We	were	successful	 in	our	application	 for	a	Creative	New	Zealand	Arts	

Grant	in	the	March	2015	round	for	the	commissioning	fee,	the	success	of	which	was	due	

to	securing	the	agreement	of	the	Auckland	Chamber	Orchestra	to	perform	the	premiere,	

followed	by	repeat	performances	with	the	Orlando	Philharmonic	Orchestra	in	Orlando,	

Florida.	By	May	2015	Marshall	had	commenced	work	on	the	concerto.	
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As	with	Anthony	Ritchie’s	Guitar	Concerto	of	1997,	I	wanted	to	further	explore	the	idea	

of		performing	a	concerto	with	a	large-scale	orchestra,	therefore	the	suggestion	I	gave	to	

Christopher	Marshall	was	to	harness	the	full	forces	of	the	orchestra	and	that	the	guitar	

should	be	fully	amplified.	

	

Marshall	was	anxious	about	writing	for	the	guitar	as	he	was	relatively	inexperienced	–	he	

does	 not	 play	 the	 instrument	 and	 aside	 from	 Streets	 of	 Old	 San	 Juan	 (2014),	 he	 had	

previously	only	written	two	rather	short	works	for	guitar.	

	

All	instruments	have	their	own	coloristic	and	textural	fingerprints	as	well	as	idiomatic	

idiosyncrasies,	 and	 the	 guitar	 presents	 particular	 challenges	 to	 composers.	 If	 the	

composer	is	not	a	guitarist	it’s	a	steep	learning	curve	to	discover	what	does	and	doesn’t	

work.	If	the	composer	is	a	guitarist,	their	knowledge	of	the	instrument	sometimes	limits	

their	imagination.	In	terms	of	a	process,	I	asked	Christopher	Marshall	to	write	the	piece	

without	the	burden	of	knowing	what	does	and	doesn’t	work	on	the	guitar	in	order	for	him	

to	 lay	 out	his	musical	 ideas	 exactly	 as	he	 intended,	 and	 then	he	 and	 I	would	work	 to	

translate	it	to	ensure	it	worked	on	the	guitar.	

	

Marshall	took	an	inventive	approach	to	the	concerto	and	experimented	with	a	number	of	

innovative	 elements.	 Firstly,	 at	 approximately	38	minutes	 in	duration,	 it	 is	 one	of	 the	

longest	 guitar	 concertos	 written.	 Secondly	 it	 has	 only	 two	 movements	 –	 the	 first,	

Transcendence	being	about	12	minutes	long	and	the	second	movement,	Metamorphosis,	a	

set	of	variations,	at	26	minutes	is	a	major	work	in	and	of	itself.	Thirdly,	rather	than	use	

the	 traditional	 dialogue	 approach	 between	 the	 guitar	 and	 the	 orchestra,	 Marshall	

extensively	explored	 the	guitar’s	 textural	qualities	where	 the	 instrument	plays	almost	
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continuously	throughout	the	piece.	In	some	places	the	guitar	is	accompanying	the	whole	

orchestra	 and	 at	 other	 times	 it	 is	 playing	 in	 duet	with	 the	 flute,	 clarinet,	marimba	 or	

vibraphone	and	sometimes	with	various	combinations	of	orchestral	sections,	as	well	as	

doubling	instruments	frequently.	

	

Although	not	 quite	 on	 the	 scale	 of	 Anthony	Ritchie’s	 concerto,	 the	 instrumentation	 is	

nevertheless	substantial,	particularly	in	the	percussion	section.	It	consists	of	one	each	of	

flute,	 oboe,	 cor	 anglais,	 clarinet,	 bass	 clarinet,	 bassoon,	 horn,	 trumpet,	 celesta;	 three	

percussionists	(playing	vibraphone,	crash	cymbals,	xylophone,	temple	blocks,	suspended	

cymbal,	 snare	 drum,	 bass	 drum,	 marimba,	 triangle,	 tamtam,	 tambourine,	 maracas,	

tomtoms)	plus	 strings	 (5,4,3,3,2).	Obviously,	 amplification	of	 the	 guitar	 is	 required	 to	

achieve	 a	 level	 of	 balance	 that	 enables	 the	 instrument	 to	 project,	 particularly	 since	 it	

spends	a	lot	of	time	as	a	textural	addition	to	the	orchestration.	The	composer	specifically	

indicated	that	the	guitar	should	be	amplified	at	a	level	that	enables	it	to	achieve	a	similar	

acoustic	level	to	the	cello	or	violin.	

	

Of	the	work,	Christopher	Marshall	states:	

	

My	concerto	for	guitar	and	orchestra	is	titled	Soul	Journeys,	which	is	a	reference	

to	the	influence	of	the	poetry	of	Rumi	(the	13th	Century	Persian	poet	and	Sufi	

mystic)	 continues	 to	 have	 on	my	 life	 and	work.	 There	 are	 two	movements:	

Transcendence	 and	Metamorphosis.	 Stylistically	 this	 work,	 like	 much	 of	 my	

music,	 places	 very	 strong	 emphasis	 on	melody,	 and	 a	 romantic	 influence	 is	

evident	in	the	harmonic	language	(Kahn	&	Kahn,	2017).	

	

The	premiere	performance	 took	place	 on	2	October	2016	 at	 the	Raye	Freedman	Arts	

Centre	 Auckland,	with	 the	 Auckland	 Chamber	Orchestra,	 conducted	 by	 Peter	 Scholes.	
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This	performance	was	also	the	second	of	four	performances	for	this	DMA	project	and	an	

analysis	of	my	interactions	with	the	composer	and	details	of	the	preparation	of	this	work	

as	part	of	my	second	DMA	performance	is	discussed	in	Chapter	7.	

	

The	US	premiere	performance	took	place	on	22	April	2017	at	St.	Luke’s	Lutheran	Church,	

in	Oviedo,	Florida	with	the	Orlando	Philharmonic	Orchestra	conducted	by	Paul	Ghun	Kim	

and	was	repeated	at	The	Plaza	Live	Theatre,	Orlando,	Florida	on	24	April	2017.	

	

The	programme	for	the	concerts	in	Florida	appears	below	in	Figure	35.	
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Figure	35.	Programme	from	the	Orlando	Philharmonic	Orchestra’s	performance	of	Christopher	Marshall’s	Soul	Journeys:	A	Concerto	for	
Guitar	and	Orchestra.	Collection	of	the	author.	
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6.2.8	Works	for	guitar	and	orchestra	by	New	Zealand	composers	1985-2016	

Concertino	No.1	(1985)	–	Brent	Parker	
Strings	+	castanets	
	
Concertino	No.2	(1987)	–	Brent	Parker	
Strings	
	
*Concerto	for	Guitar	and	Small	Orchestra	(1992)	–	David	Farquhar	
1110-1000-Strings	
	
*Guitar	Concerto	(1993)	–	Paul	Turner	
0000-0100-Perc-Strings	
	
*Hamlet	Suite	(1993)	–	William	Southgate	
1111-1100-Strings	
		
*Two’s	Company	(1994)	–	John	Ritchie	
Two	guitars,	Harp,	Strings	
	
*Guitar	Concerto	Op.79	(1997)	–	Anthony	Ritchie	
3222-4331-Perc-Celesta-Strings	(10,	8,	8,	6,	6)	
		
*Inception	to	Infinity	(2001/2002)	–	Philip	Norman	
Strings	
	
*Whakapapa:	Concerto	for	Flute,	Guitar	and	Strings	(2002)	–	Patrick	Shepherd	
Strings	
	
Saffire	Concerto	for	Four	Guitars	(2006,	revised	2008)	–	Kenneth	Young	
2222-2200-Perc-Celesta-Harp-Strings	
	
*Soul	Journeys:	A	Concerto	for	Guitar	and	Orchestra	(2016)	–	Christopher	Marshall		
1221-1100-Perc-Celesta-Strings	
	
	
*	Commissioned	by	and/or	premiered	by	Matthew	Marshall	
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6.3	The	Purcell	Room	Concert	2005	

In	mid-2004	 I	was	approached	by	 the	Chair	of	 the	Latin	American	Caribbean	Cultural	

Society	(LACCS),	Professor	Juan	Monroy	inviting	me	to	give	a	solo	recital	of	New	Zealand	

guitar	music	 to	be	held	 in	the	Purcell	Room,	Royal	Festival	Hall,	London	on	5	October	

2005.	

	

Established	in	1983,	LACCS	is	a	London-based	non-profit	cultural	organisation,	its	chief	

aim	being	to	strengthen	cultural	understanding	between	all	nations.	It	organises	concerts	

and	 other	 events	 in	 London	 annually	 with	 an	 emphasis	 on	 the	 guitar,	 although	 not	

exclusively.	 It	 has	 featured	 high	 profile	 guitarist/performers	 such	 as	 Carlos	 Barbosa-

Lima,	 Laurindo	 Almeida,	 Charlie	 Byrd,	 Alirio	 Diaz,	 Vladimir	Mikulka,	 Vladislav	 Blaha,	

Berta	Rojas	and	Eduardo	Falu	and	stages	concerts	in	high	profile	venues	in	London	such	

as	Purcell	Room,	St.	John’s	Smith	Square,	and	Cadogan	Hall.	My	inclusion	in	their	roster	

was	a	particular	honour	and	a	first	for	a	New	Zealand	guitarist.	

	

The	programme	I	chose	included	a	first	half	of	standard	repertoire	from	Latin	America	

and	 Europe	 and	 the	 second	 half	 was	 dedicated	 entirely	 to	 music	 by	 New	 Zealand	

composers.	I	commissioned	one	major	work	especially	for	this	concert	and	included	five	

pieces	from	Seventeen	Pieces	by	Douglas	Lilburn,	Homage	to	Rodrigo	by	Peter	Leask		and	

Three	Sad	Waltzes	by	Kenneth	Young.	

	

During	the	two	years	prior	to	this	concert	I	had	been	working	with	composer/guitarists	

Michael	Hogan	(b.	1971)	and	Peter	Leask	(b.	1977)	who	were	establishing	their	careers	

as	composers	and	performers	in	Wellington.	They	had	previously	studied	guitar	with	me	

at	Massey	University	 and	were	 the	 first	 in	 a	 group	 of	 guitarist/composers	who	were	



	 174	

emerging	in	the	early	to	mid-2000s.	This	was	a	new	development	that	resulted	from	a	

significant	increase	in	the	standard	of	guitar	playing	emerging	from	the	universities,	and	

included	some	very	fine	guitarists	who	were	also	pursuing	a	dual	career	in	performing	

and	composing.	

	

I	had	previously	performed	some	of	Leask’s	and	Hogan’s	early	works	when	they	were	

students	and	 I	was	 interested	 in	 finding	a	way	 to	enable	 their	music	 to	reach	a	wider	

audience.	To	have	their	music	to	heard	in	a	major	concert	hall	in	London	was	a	significant	

opportunity	for	them.		

	

For	the	London	concert	I	commissioned	Hogan	to	write	a	large	scale,	six-movement	work	

entitled	Matariki:	Suite	for	Guitar.	Matariki	is	the	Māori	name	for	the	Pleiades	star	cluster	

and	the	term	also	refers	to	the	start	of	the	Māori	New	Year.	The	six	movements	of	Hogan’s	

work	are	each	named	after	the	individual	stars	in	the	cluster:	Tupu-ā-nuku,	Tupu-ā-rangi,	

Waitī,	Waitā,	Waipunā-ā-rangi	and	Ururangi,	with	the	title	of	the	overall	work,	Matariki	

named	after	the	brightest	star	at	the	centre	of	the	cluster.	The	work	is	innovative	in	its	

exploration	 of	 extended	 guitar	 techniques	 within	 a	 tonal	 language,	 incorporating	

extensive	use	of	percussion	effects	and	harmonics.	

	

Peter	Leask’s	work	Homage	to	Rodrigo	was	completed	in	2001,	but	until	this	concert	had	

remained	 unperformed.	 The	music	 of	 Spanish	 composer	 Joaquín	 Rodrigo	 had	 been	 a	

strong	influence	on	Leask	and	he	writes:	

	

I	have	always	revelled	in	the	immediacy	of	Rodrigo’s,	at	times,	macabre	melodic	

and	harmonic	writing	in	[his	guitar	works]	Invocación	y	danza	and	Tres	Piezas	
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Españolas.	 These	 pieces	 are	 what	 formed	 the	 inspiration	 behind	 Homage	

(Leask,	2005).	

	

The	programme	also	included	the	UK	premiere	of	another	work	by	Hogan,	Lucid	(2003)	

which	I	had	been	including	in	my	concert	programmes	in	New	Zealand	prior	to	this	time.	

The	programme	for	the	Purcell	Room	concert	is	shown	in	Figure	36	below.	

	

	 	
Figure	36.	Programme	from	the	2005	Purcell	Room	Concert.	Collection	of	the	author.	
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Critics’	response	to	this	concert	was	very	positive:	

	

The	 second	 half,	 comprising	 music	 by	 New	 Zealand	 composers,	 was	

extraordinarily	 successful,	 including	 two	 world	 premieres.	 The	 best-known	

figure,	Douglas	Lilburn,	was	represented	by	five	of	his	seventeen	short	pieces	

for	guitar,	whose	aphoristic	expression	was	that	of	the	mature	composer,	but	

the	 new	 works,	 by	 Peter	 Leask,	 whose	 Homage	 to	 Rodrigo	 made	 a	 deep	

impression,	 and	 the	Matariki	 Suite	 by	Michael	 Hogan,	 an	 extended	work	 of	

fascinating	variety	of	character,	demonstrated	quite	clearly	that	New	Zealand	

possesses	 young	 composers	 of	 notable	 gifts	 of	 whom	we	 should	 hear	more	

(Matthew-Walker,	2005).	

	

I	 also	 enjoyed	 Peter	 Leask’s	Homage	 to	 Rodrigo	 which	 apparently	 drew	 its	

inspiration	from	Rodrigo’s	Invocación	y	Danza.	Leask’s	Homage	is	a	large-scale	

work	which	is	musically	coherent	to	the	very	end.	The	concert	ended	with	the	

premiere	 performance	 of	 the	 six-movement	 ‘Matariki’	 Suite	 for	 Guitar	 by	

Michael	 Hogan.	 It	 was	 a	 very	 atmospheric	 work	 and	made	 good	 use	 of	 the	

various	 timbres	 of	 the	 guitar	 to	 create	 a	 work	 of	 emotional	 depth,	 which	

Matthew	 Marshall	 very	 successfully	 built	 to	 a	 joyous	 finale	 (Wassily-Saba,	

2005).	

	

The	success	of	this	concert	marked	a	shift	in	my	approach	to	commissioning	New	Zealand	

composers	 to	 write	 for	 the	 guitar.	 Up	 to	 this	 point	 I	 had	 been	 concentrating	 on	

commissioning	non-guitarist	composers	in	a	bid	to	continue	the	efforts	of	previous	New	

Zealand	guitarists	such	as	Edrick	Corban-Banks,	Milton	Parker	and	Suzanne	Court	and	to	

expose	other	composers	to	the	guitar	and	the	benefits	of	writing	for	it.	

	

However,	in	commissioning	two	young	composers,	both	of	whom	were	also	fine	guitarists	

and	 the	 international	 critical	 acclaim	 with	 which	 their	 works	 were	 afforded,	 was	 a	

reflection	that	the	quality	of	guitar	music	being	written	by	a	new	generation	of	guitarist-
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composers	had	improved	to	an	extent	that	demanded	greater	attention.	It	reinforced	in	

me	the	importance	of	encouraging	the	next	generation	of	guitar	composers,	thus	ensuring	

an	ongoing	pipeline	of	new	works	and	continuing	the	improvement	in	the	quality	of	music	

written	for	the	instrument	in	New	Zealand.	

	

In	tandem	with	my	own	activities	commissioning	established	composers,	I	initiated	two	

projects	in	a	deliberate	attempt	to	stimulate	composition	for	the	guitar	in	New	Zealand.	

These	are	discussed	below	in	6.4	and	6.5.	

	

6.4	The	2011	New	Zealand	Classical	Guitar	Composition	Competition	

In	 December	 2010	 I	 launched	 the	 2011	 New	 Zealand	 Classical	 Guitar	 Composition	

Competition,	with	$2650	in	prize	money	plus	recordings,	performances	and	publication	

of	the	prize-winning	works.	

	

Although	 the	 competition	 was	 open	 to	 composers	 at	 any	 stage	 of	 their	 careers,	 the	

primary	premise	behind	it	was	to	provide	an	opportunity	for	up-and-coming	composers	

to	have	a	goal	to	strive	for	with	the	potential	to	have	their	works	performed	and	recorded	

nationally	and	internationally.	

	

The	jury	comprised	myself	as	Chair,	Dr.	Philip	Norman	and	Associate	Professor	Timothy	

Kain	(Australian	National	University)	and	the	competition	attracted	twenty-five	entries	

from	New	Zealand	composers	resident	in	USA,	England,	Australia	and	New	Zealand,	many	

of	whom	have	since	continued	on	to	significant	careers	as	composers.	Eleven	works	were	

shortlisted	(detailed	in	Appendix	C,	Table	3)	and	the	prize	winners	were	as	follows:	
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1st:	Fantasia	in	August	–	Michael	Calvert	

2nd:	Cytokinesis	–	Mike	Nock	

3rd:	Two	Spanish	Pieces	–	Campbell	Ross	

	

The	prize-winning	works	received	their	premiere	performance	in	the	Theatrette,	Massey	

University,	Wellington	on	17	November	2011	in	a	solo	recital	programme	dedicated	to	

New	 Zealand	 guitar	 music	 as	 part	 of	 the	 BLOW!	 Creative	 Arts	 Festival	 organised	 by		

Massey	University.	The	programme,	performed	by	me,	was	recorded	live	and	broadcast	

by	Radio	New	Zealand	and	featured	the	following	works:	

	

Pasatanglia	–	Gareth	Johnston	

Fantasia	in	August	–	Michael	Calvert	(premiere)	

For	Timothy	–	Gillian	Whitehead	

Cytokinesis	–	Mike	Nock	(premiere)	

Two	Studies	–	Michael	Hogan	

Sultry	–	Anthony	Ritchie	(premiere)	

Two	Spanish	Pieces	–	Campbell	Ross	(premiere)	

	

The	 three	 prize-winning	works	were	 also	 performed	 by	me	 at	 the	 Taranaki	 Classical	

Guitar	 Summer	 School	 in	 New	 Plymouth	 on	 14	 January	 2012	 and	 at	 the	 Central	

Queensland	Conservatorium	of	Music,	Australia	on	28	April	2012.	The	three	works	were	

also	published	in	2012	by	SOUNZ	in	a	limited	edition	volume,	edited	by	me.	
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The	impact	of	this	competition	was	broader	than	the	immediate	event	as	it	encouraged	a	

new	 group	 of	 composers	 to	 continue	 writing	 for	 the	 guitar.	 The	 third	 prize	 winner,	

Campbell	Ross	(b.	1979)	has	since	won	APRA	Awards	for	his	compositions	and	became	a	

SOUNZ-represented	composer.	For	second	prize	winner,	Mike	Nock	(b.	1941),	one	of	New	

Zealand’s	best-known	jazz	artists,	it	opened	up	a	new	genre	of	music	for	him	to	compose	

for,	and	his	prize-winning	work	Cytokinesis	was	subsequently	published	by	Hatchet	Music	

in	2020,	edited	by	Matthew	Marshall.	

	

For	 the	 first	prize	winning	composer	Michael	Calvert,	 the	winning	of	 this	competition	

resulted	in	the	establishment	of	a	work	relationship	between	him	and	me	that	has	been	

particularly	fruitful,	and	also	had	a	direct	influence	on	my	DMA	project.117	This	gave	rise	

to	a	commercial	CD	recording	of	his	solo	guitar	music	released	by	Ravello	Records,	USA	

in	 2015	 (Rhapsody	 on	 a	Riff,	 	 RR7907).	 It	 continued	with	me	 giving	 the	New	Zealand	

premiere	 performance	 of	 his	 solo	work	Rhapsody	 on	 a	 Riff	 in	my	 first	DMA	 recital	 in	

Marama	Hall,	Dunedin	on	8	June	2016	and	then	commissioning	a	new	work	from	him,		

Four	 Intermezzi	 (2016)	which	was	premiered	 in	my	 fourth	DMA	recital	 in	Stiefel	Hall,	

New	York	on	29	June	2018.		

	

Figure	37	shows	the	advertising	poster	for	the	Competition,	the	terms	and	conditions	of	

which	are	detailed	in	Appendix	D.	

	
117	While	I	had	previously	met	Michael	Calvert	during	the	mid-1980s	while	I	was	a	student	in	Wellington,	I	
did	not	know	him	well	and	was	only	familiar	with	one	of	his	compositions,	Suma,	published	by	Wai-te-ata	
Music	Press	 in	1991.	A	further	outcome	of	winning	this	competition	 is	the	publication	of	six	of	Michael	
Calvert’s	guitar	works	by	Hatchet	Music	between	2017	and	2020.	
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Figure	 37.	 Advertising	 poster	 for	 the	 2011	 New	 Zealand	 Classical	 Guitar	 Composition	 Competition.	
Collection	of	the	author.	
	



	 181	

6.5	The	Matthew	Marshall	Composition	Prizes	at	Victoria	University	of	Wellington	

Although	the	first	and	second-prize-winning	works	 in	the	2011	New	Zealand	Classical	

Guitar	 Composition	 Competition	 were	 written	 by	 experienced	 and	 well-established	

composers,	of	the	total	of	twenty-five	entries	received,	twenty-one	of	them	were	from	

university	 students	 or	 recent	 graduates.	 This	 suggested	 there	was	 significant	 interest		

from	 younger	 composers	 who	were	 looking	 for	 opportunities	 to	 write	music	 for	 the	

guitar.	

	

This	was	an	encouraging	finding	and	in	a	bid	to	create	further	opportunities	for	the	next	

generation	 of	 guitar	 composers,	 in	 2013	 I	 entered	 into	 discussions	 with	 the	 Victoria	

University	of	Wellington	Foundation	with	a	view	to	establishing	a	cash	prize	to	encourage	

and	provide	incentive	for	student	composers	(especially	non-guitarists)	to	write	music	

for	the	classical	guitar.	

	

Thus	 in	2014	 the	 annual	Matthew	Marshall	 Prize	 for	 Classical	Guitar	 Composition	was	

established	at	Victoria	University	of	Wellington	to	enable	composition	students	from	the	

New	Zealand	School	of	Music	 to	submit	works	 for	consideration.	A	cash	prize	of	$500	

would	be	awarded	to	the	best	composition	for	solo	guitar	as	judged	by	composition	staff	

of	the	New	Zealand	School	of	Music	with	recommendations	regarding	a	winner	made	to	

me	as	sponsor	of	the	prize.	

	

In	2017	an	additional	annual	prize	was	added	and	awarded	for	the	best	chamber	music	

composition	 that	 features	 the	guitar	 in	a	prominent	role.	Up	 to	2020,	nine	new	guitar	

works	have	been	awarded	prizes	from	a	total	of	twenty	works	entered	for	the	prizes.	A	

complete	 list	of	 all	 recipients	and	 their	works	 is	detailed	 in	Appendix	C,	Table	4.	 It	 is	
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anticipated	that	that	 these	prizes	will	continue	to	be	offered	 into	the	 future	to	 further	

encourage	the	development	of	guitar	composition	from	later	generations	of	composers	

in	 New	 Zealand.	 There	 is	 a	 triple	 purpose	 in	 doing	 so:	 to	 increase	 the	 number	 of	

composers	 writing	 for	 the	 guitar,	 the	 quantity	 of	 guitar	 music	 being	 written,	 and	 to	

improve	the	quality	of	the	guitar	music	being	written.	

	

6.6	Summary	

As	Edrick	Corban-Banks	intimates,	he	made	a	conscious	decision	to	work	with	orchestras	

and	high-profile	orchestra	members	in	New	Zealand:	

	

It	was	part	of	the	effort	to	get	the	guitar	more	accepted	in	New	Zealand	–	we	

were	 going	 through	 the	 same	 sort	 of	 things	 Segovia	 was	 going	 through,	 of	

course	not	on	such	a	grand	scale,	so	I	started	working	with	people	from	the	New	

Zealand	Symphony	Orchestra	and	the	Auckland	Philharmonia.	Of	course,	I	was	

also	trying	to	enhance	my	own	reputation	as	a	guitarist.118	

	

Similarly,	my	own	experience	since	first	playing	a	concerto	in	1988	with	the	New	Zealand	

Symphony	Orchestra	was	that	the	concerto	medium	was	ideal	for	enabling	the	guitar	to	

reach	a	 far	wider	audience	 than	was	possible	 through	playing	 solo	or	 chamber	music	

concerts.	Performing	concertos	with	orchestra	also	gave	the	guitar	a	public	profile	and	

acceptance	as	a	serious	instrument	able	to	perform	in	traditional	orchestral	scenarios.	

	

This	early	success,	combined	with	my	interest	in	creating	a	repertoire	of	new	music	for	

the	 guitar	 by	 New	 Zealand	 composers	 combined	 to	 encourage	 me	 to	 pursue	 the	

commissioning	of	guitar	concertos	as	an	important	component	of	my	activities.	

	
118	Edrick	Corban-Banks	to	Matthew	Marshall,	personal	correspondence,	19	August	2019.	
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Of	the	eleven	works	for	guitar	and	orchestra	written	by	New	Zealand	composers,	eight	

were	commissioned	and/or	premiered	by	me.	Of	the	other	three,	two	were	written	by	

Dublin-based	New	Zealander	Brent	Parker	between	1985-1987	and	commissioned	by	

Irish	guitarist	 John	Feeley.	The	 third	–	Saffire	Concerto	 (2006)	by	Kenneth	Young	was	

commissioned	 by	 Australian-based	 guitar	 quartet	 Saffire	 (Slava	 Grigoryan,	 Karin	

Schaupp,	Gareth	Koch,	Leonard	Grigoryan).	These	works	are	 important	 to	mention	as	

they	also	make	a	significant	contribution	to	the	overall	repertoire	of	New	Zealand	music	

for	guitar	and	orchestra.119	

	

As	demonstrated	above,	my	own	journey	in	establishing	a	repertoire	of	significant	works	

for	guitar	by	New	Zealand	composers	began	with	commissioning	David	Farquhar	to	write	

his	Guitar	Concerto	–	a	process	that	began	in	1989	and	came	to	fruition	with	its	premiere	

performance	 nearly	 four	 years	 later.	 Since	 then	 another	 eight	 works	 for	 guitar	 and	

orchestra	by	New	Zealand	composers	have	been	added	to	the	repertoire.	

	

My	approach	to	the	types	of	guitar	and	orchestra	works	that	I	commissioned	began	with	

smaller	 scale	 orchestrations	 (David	 Farquhar,	 Paul	 Turner,	 John	 Ritchie)	 with	 small	

numbers	of	wind	instruments,	little	brass	plus	strings	–	similar	to	the	well-known	guitar	

concertos	 of	 Europe	 –	 and	 evolved	 into	 seeking	 works	 with	 bolder	 orchestrations	

incorporating	large	orchestras	while	using	amplified	guitar	to	full	effect	(Anthony	Ritchie,	

Christopher	Marshall).	Some	works	were	commissioned	and/or	performed	with	specific	

	
119	These	works	are	included	in	Appendix	B	with	a	brief	description	of	each.	
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forces	 in	 mind	 and/or	 for	 particular	 occasions	 (William	 Southgate,	 Philip	 Norman,	

Patrick	Shepherd,	John	Ritchie).	

	

The	principal	 intention	behind	my	attempts	 to	build	 a	 significant	New	Zealand	guitar	

repertoire	was	to	focus	on	non-guitarist	composers	who	were	highly	regarded	in	their	

fields.	This	was	to	help	ensure	that	the	new	music	being	written	for	guitar	in	New	Zealand	

was	of	the	highest	quality	possible,	and	to	expand	the	number	of	composers	who	were	

writing	 for	 the	 guitar.	 It	 was	 also	 important	 for	 the	 guitar	 to	 be	 seen	 alongside	 and	

accepted	as	part	of	the	mainstream	classical	music	scene	in	New	Zealand.	In	achieving	

this,	it	was	my	intention	to	carve	out	a	distinct	and	unique	career	for	myself	as	a	guitar	

performer	 specialising	 in	 the	 music	 of	 New	 Zealand.	 In	 taking	 this	 approach	 I	 was	

influenced	 by	 earlier	 New	 Zealand	 guitarists	 Suzanne	 Court,	 Milton	 Parker	 and	 in	

particular,	 Edrick	 Corban-Banks.	 As	 Corban-Banks	 himself	 stated,	 it	 was	 a	 specific	

approach	that	became	a	defining	factor	in	his	career.	

	

I	 had	 been	 invited	 to	 perform	 New	 Zealand	 works	 at	 a	 Siegfried	 Behrend	

summer	 school	 in	 Europe.	 There	 wasn’t	 much	 in	 the	 repertoire	 and	 so	 the	

commissioning	of	the	Ritchie	piece	[Whimsies]	was	especially	important.		But	

it	was	also	a	conscious	move	to	grow	the	guitar	repertoire,	to	give	the	guitar	a	

greater	 credibility	 and	 bring	 it	 into	 greater	 repute	 by	 commissioning	 New	

Zealand	composers	who	had	a	substantial	reputation.120	

	

	

	

	

	
120	Edrick	Corban-Banks	to	Matthew	Marshall,	personal	correspondence,	18	August	2019.	
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7.0	The	DMA	Recitals	

I	cannot	sufficiently	stress	the	importance	of	using	the	open	strings	–	Julian	Bream	

	

The	 four	 recitals	 that	 formed	 the	 substantive	 component	 of	 this	 research	 consisted	

almost	entirely	of	guitar	music	composed	by	New	Zealand	composers.	With	the	exception	

of	the	second	performance,	which	was	a	single	work	in	the	form	of	a	concerto,	the	recitals	

deliberately	included	music	from	a	range	of	periods	in	the	history	of	guitar	composition	

in	New	Zealand.	Every	recital	included	at	least	one	work	either	commissioned	especially	

for	 it,	 and/or	 included	 at	 least	 one	 world	 premiere	 performance	 of	 a	 previously	

composed	work.	The	premise	behind	 this	programming	was	 to	 convey	a	 sense	of	 the	

breadth	 and	depth	of	 repertoire	 that	has	been	written	 for	 the	 guitar	by	New	Zealand	

composers	from	1954	to	the	present	day.	The	first	and	third	recitals	were	approximately	

fifty	 minutes	 in	 duration	 and	 performed	 without	 interval.	 The	 second	 performance,	

consisting	of	a	concerto,	was	approximately	thirty-five	minutes	and	the	final	recital	was	

approximately	ninety	minutes	in	duration	and	included	an	interval.	The	first	and	third	

recitals	took	place	in	Dunedin	at	Marama	Hall,	the	second	was	at	the	Raye	Freedman	Arts	

Centre	in	Auckland	as	part	of	the	Auckland	Chamber	Orchestra’s	2016	season,	and	the	

fourth	recital	took	place	in	the	Stiefel	Concert	Hall	in	New	York	as	part	of	the	18th	New	

York	Guitar	Seminar	at	Mannes,	an	annual	 international	classical	guitar	 festival.	 In	 the	

following	 sections,	 I	 outline	 reflections	 and	 impressions	 of	 these	 recitals	 from	 my	

perspective.	I	reflect	on	these	recitals	and	how	my	performances	connect	with	the	themes	

outlined	 in	 this	 exegesis.	 I	 also	 examine	 the	 genesis	 of	 the	 music,	 its	 technical	 and	

interpretive	challenges	along	with	aspects	of	my	collaborations	with	the	composers.	
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7.1	DMA	Recital	1	

This	 recital	 took	 place	 at	Marama	Hall,	 Dunedin	 on	 8	 June	 2016	 and	 the	 programme	

consisted	of	repertoire	spanning	a	sixty-year	period	from	1954	to	2014	for	solo	guitar	

and	guitar	with	voice.	This	was	a	specific	choice	designed	 to	highlight	 the	contrasting	

styles	of	New	Zealand	guitar	music	over	this	timeframe.	

	

The	first	two	works	on	the	programme,	Aria	from	the	chamber	opera	Outrageous	Fortune	

by	Gillian	Whitehead	and	Sings	Harry	by	Douglas	Lilburn	were	for	voice	and	guitar	and	

performed	with	soprano	Joanna	Heslop.	The	inclusion	of	these	two	works	had	its	origins	

in	a	performance	that	Joanna	Heslop	and	I	gave	in	Australia	in	2014	at	the	Melbourne	

Writers’	Festival	in	which	we	performed	both	works.	The	Whitehead	work	was	my	own	

arrangement	and	was	included	in	this	recital	as	an	important	means	of	introducing	my	

DMA	performance	through	the	powerful	delivery	of	karakia121,	combined	with	the	fact	

that	the	original	chamber	opera	was	set	in	Otago,	thus	making	a	connection	between	my	

DMA	project	and	the	region.	

	

Sings	Harry	by	Douglas	Lilburn	was	included	because	it	was	one	of	the	earliest	and	most	

important	works	 for	 guitar	 by	 a	New	 Zealand	 composer	 and,	 as	 already	 discussed	 in	

Chapter	3,	it	occupies	a	pre-eminent	position	in	New	Zealand	music	and	literature.		

	

The	remainder	of	the	programme	consisted	of	three	solo	guitar	works:	Rhapsody	on	a	Riff	

by	Michael	Calvert	and	Streets	of	Old	San	 Juan	by	Christopher	Marshall,	both	of	which	

	
121	Karakia	is	defined	by	Māori	Dictionary	as	an	incantation,	prayer	or	ritual	chant	that	is	generally	used	
to	invoke	or	encourage	a	favourable	outcome	for	an	occasion,	activity	or	event.	
https://maoridictionary.co.nz/word/2275	
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were	 New	 Zealand	 premiere	 performances.	 The	 recital	 concluded	 with	 the	 world	

premiere	performance	of	Muisca	by	John	Psathas.	

	

Rhapsody	on	a	Riff	was	written	in	1994	by	Michael	Calvert	and	was	the	only	work	on	the	

programme	composed	by	a	guitarist.	While	the	majority	of	the	New	Zealand	guitar	music	

I	have	commissioned	has	been	 from	non-guitarist	 composers,	 it	was	 felt	 important	 to	

include	a	work	written	by	a	guitarist	as	a	comparison.	Calvert	is	a	skillful	and	imaginative	

composer	who	does	not	allow	the	intrusion	of	technical	clichés	into	his	music	which	can	

occur	with	some	guitarists	who	write	for	the	instrument.	Of	his	compositional	process,	

Calvert	states:	

	

Initially	in	the	process	I	always	write	away	from	the	instrument	(using	pencil	

and	 paper);	 because	 your	 hands	will	 always	 go	 to	 somewhere	 they’ve	 been	

before	when	you’re	on	an	instrument.122	

	

Rhapsody	on	a	Riff	 is	a	single-movement	work	with	a	duration	of	approximately	seven	

and	a	half	minutes.	It	successfully	combines	seemingly	polar	opposite	musical	genres	of	

serialism	 and	 popular	 music	 to	 create	 an	 innovative	 and	 hybrid	 classical	 guitar	

composition.	Of	the	work,	Michael	Calvert	writes:	

	

In	January	1994	I	had	been	considering	the	possibility	of	using	elements	from	

popular	music	in	the	same	way	that	earlier	composers	had	used	folk	music.	I	

wasn’t	 sure	 it	 was	 possible	 because	 the	 gulf	 between	my	musical	 language,	

which	 at	 the	 time	 was	 primarily	 serial,	 and	 that	 of	 rock	 or	 pop	music	 was	

daunting.	However,	I	found	that	one	very	well-known	riff	(from	Deep	Purple’s	

Smoke	on	the	Water)	could	be	treated	in	a	more	or	less	serial	way,	hence	the	

piece	and	its	title	(Calvert,	as	cited	in	Marshall,	2015).	

	
122 Michael	Calvert	interview	3	July	2017. 
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It	was	first	performed	by	Michael	Calvert	on	17	December	1994	at	Biblio’s	Café	in	New	

York.	The	inclusion	of	it	in	my	DMA	programme	was	a	continuation	of	the	close	working	

relationship	between	Calvert	and	myself,	as	described	in	Chapter	6.	The	work’s	musical	

language	 was	 also	 a	 contrast	 with	 the	 other,	 more	 traditional	 compositions	 in	 the	

programme.	Despite	Rhapsody	on	a	Riff	being	composed	twenty-two	years	previously,	it	

received	its	New	Zealand	premiere	performance	in	this	recital.	

	

Christopher	Marshall’s	Streets	of	Old	San	Juan	was	commissioned	by	me	and	composed	in	

2014.	 I	 had	 previously	 been	 inspired	 by	Marshall’s	 orchestral	works,	 particularly	 his	

overture	Hikurangi	Sunrise	(1999)	in	which	I	was	drawn	to	his	rich	harmonic	textures	

and	strong	melodic	lines,	elements	of	which	I	thought	would	translate	well	to	the	guitar.	

Up	to	2014,	Marshall	had	written	only	two	very	short	works	for	guitar:	Spring	and	Fall	

for	voice	and	guitar	(2004)	and	Reflection	for	solo	guitar	(2009).	My	preference	was	for	

him	to	compose	a	short	work,	less	than	5	minutes	in	duration,	perhaps	with	a	virtuosic	

element	so	that	it	might	be	suitable	to	perform	as	an	encore.			

	

Marshall	stated	that	he	was	very	inexperienced	in	writing	for	the	guitar	and	that	he	would	

need	significant	help	in	putting	the	work	together.	Given	our	respective	locations	(I	was	

living	in	Australia	at	the	time,	and	he	lives	in	Florida,	USA),	the	compositional	process	

involved		Marshall	writing	excerpts	of	the	piece	and	emailing	them	to	me,	and	that	would	

be	followed	by	a	video	conference	call	in	which	we	would	discuss	the	excerpts.	I	would	

demonstrate	aspects	of	 the	piece	 to	him	and	we	would	make	agreed	adjustments	and	

refinements	 that	 would	 enable	 the	 work	 to	 be	 performed.	 This	 process	 continued	
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regularly	for	approximately	eight	months	from	February	to	October	2014	until	the	work	

was	complete.		

	

The	finished	work,	Streets	of	Old	San	Juan	is	an	impression	of	San	Juan,	the	capital	city	of	

Puerto	Rico.	Of	its	inspiration,	Christopher	Marshall	writes:	

	

The	clatter	of	hooves	along	these	narrow,	cobbled	streets.	Elegant	row	houses	

with	their	shiny	black	cast	iron	balcony	rails,	flower-brimmed	window	boxes.	

Walls	 painted	 in	 vivid	 saturated	 shades	 –	 orange,	 turquoise,	 magenta,	

chartreuse,	 violet	 –	 competing	with	 the	 cloudless	 tropical	 sky.	The	humidity	

eased	by	the	suggestion	of	a	breeze	with	a	hint	of	salt.	

	

I	had	known	of	something	of	Puerto	Rico	and	its	picturesque	old	capital	from	

my	student	Felix	Rivera	whose	most	vivid	and	effective	compositions	are	those	

based	 on	 sights,	 sounds	 and	 legends	 of	 that	 island.	 Those	 photographs	 in	 a	

coffee	 table	 book	 in	 a	 doctor’s	 waiting	 room	 and	 the	 strong	 multi-sensory	

impressions	they	evoked	made	me	doubly	keen	to	visit	(Marshall,	C.,	2016).	

	

At	 approximately	 nine	minutes	 in	 duration,	 the	 work	 is	much	more	 substantial	 than	

originally	requested,	and	technically	very	demanding.		

	

There	were	two	significant	challenges	with	the	work.	Early	in	the	compositional	process	

it	was	 identified	 that	 the	harmonic	 textures	which	were	often	quite	dense	and	closely	

voiced,	 and,	 given	 the	 brisk	 tempo	of	 the	piece,	 did	 not	 facilitate	 linear	movement	 as	

effectively	 as	 a	 lighter	 treatment	 of	 the	 harmonic	 passages.	 This	 required	 careful	

negotiation	 and	 decision-making	 about	which	 notes	 to	 leave	 out	 and	which	 to	 retain	

without	compromising	on	the	harmonic	structure	while	still	allowing	the	piece	to	flow	

smoothly.		
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The	second	challenge	was	traversing	the	different	keys	the	composer	employed	in	the	

piece.	The	guitar,	by	its	nature	is	a	key-bound	instrument	due	to	the	tuning	of	its	open	

strings.	Moreover,	Julian	Bream	states:		

	

…	the	first	necessity	is	to	choose	a	key	that	will	give	aesthetic	satisfaction	to	the	

composer	 and	 that	 will	 also	 take	 into	 account	 the	 instrument’s	 technical	

attributes	and	limitations.	The	natural	keys	of	the	guitar	are	A,	E,	D,	G,	C,	F	and	

the	tonic	minors	(Bream,	1957).	

	

Christopher	Marshall	explored	a	range	of	sharp	and	flat	keys	throughout	Streets	of	Old	

San	Juan	which,	in	and	of	themselves	are	not	necessarily	problematic,	and,	in	guitar	music,	

sometimes	 refreshing	 to	 the	 ear.	 However,	 beyond	 the	 keys	 Bream	 lists	 above,	

excessively	sharp	or	flat	keys	do	not	permit	the	use	of	open	strings	to	take	advantage	of	

the	guitar’s	natural	resonance	to	support	the	harmonic	structure,	or	to	facilitate	fingering	

position	changes.	It	means	the	guitarist	must	fret,	or	stop	most	of	the	notes	with	the	left	

hand,	which	places	an	added	technical	burden	that	would	not	occur	in	other,	more	guitar-

friendly	keys.	

	

Notwithstanding	 its	 technical	 challenges,	Streets	 of	Old	 San	 Juan	 is	 an	 interesting	 and	

ultimately	 successful	 work	 that	 incorporates	 many	 of	 the	 melodic	 and	 harmonic	

attributes	that	attracted	me	to	Marshall’s	music	in	the	first	instance.	The	experience	of	

working	with	Christopher	Marshall	was	also	an	important	one	in	terms	of	assisting	a	non-

guitarist	to	develop	their	writing	for	the	guitar,	while	at	the	same	time	extending	my	own	

technical	proficiency	 in	order	to	realise	the	composer’s	 intentions	within	a	technically	

demanding	work.		
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I	 gave	 the	 premiere	 performance	 of	 Streets	 of	 Old	 San	 Juan	on	20	March	 2016	 at	 the	

International	 Guitar	 Research	 Centre	 Conference	 at	 the	 Performing	 Arts	 Centre,	

University	of	Surrey,	England.	The	New	Zealand	premiere	performance	on	8	June	2016	in	

my	 DMA	 recital	 in	 Dunedin	was	 followed	 by	 two	 other	 performances	 in	 Timaru	 and	

Christchurch	 on	 9	 and	 10	 June	 respectively	 under	 the	 auspices	 of	 the	 classical	 guitar	

societies	of	each	city.		

	

As	 a	 testament	 to	 the	quality	 of	 his	music	 and	of	Streets	 of	Old	 San	 Juan,	 Christopher	

Marshall	 was	 subsequently	 commissioned	 to	 arrange	 the	 work	 for	 full	 symphony	

orchestra,	 titled	 Streets	 of	 Old	 San	 Juan:	 A	 Poem	 for	 Orchestra.	 This	 version	was	 first	

performed	by	the	Space	Coast	Symphony	Orchestra,	Florida,	USA	conducted	by	Laszlo	

Marosi	in	September	2019.	

	

The	centerpiece	of	 this	 recital	was	 the	world	premiere	performance	of	 John	Psathas’s	

substantial	work	Muisca.	Commissioned	by	and	dedicated	to	Wellington-based	guitarist	

Jane	Curry	with	funding	from	Creative	New	Zealand,	it	was	composed	in	2011.		

	

Muisca	takes	its	inspiration	from	the	South	American	Muisca	civilisation,	their	customs	

and	 rituals	 and	 the	 legend	 of	 El	 Dorado.	 The	Muisca	 people	 flourished	 in	 the	 central	

highlands	of	what	 is	now	Colombia	between	600	and	1600AD	 in	 the	 region	 that	now	

includes	the	modern-day	capital	of	Bogotá.	The	Muisca	people	are	most	famous	for	the	

legend	of	El	Dorado	(The	Gilded	One)	as	a	result	of	their	ceremony	involving	a	chief	being	

covered	in	gold	dust	and	then	being	rowed	into	the	centre	of	a	lake	where	he	leaps	into	

the	water	as	part	of	a	cleansing	ritual.	However,	this	led	the	Spanish	conquistadores	to	



	 192	

believe	that	there	must	be	a	city	of	gold	to	be	discovered,	and	thus	the	legend	of	El	Dorado	

depicting	a	magnificent	 location	rather	 than	a	person	or	ritual,	 took	hold	 (Cartwright,	

2015).		

	

Muisca	is	in	three	movements,	fast,	slow,	fast:	Soledad,	Chia	and	El	Dorado,	and	is	a	highly	

complex	 and	 demanding	 work	 that	 poses	 significant	 technical	 challenges	 for	 the	

performer.	

	

The	fact	that	five	years	after	it	was	written,	the	work	had	remained	unperformed	was	of	

interest	to	me,	particularly	since	the	commissioning	fees	had	been	obtained	through	a	

successful	 application	 to	 Creative	 New	 Zealand.	 Usually	 an	 intended	 or	 planned	

performance	or	some	other	rendering	of	the	work	(such	as	a	recording)	is	an	important	

component	for	fulfilling	the	criteria	for	a	Creative	New	Zealand	grant.	The	fact	that	Jane	

Curry	had	not	performed	the	work	herself	was	also	of	 interest.	 In	discussing	this	with	

John	Psathas,	he	stated	that	Curry	had	undertaken	a	significant	amount	of	editorial	work	

to	ensure	the	piece	was	technically	possible	to	play.	However,	he	intimated	that	despite	

the	best	of	 intentions,	 circumstances	did	not	 enable	 it	 to	be	performed,	 implying	 that	

issues	relating	to	the	piece’s	complexity	may	have	been	a	contributing	factor.123	

	

Preparation	of	this	work	for	performance	commenced	approximately	two	months	prior	

to	the	first	performance	when	the	score	was	received	from	the	composer.	I	received	both	

a	 final	 score	 in	 PDF	 format,	 edited	 and	 fingered	 by	 Jane	 Curry,	 as	well	 as	 an	 original	

version	in	Sibelius	notation	software.	The	latter	version	was	to	enable	me	to	re-edit	the	

	
123	John	Psathas	to	Matthew	Marshall,	personal	correspondence,	1	June	2016.	
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piece	to	suit	my	own	purposes	and	directly	input	my	indications	into	the	score	to	provide	

feedback	to	the	composer.	As	a	result	of	the	editorial	work	done	by	Jane	Curry,	the	piece	

was	ready	to	learn	and	required	only	minimal	adjustments	to	suit	my	own	interpretive	

and	technical	approach.		

	

On	1	June	2016	I	met	with	John	Psathas	via	Skype	to	enable	me	to	play	his	work	for	him	

and	 to	 seek	 his	 feedback	 in	 the	 preparation	 for	 the	 first	 performance.	 This	 was	

particularly	important	as	it	was	critical	for	me	to	gain	insight	into	the	complexity	of	the	

work	 and	 to	 gain	 a	 better	 understanding	 of	 the	 composer’s	 intentions.	 The	 session	

entailed	me	playing	through	the	three	movements	of	the	work	and	Psathas	would	offer	

his	comments	and	recommendations	after	each	movement,	similar	to	a	masterclass	or	

lesson	situation.	

	

While	the	piece	is	technically	playable	on	the	guitar,	there	were	many	aspects	of	the	music	

that	were	difficult	to	convey	due	to	the	technical	demands	it	placed	on	the	performer,	

particularly	in	regard	to	the	left-hand	technique	and	the	physical	challenges	that	had	to	

be	overcome.	Psathas	indicated	that	he	was	aware	of	the	technical	difficulties	and	stated	

that	he	would	be	creating	a	version	of	the	work	for	two	guitars	which	would	enable	the	

complexities	to	be	shared	between	two	guitarists	rather	than	be	a	burden	for	a	single	

guitarist.	

	

While	the	work	is	technically	very	difficult,	I	ultimately	believe	Muisca	is	playable	on	one	

guitar,	 but	 I	 likely	 underestimated	 the	 amount	 of	 time	 needed	 to	 prepare	 it	 for	

performance,	thus	I	was	not	completely	satisfied	with	my	rendering	of	it	in	my	recital.	

Had	 I	been	more	aware	of	 the	 technical	challenges	earlier	 in	 the	preparation	stages,	 I	
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might	have	delayed	the	performance	date	in	order	for	the	work	to	be	more	technically	

secure.		

	

Psathas	subsequently	completed	an	arrangement	of	Muisca	for	two	guitars	in	2016	which	

was	 then	 recorded	 by	 Jane	 Curry	 and	 Owen	Moriarty	 on	 the	 album	Music	 from	 New	

Zealand	for	Two	Guitars	(NAXOS	8.579041)	released	in	2019.	Psathas	also	arranged	it	for	

vibraphone	and	marimba	which	was	published	by	Promethean	Editions	in	2017.	
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7.2	DMA	Recital	2	

The	repertoire	for	this	performance	consisted	of	just	one	work,	Soul	Journeys:	A	Concerto	

for	 Guitar	 and	 Orchestra	 by	 Christopher	Marshall.	 The	 circumstances	 surrounding	 its	

commission	and	performances	have	been	discussed	in	6.2.7.	This	performance	took	place	

on	 2	 October	 2016	 at	 the	 Raye	 Freedman	 Arts	 Centre	 Auckland,	 with	 the	 Auckland	

Chamber	Orchestra,	conducted	by	Peter	Scholes.	

	

Similar	to	the	previous	work	I	commissioned	from	Christopher	Marshall,	preparation	for	

performing	Soul	 Journeys	 consisted	of	him	sending	me	excerpts	of	 the	piece	as	 it	was	

being	written	and	we	would	then	arrange	a	Skype	meeting	so	I	could	play	the	excerpts	

for	him	and	we	could	provide	feedback	to	each	other.		

	

I	received	a	first	draft	of	the	concerto	in	December	2015	and	Marshall	and	I	commenced	

editing	the	work	which	continued	through	to	February	2016	at	which	time	I	was	required	

to	 submit	 a	 copy	 of	 the	 score	 to	 Creative	 New	 Zealand	 as	 part	 of	 the	 terms	 of	 the	

commissioning	 grant.	 However,	 editing	 and	 refinement	 continued	 beyond	 this	 point	

while	I	was	learning	the	work.	Christopher	Marshall	and	I	discussed	solutions	to	various	

problems,	most	notably	to	find	ways	around	particular	keys	and	sequential	passages	that	

are	not	as	effective	on	a	guitar	as	they	might	be	on	other	instruments.	Other	challenges	

included	the	density	of	the	orchestration	and	passages	in	the	solo	part	that	were	doubled	

by	other	instruments	either	in	unison	and/or	at	different	octaves.	These	aspects	had	a	

tendency	 to	 overwhelm	 the	 guitar	 despite	 it	 being	 amplified	 and	 finding	 solutions	 to	

these	required	some	negotiation	and	compromise	from	both	composer	and	performer	to	

enable	adjustments	to	be	made.		
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Christopher	Marshall	also	liked	to	use	close	and	dense	chord	voicings	in	his	guitar	writing	

which	 can	 make	 many	 of	 the	 harmonic	 passages	 particularly	 difficult	 to	 play	 and	

unidiomatic.	The	solution	required	thinning	many	of	the	chords,	widening	the	voicings	

and	sometimes	altering	chord	 inversions	to	 facilitate	playing	them	at	speed	while	still	

retaining	the	overall	harmonic	structure.		

	

Julian	Bream	refers	to	the	use	of	harmony	and	chord	voicings	in	that	the	guitar	can	be	

more	suggestive	than	explicit.	He	indicates	that	this	is	due	to	the	guitar’s	natural	timbre,	

resonance	 and	 to	 the	 tuning	 of	 the	 open	 (unstopped)	 strings	 which	 provides	 an	

opportunity	for	using	more	idiomatic	harmonies.	

When	using	the	conventional	tonal	system,	the	composer	must	select	his	key	or	

overall	key	feeling	according	to	the	natural	resonances	of	the	instrument.	Since	

most	of	the	natural	harmonics	and	resonances	are	built	up,	as	it	were,	from	the	

open	strings,	it	is	important	to	use	the	unstopped	strings	as	much	as	possible,	

particularly	 the	 lower	 three,	 which	 add	 a	 considerable	 lustre	 to	 the	 timbre	

when	harmonically	employed	in	conjunction	with	a	phrase	or	figuration	in	high	

positions	on	the	treble	strings	(Bream,	1957).	

	

Moreover,	in	regard	to	harmony,	he	continues:	

Often	an	open	string	may	be	harmonically	incorrect	(academically	speaking),	

but	 in	 a	 great	many	 cases	 the	 unstopped	 bass	 strings	 are	 so	 rich	 in	 natural	

harmonics	that	they	often	sound	more	convincing	in	the	harmony	they	suggest	

than	 a	more	 harmonically	 conventional	 stopped	 note	 that	might	 hinder	 the	

fluency	of	a	phrase	simultaneously	played	above	it	(ibid.).	

	

Many	 of	 the	 chord	 shapes	 that	 Christopher	 Marshall	 used	 in	 the	 early	 drafts	 of	 his	

concerto	were	often	tightly	voiced	and	in	keys	that	often	did	not	allow	the	use	of	open	

strings	thus	affecting	the	quality	of	the	overall	resonance.	This	can	also	impact	the	ability	

of	the	guitar	to	project	effectively,	particularly	in	chamber	music	or	concerto	scenarios.	
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The	 editing	 process	 involved	 further	 negotiation	 and	 discussion	 with	 Christopher	

Marshall	about	the	most	effective	way	of	solving	this	issue,	and	to	thus	enhance	the	work.		

	

Similar	to	Marshall’s	earlier	solo	work	Streets	of	Old	San	Juan,	the	keys	in	many	parts	of	

his	 concerto	 were	 also	 challenging,	 with	 the	 melodic	 and	 harmonic	 progressions	

traversing	a	wide	range	of	keys,	 some	of	which	are	often	not	used	on	 the	guitar.	This	

particularly	affected	arpeggio	passages	in	the	first	movement	which	were	often	in	very	

sharp	keys	and	thus	did	not	allow	the	use	of	open	strings	to	facilitate	technical	execution.	

Julian	Bream	again	comments:	

Of	 all	 the	musical	 techniques	most	 suited	 to	 the	 instrument,	 the	 arpeggio	 is	

probably	 the	most	 beautiful	 and	 evocative…	Arpeggi	 as	 a	 general	 rule	must	

sound	fluent	and	facile	(ibid.).	

	

Arpeggios	that	do	not	take	advantage	of	the	natural	resonances	of	the	instrument	or	use	

open	strings,	must	be	played	using	a	scale	technique,	that	is,	alternating	two	right-hand	

fingers	to	pluck	the	strings	as	if	it	is	a	scale,	rather	than	using	the	conventional	arpeggio	

technique	where	the	right-hand	fingers	play	across	adjacent	strings.	This,	combined	with	

a	 comparatively	 brisk	 tempo	 (88	 beats	 per	 minute)	 with	 the	 arpeggios	 notated	 as	

semiquavers	contributed	to	the	challenges	in	performing	Marshall’s	concerto.	

	

To	assist	in	my	preparation	leading	up	to	the	first	performance	of	the	concerto,	and	given	

the	significant	technical	challenges	of	the	work,	I	felt	it	was	necessary	to	consult	another	

guitarist	and	 teacher.	 I	 thus	arranged	an	extended	 in-person	 lesson/consultation	with	

Australian	 guitarist	 Timothy	 Kain	 (former	 Associate	 Professor	 of	Music	 at	 Australian	

National	University)	in	September	2016.	This	involved	discussing	the	work,	its	challenges	

and	potential	solutions	to	some	of	the	issues.	This	resulted	in	a	number	of	suggestions	
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and	recommendations	for	changes	to	be	made	to	the	score	which	were	then	discussed	

with	Christopher	Marshall	with	a	view	to	implementing	as	many	of	them	as	possible.	

	

The	 first	 rehearsal	 was	 in	 Auckland	 with	 the	 conductor	 of	 the	 Auckland	 Chamber	

Orchestra,	Peter	Scholes,	with	the	composer	also	present.	 I	played	through	my	part	to	

them	in	order	for	us	to	agree	on	tempi,	stylistic	approaches	and	technical	issues	prior	to	

the	first	rehearsal	with	the	orchestra.	This	did	result	in	a	number	of	changes,	particularly	

to	the	tempi	as	it	was	the	first	time	that	Christopher	Marshall	could	see	and	hear	in	person	

the	challenges	in	the	guitar	part.	

	

Rehearsals	with	the	Auckland	Chamber	Orchestra	occurred	over	the	course	of	a	single	

day	(immediately	prior	to	the	date	of	performance),	and	then	for	a	short	time	on	the	day	

of	performance.	The	composer	was	present	for	these	rehearsals	and	was	able	to	assist	

with	technical	and	interpretive	matters.	

	

While	 the	 first	 performance	 was	 overall	 deemed	 a	 success,	 as	 with	 all	 premiere	

performances	 of	 a	 new	 work,	 particularly	 one	 on	 a	 scale	 such	 as	 this,	 a	 number	 of	

additional	 amendments	 were	 made	 to	 the	 score	 and	 the	 guitar	 part	 after	 this	

performance	 to	 improve	 the	 work	 for	 the	 next	 performances	 (which	 took	 place	 in	

Orlando,	Florida	in	April	2017).	This	included	changes	to	some	of	the	chord	voicings	and	

arpeggio	 patterns	 in	 the	 guitar	 part,	 and	 some	 adjustments	 to	 dynamic	 levels	 in	 the	

orchestral	parts	to	enable	the	guitar	to	project	more	effectively.	
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7.3	DMA	Recital	3	

The	third	DMA	recital	took	place	on	24	November	2017	at	Marama	Hall,	Dunedin,	with	

the	programme	featuring	an	emphasis	on	chamber	repertoire	with	guitar.	There	were	

world	premiere	performances	of	three	works	commissioned	especially	for	this	recital.	

	

The	first	work	on	the	programme,	Suite	for	Violin	and	Guitar	by	Kenneth	Young		was	the	

earliest,	having	been	composed	 in	1978	and	dedicated	to	Nelson-based	duo	Miles	and	

Margaret	Jackson.	It	is	the	first	of	four	compositions	that	Kenneth	Young	has	written	for	

guitar.	In	this	performance	I	was	joined	by	Tessa	Petersen	on	violin.	The	work	consists	of	

three	movements:	Andante	Rubato,	 Adagio	and	Moderato	 sostenuto	 and	 is	 a	 relatively	

uncomplicated,	 if	 somewhat	 austere	 work	 that	 does	 not	 present	 many	 technical	

challenges	for	either	player.	Interestingly	Suite	is	one	of	only	four	works	for	violin	and	

guitar	written	by	New	Zealand	composers124	and	is	an	approachable	work	that	deserves	

more	 attention	 from	performers.	 It	was	 published	 by	Hatchet	Music	 Ltd	 in	 2018	 and	

recorded	 by	 Tessa	 Petersen	 and	myself	 on	 the	 album	Brighter	 Than	 Blue	 released	 in	

November	2020	(Rattle	Records	RAT-D108).	

	

Following	this	were	two	solo	guitar	pieces	which	were	especially	commissioned	for	this	

performance:	A	Single	Hurt	Colour	by	Wellington	composer	Dugal	McKinnon	(b.	1972),	

and	Intermezzo	No.	2	by	Michael	Calvert.	

	

A	 Single	 Hurt	 Colour	 was	 commissioned	 by	 me	 in	 2017	 after	 meeting	 with	 Dugal	

McKinnon	 in	 Wellington	 to	 discuss	 the	 possibility	 of	 him	 composing	 a	 work	 that	

	
124	The	other	works	for	violin	and	guitar	are	Duet	(1972)	and	Ach	Ya	Chabibi	(1973)	by	David	Farquhar	
and	Three	Pieces	by	Anthony	Ritchie	(2005,	revised	2011).	



	 200	

combined	solo	classical	guitar	with	live	electronic	processing.	The	notion	of	combining	

solo	guitar	with	electronics	had	been	an	interest	of	mine	since	working	with	Professor	

Benjamin	Verdery	of	Yale	University	between	2000-2007.	Verdery	has	spent	some	time	

working	with	fellow	Yale	colleague,	the	post-minimalist	composer	Ingram	Marshall	(b.	

1942)	and	commissioned	a	 large-scale	work	Soe-pa	 for	amplified	classical	guitar	with	

digital	 delays	 and	 loops	 in	 2000.	 This	 work	 appealed	 to	 me	 because	 it	 requires	 the	

guitarist	to	manipulate	the	electronics	during	the	performance	as	opposed	to	playing	to	

a	backing	track	of	pre-recorded	electronic	sounds.	

	

In	 commissioning	Dugal	McKinnon	 to	write	 a	 piece,	 I	 specifically	 asked	 for	 a	work	 in	

which	the	electronics	could	be	manipulated	in	the	performance	by	the	performer.	This	

required	the	composer	devising	of	a	set	of	scenes	within	the	digital	audio	workstation	

Ableton	Live	which	would	then	be	triggered	at	specific	times	during	the	piece	determined	

by	the	performer	using	a	MIDI	pedal	on	stage	to	switch	from	one	scene	to	another.	Of	the	

work,	McKinnon	writes:	

	

A	Single	Hurt	Colour	is	a	line	lifted	from	Gertrude	Stein’s	poem	Tender	Buttons	

(and	 the	 spelling	 anglicised	 in	 the	 process).	 The	 piece,	 for	 guitar	 and	 live	

electronics,	is	an	attempt	to	musically	touch	this	marvellously	evocative	phrase	

(McKinnon,	2018).	

	

Preparation	of	 this	work	was	challenging	due	to	 the	 fact	 that	McKinnon	and	I	 lived	 in	

different	countries,	and	exacerbated	by	my	lack	of	knowledge	in	how	to	operate	Ableton	

Live	and	differences	between	our	respective	computer	systems.	We	spent	many	hours	

experimenting	with	electronic	hardware	and	software	during	a	number	of	Skype	sessions	

that	were	ultimately	unsuccessful	in	regard	to	pulling	the	piece	together.	It	was	not	until	
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I	was	in	Wellington	during	the	week	prior	to	the	performance	that	I	was	able	to	spend	

two	 days	 working	 on	 the	 piece	 with	McKinnon.	 Prior	 to	 this,	 McKinnon	 had	 already	

decided	that	he	would	travel	to	Dunedin	to	attend	the	first	performance,	therefore	we	

decided	to	use	this	time	in	Wellington	as	an	opportunity	to	refine	the	work	and	find	ways	

to	ensure	the	best	opportunities	were	in	place	for	success	in	the	performance.	

	

During	 this	 rehearsal	 period	 in	 Wellington,	 McKinnon	 and	 I	 discussed	 methods	 for	

solving	 the	various	 technical	 issues.	Given	 the	 fact	 that	 the	composer	was	going	 to	be	

present	at	the	performance,	it	was	agreed	that	he	would	control	the	computer	aspects	

during	the	recital	so	as	to	reduce	the	possibility	of	error	due	to	my	own	uncertainty	about	

controlling	 the	 various	digital	 requirements	 of	 the	piece	while	 also	 trying	 to	 play	 the	

guitar	in	real	time	on	stage.	

	

The	 resulting	 performance	 was	 credible,	 however	 there	 were	 issues	 that	 arose	 that	

McKinnon	and	I	had	not	considered	during	the	rehearsal	stage.	Given	the	work	required	

the	 performer	 to	 trigger	 the	 computer	 effects	 at	 specific	 moments	 during	 the	 work,	

consideration	had	not	been	given	to	the	possibility	that	the	trigger	points	did	not	occur	

at	 the	 appropriate	 moment	 in	 the	 piece.	 This	 would	 have	 meant	 a	 mismatch	 in	 the	

computer	driven	sound	effects	occurring	at	points	that	then	did	not	match	up	with	the	

live	performing	aspects.	Unfortunately	this	 is	what	happened	in	the	 latter	stage	of	 the	

performance	when	the	MIDI	control	pedal	was	inadvertently	tripped	at	the	wrong	time	

which	then	meant	the	succeeding	electronic	scenes	did	not	occur	at	the	correct	time	or	

place	in	relation	to	the	live	performance.	
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On	the	whole	though,	the	performance	of	the	piece	was	able	to	be	saved	through	some	

deft	manipulation	at	 the	computer	by	Dugal	McKinnon	and	by	myself	as	performer	 to	

convey	a	convincing	account	of	the	work.	

	

It	is	intended	to	perform	and	record	McKinnon’s	work	in	the	future	as	it	is	a	dynamic	and	

original	work	that	demands	further	exploration	as	it	combines	the	acoustic	and	electronic	

elements	of	music	that	are	unusual	in	the	classical	guitar	repertoire.	Again	evidence	that	

New	 Zealand	 composers	 are	 willing	 and	 able	 to	 push	 boundaries	 in	 the	 interests	 of	

creating	a	repertoire	that	is,	as	supported	and	prophesied	by	John	Mills	in	1983.				

	

Also	 less	 affected	 by	 traditional	 European	 musical	 styles	 and	 norms	 was	

guitarist/lutenist/composer	Michael	Calvert	who	has	developed	his	 own	musical	 style	

and	language	as	a	composer	having	been	resident	in	New	York	since	the	late	1980s.	

	

Given	the	close	contact	that	Calvert	and	I	had	had	since	working	together	during	the	2011	

New	Zealand	Classical	Guitar	Composition	Competition,	along	with	my	recording	of	an	

album	of	his	 solo	 guitar	works	 (Rhapsody	on	a	Riff,	 Ravello	RR7907)	 I	 had	decided	 to	

commission	a	short	work	from	Calvert	specifically	for	this	DMA	recital.	My	request	was	

for	a	work	of	no	more	than	five	minutes	duration	could	be	inserted	into	a	programme	of	

chamber	 music	 or	 possibly	 be	 suitable	 to	 perform	 as	 an	 encore.	 Like	 Christopher	

Marshall’s	Streets	of	Old	San	Juan,	the	result	was	that	Calvert	wrote	far	more	music	than	

was	expected,	and	instead	of	a	single	work,	I	was	presented	with	a	set	of	Four	Intermezzi.	

This	created	a	dilemma	for	me	in	that	I	had	to	re-think	how	this	could	be	incorporated	

into	the	programme.	In	later	discussion	with	Calvert	I	decided	to	include	just	Intermezzo	

No.	2	in	this	performance.	In	terms	of	the	programme	itself,	as	an	intermezzo,	it	was	able	
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to	serve	its	original	purpose	as	an	interlude	of	solo	music	between	works	that	were	either	

chamber	compositions	or	guitar	with	electronics.	

	

Calvert	commenced	his	Four	Intermezzi	immediately	after	I	formally	commissioned	him	

in	March	2016	and	completed	them	in	May	of	that	year.	As	mentioned	elsewhere	in	this	

study,	Calvert	is	an	innovative	and	original	composer	with	a	style	that	does	not	necessarily	

represent	the	approach	taken	by	other	New	Zealand	composers.	He	states	that	he	does	

not	attempt	to	create	music	that	is	 in	some	way	representative	of	New	Zealand	per	se,	

rather	he	sees	himself	firstly	as	a	composer	but	who	happens	to	have	been	born	in	New	

Zealand.125	

	

Although	tonal	in	nature,	it	employs	Calvert’s	usual	serial	language.	Intermezzo	No.	2	is	

subtitled	 Introspective	 and	 is	 atmospheric	 in	 nature	 and	 employs	 unusual	 scordatura	

with	the	6th	string	of	the	guitar	tuned	down	to	C-sharp	(as	is	the	case	for	the	set	of	four	

pieces).	 It	 also	 has	 no	 time	 signature,	 bar	 lines	 or	 key	 signature.	 Preparation	 for	 this	

performance	 was	 straightforward	 and	 given	 there	 was	 an	 eighteen-month	 period	

between	when	 the	work	was	 completed	 and	 the	 first	 performance,	 thereby	 allowing	

sufficient	 time	 to	 learn	 it.	This	process	was	helped	by	 the	 fact	 that	 I	was	able	 to	visit	

Calvert	 on	 three	 occasions	 in	 New	 York	 in	 July	 2016,	 December	 2016	 and	 July	 2017	

during	which	time	I	was	able	to	work	through	the	piece	with	him	in	person.	

	

I	was	satisfied	with	my	performance	of	Intermezzo	No.	2	and	given	Calvert	is	a	guitarist	

himself,	 it	 is	 a	 very	 idiomatic	 piece,	 there	were	 few	major	 technical	 issues	 and	 I	was	

	
125	Michael	Calvert	interview	3	July	2017.	
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already	 very	 familiar	with	 his	music	 language	 and	 style.	 The	 unusual	 scordatura	 also	

added	an	element	of	warmth	and	depth	to	the	sound	of	the	guitar	that	was	unique	and	

contributed	a	broader	soundscape	to	the	DMA	recital.		

	

The	next	work	on	the	programme	was	Anthony	Ritchie’s	Autumn	Moods	Op.196	for	cello	

and	 guitar.	 This	 single-movement	 work	 was	 commissioned	 by	 me	 specifically	 for	

performances	by	me	with	cellist	Heleen	du	Plessis	on	a	tour	of	New	Zealand	in	August	

2017.	Of	the	work,	the	composer	writes:	

	

This	short	piece	reflects	on	 the	colours	and	 lighting	of	Autumn,	and	also	 the	

ageing	process.	It	is	song-like	in	places,	with	the	cello	playing	long	lines	over	the	

gently	rocking	guitar	part.	The	first	section	is	slow	and	melancholic,	while	the	

second	section	is	quicker	with	repeated	patterns	that	flow	like	running	water.	

A	more	determined	theme	played	on	guitar	brings	the	piece	to	a	climax,	before	

the	music	winds	down	to	a	quiet	close.	I	wanted	to	create	a	piece	that	Matthew	

and	Heleen	would	enjoy	playing,	so	there	is	considerable	interplay	between	the	

parts,	and	some	technical	challenges.	However,	 the	main	focus	 is	on	creating	

moods	and	emotions,	and	making	space	for	the	players	to	express	themselves	

on	their	instruments	(Ritchie,	2017).	

	

This	 is	 the	 only	 work	 written	 by	 a	 New	 Zealand	 composer	 for	 this	 combination	 of	

instruments.	I	was	very	satisfied	with	this	performance	as	it	was	the	sixth	time	Heleen	du	

Plessis	 and	 I	 had	 performed	 it	 together	 and	 therefore	 it	 was	 feeling	 secure	 and	

comfortable.	We	were	fortunate	to	have	had	several	sessions	rehearsing	the	piece	with	

the	composer	prior	to	this	performance	which	enhanced	our	interpretation	of	it.	Heleen	

du	 Plessis	 and	 I	 subsequently	 recorded	 the	 work	 for	 the	 album	 Brighter	 Than	 Blue	

released	 in	 November	 2020	 (Rattle	 Records	 RAT-D108).	 Autumn	 Moods	 was	 also	

published	by	Hatchet	Music	Ltd	in	2018.	
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The	final	work	on	the	programme	was	the	main	focus	of	the	recital.	With	funding	from	

Creative	New	Zealand	and	the	New	Zealand	Guitar	Foundation,	It’s	Love,	Isn’t	It?	for	solo	

classical	 guitar,	 two	 poetry	 reciters	 and	 the	 sound	 of	 the	 sea	 by	 Philip	 Norman	 was	

especially	 commissioned	 for	 this	 recital.	 In	 this	 performance,	 I	 was	 joined	 by	 Sir	 Jon	

Trimmer	and	Tina	Regtien	as	reciters.	

	

It’s	Love,	Isn’t	It?	 is	based	on	a	publication	of	the	same	name	comprising	love	

poems	by	Alistair	Te	Ariki	Campbell	and	Meg	Campbell,	compiled	by	Alistair	

Campbell	in	2008	following	the	death	of	Meg.	The	58	poems	chart	the	highs	and	

lows	of	the	fifty-year	marriage	of	the	Campbells.	I	have	chosen	15	of	the	poems	

and	composed	15	short	guitar	pieces	by	way	of	a	musical	response.	I	chose	the	

15	 poems	 that	 moved	me	 the	most,	 favouring	 those	 whose	meanings	 were	

perceivable	at	a	single	hearing,	and	that	collectively	describe	the	course	of	the	

Campbell’s	 maturing	 relationship	 over	 the	 fifty	 years.	 To	 this	 end	 I	 have	

retained	Alistair	Campbell’s	ordering	of	the	poems	as	well	as,	in	many	instances,	

his	specific	pairings	of	poems	(Norman,	2017).	

	

Its	origins	stemmed	from	2015	when	Sir	 Jon	Trimmer	and	 I	performed	excerpts	 from	

Mario	 Castelnuovo-Tedesco’s	 Platero	 y	 Yo	 for	 guitar	 and	 narrator.	 We	 discussed	 the	

possibility	 of	 commissioning	 a	 new	 work	 from	 a	 New	 Zealand	 composer	 that	 also	

combined	New	Zealand	poetry.	Trimmer	had	long	admired	Alistair	Campbell’s	poetry,	in	

particular	the	collection	of	 love	poems	written	by	both	Alistair	and	Meg	Campbell.	We	

then	agreed	that	Philip	Norman	would	be	the	ideal	composer	to	combine	the	poems	with	

music.	Both	Trimmer	and	I	had	separately	worked	with	Philip	Norman	on	a	number	of	

previous	occasions	and	Norman	was	also	acquainted	with	the	Campbells.	
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The	 collection	 of	 fifty-eight	 poems	 are	 published	 in	 pairings;	 one	 poem	 by	 Alistair,	

followed	by	a	corresponding	poem	by	Meg,	and	they	alternate	this	way	throughout	the	

book.		

	

It	was	agreed	that	Philip	Norman	would	select	fifteen	poems	written	by	both	Alistair	and	

Meg	 Campbell	 and	 set	 them	 for	 guitar	with	 two	 reciters:	 one	male,	 reading	 Alistair’s	

poems	and	one	female,	reading	Meg’s	poems.	In	performance,	the	poems	are	to	be	read	

alternating	male	and	female	with	the	original	intention	being	that	a	corresponding	piece	

of	music	was	played	before	each	poem.	Crucially,	the	poems	are	not	read	while	the	music	

is	playing,	therefore	the	guitar	music	and	the	poetry	are	in	dialogue	with	each	other	as	

much	as	the	poets	are	 in	dialogue	with	each	other.	The	work	also	 includes	a	recorded	

backing	track	of	the	sound	of	the	sea	with	the	cry	of	a	gull	as	a	sporadic	embellishment.	

This	recording	is	played	at	the	beginning	of	the	piece	for	approximately	twenty	seconds	

prior	to	the	first	reading	and	fades	out	after	the	performance	of	the	first	poem	and	guitar	

piece.	The	recording	is	then	faded	in	prior	to	the	last	poem	and	continues	under	the	final	

guitar	piece	before	being	faded	out	to	silence	approximately	ten	seconds	after	the	final	

guitar	piece	has	ended.	The	guitarist	controls	the	recording	from	the	stage.	

	

Philip	Norman	also	intended	the	work	to	be	flexible	in	regard	to	responding	to	different	

performing	scenarios.	For	example,	it	can	be	performed	with	just	one	reciter	who	reads	

all	the	poems,	or	 it	can	be	performed	with	the	guitarist	reading	the	poems.	The	guitar	

pieces	 themselves	 can	 also	 stand	 alone	 as	 solo	works	 performed	without	 the	 poems.	

Similarly,	the	recorded	backing	track	can	be	omitted	if	necessary.		
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The	fifteen	guitar	pieces	are	relatively	short	and	it	could	be	argued	that	a	potential	link	

could	be	drawn	between	these	pieces	and	Douglas	Lilburn’s	Seventeen	Pieces	for	guitar	in	

terms	of	their	similar	structure,	complexity,	duration	and	style.	

	

After	a	subsequent	performance	that	I	gave	in	Christchurch	in	November	2018	(with	me	

reading	the	poems)	Philip	Norman,	who	attended	this	performance,	decided	to	revise	the	

work	and	instead	of	the	music	preceding	each	poem,	instead	the	corresponding	guitar	

piece	would	be	played	after	each	poem	was	read.	It	was	felt	that	this	would	provide	a	

better	flow	and	help	make	it	easier	for	the	audience	to	follow	the	direction	of	the	work.	

		

The	complete	work,	in	its	revised	form	has	been	recorded	by	Sir	Jon	Trimmer,	Dame	Kate	

Harcourt	and	myself	on	the	album	Brighter	Than	Blue	released	in	November	2020	(Rattle	

Records	RAT-D108).	
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7.4	DMA	Recital	4	

The	final	DMA	recital	took	place	at	Stiefel	Concert	Hall	at	Mannes	College	of	Music,	New	

York	on	29	June	2018.	It	was	one	of	six	recitals	held	as	part	of	the	18th	New	York	Guitar	

Seminar,	a	prestigious	annual	international	guitar	festival	directed	by	Michael	Newman	

and	Laura	Oltman.	

	

The	programme	included	two	world	premiere	performances	and	featured	the	first	work	

in	 my	 series	 of	 DMA	 recitals	 written	 by	 a	 non-New	 Zealander,	 the	 Russian	

guitarist/composer	 Nikita	 Koshkin.	 The	 recital	 combined	 solo	 guitar	 repertoire	 with	

music	for	flute	and	guitar	with	Carol	Hohauser	performing	on	flute.	It	was	also	the	longest	

of	my	four	DMA	recitals,	at	approximately	ninety	minutes	in	duration,	plus	an	interval.	

	

The	recital	began	with	the	US	premiere	of	Three	Sad	Waltzes	for	solo	guitar	by	Kenneth	

Young.	This	set	of	short	pieces	was	commissioned	by	Suzanne	Court	and	written	in	1991	

especially	for	inclusion	in	the	publication	Guitar	Aotearoa,	a	collection	of	guitar	works	by	

New	 Zealand	 composers.	 These	 are	 attractive	 pieces,	 uncomplicated	 and	 relatively	

technically	easy	to	play	and	it	is	for	this	reason	that	I	began	the	recital	with	them.	Three	

Sad	Waltzes	was	the	third	of	four	guitar	works	written	by	Kenneth	Young	and	was	first	

performed	on	26	November	1994	by	me	in	the	Ilott	Concert	Chamber	of	Wellington	Town	

Hall.	They	were	subsequently	recorded	by	me	on	the	albums	Still	Life	with	Guitar	(2009,	

Mr.	M.	Productions)	and	Fragments	(2020,	Rattle	RATD097).	

	

The	 next	 work	 on	 the	 programme	 was	 the	 world	 premiere	 performance	 of	 Michael	

Calvert’s	 Four	 Intermezzi.	 As	 described	 in	 7.3,	 Intermezzo	 No.	 2	 from	 this	 set	 was	

performed	in	my	third	DMA	recital,	however	the	fourth	recital	offered	the	opportunity	to	
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give	the	first	performance	of	all	four	intermezzi	together.	As	part	of	this	performance,	I	

interviewed	Michael	Calvert	onstage	to	provide	an	opportunity	for	him	to	speak	to	the	

audience	about	his	music	and	his	compositional	style	and	process	and	to	provide	some	

background	 to	 the	 intermezzi	before	 I	performed	 them.	This	was	a	useful	 thing	 to	do	

given	 the	 somewhat	 challenging	 nature	 of	 his	 musical	 language	 and	 the	 audience	

appeared	to	appreciate	the	effort	we	went	to	in	order	to	help	them	better	understand	the	

music.	I	had	also	spent	the	previous	few	days	in	New	York	working	with	Calvert	on	my	

preparation	for	the	performance.	

	

As	 a	 set,	 Four	 Intermezzi	 is	 a	 substantial	 work	 with	 a	 duration	 of	 approximately	 15	

minutes	and	given	this	was	the	world	premiere	performance,	I	was	satisfied	with	how	

this	 went.	 Four	 Intermezzi	 was	 published	 by	 Hatchet	 Music	 Ltd,	 edited	 by	 Matthew	

Marshall	in	2017.	

	

The	 final	piece	of	 the	 first	half	of	 the	recital	was	Philip	Norman’s	 It’s	Love,	 Isn’t	 It	 in	a	

version	for	solo	guitar	with	me	reciting	the	poetry,	one	of	the	alternative	performance	

approaches	that	the	composer	allowed	for.	

	

This	was	 a	 straightforward	 performance	 of	 the	 original	 version	 of	 the	 piece	with	 the	

music	preceding	the	reciting	of	the	corresponding	poem.	Given	this	was	be	the	first	time	

I	 had	 performed	 the	 poetry	 recitations,	 I	 spent	 several	 sessions	 working	 with	 Philip	

Norman	via	 Skype	 to	 refine	my	 speaking	 style,	 projection	 and	 emphasis.	 The	 original	

version	of	 the	work	also	had	 the	 final	poem	being	 recited	while	 the	guitar	music	was	

playing.	 This	 was	 a	 particularly	 challenging	 moment	 in	 the	 performance	 as	 the	

combination	of	speech	while	playing	guitar	is	not	necessarily	an	easy	thing	to	do.	



	 210	

	

Overall,	 I	was	 satisfied	with	 this	performance;	 it	 provided	me	with	 certain	 challenges	

different	from	performing	it	with	two	reciters	as	I	had	done	in	my	third	DMA	recital.	The	

audience	 were	 particularly	 taken	 by	 this	 work	 with	 many	 of	 them	 commenting	

afterwards	how	moved	they	were	by	the	poems	in	combination	with	the	music.	

	

The	second	half	of	the	recital	consisted	entirely	of	repertoire	written	for	flute	and	guitar	

which	I	performed	with	Carol	Hohauser.	

	

The	first	flute	and	guitar	work	performed	was	Philip	Norman’s	Tense	Melodies	(1981)	a	

six-movement	collection	of	short,	folk-like	melodies.	Of	the	work,	the	composer	writes:	

	

The	six	melodies	of	Tense	Melodies	were	originally	written	as	incidental	music	

for	theatre	productions	in	Christchurch,	New	Zealand	in	the	early	1980s,	and	

collected	 together	 for	 a	 facsimile	 publication	 in	 1981	 under	 the	 title	 Tense	

Melodies.	Initially	intended	as	educational	pieces,	they	were	publicly	premiered	

in	concert	by	guitarist	Matthew	Marshall	and	 flutist	Carol	Hohauser	on	 their	

national	tour	presented	by	Chamber	Music	New	Zealand	in	1995.	

	

Melodies	 ‘one’,	 ‘two’	 and	 ‘four’	 are	 based	 on	 material	 from	 the	 composer’s	

incidental	score	to	Death	of	a	Salesman	by	Arthur	Miller.	Melody	‘five’	is	based	

on	 material	 from	 a	 song	 for	 the	 play	 Revenge	 of	 Badsky.	 Melody	 ‘six’	 was	

composed	to	complete	the	set	for	its	1981	publication.	The	‘tense’	of	the	Tense	

Melodies	title	refers	to	the	fact	that,	as	called	for	in	the	plays,	half	the	melodies	

were	written	to	evoke	the	past,	and	half	the	present	or	future	(Norman,	2018).	

	

This	performance	of	Tense	Melodies	was	very	straightforward	as	Carol	Hohauser	and	I	

had	performed	it	many	times	over	a	twenty-year	period.	The	pieces	are	playful	and	folk-

like	in	character,	and	in	relation	to	the	possible	multiple	interpretations	of	the	title,	Philip	
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Norman	writes:	 “They	are	not	 at	 all	highly	 strung;	 indeed,	Relaxed	Melodies	would	be	

equally	fitting	as	a	title”	(ibid.).	Tense	Melodies	was	published	in	2018	by	Hatchet	Music	

Ltd,	edited	by	Matthew	Marshall	and	has	been	recorded	by	Matthew	Marshall	and	Carol	

Hohauser	on	the	album	Brighter	Than	Blue,	released	in	November	2020	(Rattle	Records	

RAT-D108).	

	

The	 final	 work	 on	 the	 programme	 was	 the	 world	 premiere	 performance	 of	 the	 six-

movement	Suite	New	Zealand	for	flute	and	guitar	by	Russian	composer	Nikita	Koshkin.	

The	inclusion	of	this	work	was	a	departure	from	all	previous	DMA	recitals	in	that	it	is	the	

only	one	written	by	a	non-New	Zealand	composer.	

	

Guitarist/composer	 Nikita	 Koshkin	 was	 born	 in	 Moscow	 in	 1956	 and	 studied	 at	 the	

Moscow	College	of	Music	and	at	the	Gnessin	Institute.	He	started	his	career	as	a	guitar	

performer	and	came	to	prominence	as	a	composer	in	1980	when	he	wrote	his	solo	guitar	

work	The	Prince’s	Toys,	a	large-scale	work	performed	internationally	and	recorded	by	the	

Czech	guitarist	Vladimir	Mikulka.	He	 later	gained	an	 international	 reputation	with	his	

best-known	guitar	work	Usher	Waltz	 (1984)	which	was	 recorded	by	 John	Williams	 in	

1993.	 Koshkin’s	 early	 musical	 influences	 included	 Prokofiev,	 Shostakovitch	 and	

Stravinsky	as	well	as	rock	music.	

	

I	 approached	 Koshkin	 in	 December	 2016	 to	 determine	 if	 he	 would	 be	 interested	 in	

writing	a	short	piece	for	me	with	a	duration	of	five	to	six	minutes	with	the	intention	being	

to	perform	it	 in	London,	England	at	a	concert	proposed	for	November	2017.	I	was	not	

expecting	 him	 to	 respond,	 much	 less	 agree	 to	 the	 proposal.	 However,	 he	 was	 very	

enthusiastic	about	writing	a	piece	for	flute	and	guitar	for	me	with	the	theme	being	his	
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impression	of	New	Zealand	from	afar.	One	of	the	reasons	for	the	commission	was	for	the	

piece	to	be	a	gift	for	my	son	on	his	eighteenth	birthday	in	May	2018.126	

	

Koshkin	commenced	writing	the	work	in	mid-March	2017	and	completed	it	in	early	June	

the	same	year.	As	opposed	to	the	majority	of	other	composers	I	have	commissioned,	there	

was	no	collaboration	between	myself	and	Koshkin	given	he	is	a	very	fine	guitarist	himself	

and	a	world-renowned	composer.	During	the	writing	process,	he	only	got	in	touch	with	

me	once	 to	ask	what	 type	of	guitar	 I	played	because	he	was	wanting	 to	 include	some	

percussion	effects	to	be	played	on	the	soundboard	of	the	instrument.	The	reason	for	this	

was	to	be	sure	that	my	guitar	would	not	be	damaged	during	their	execution.	Apart	from	

this	one	occasion,	there	was	no	communication	between	us	specifically	about	the	piece.	

Upon	receiving	the	score	and	parts	in	June	2017,	to	my	surprise	the	work	had	gone	from	

being	a	 five	to	six-minute	piece	to	a	substantial,	six-movement	work	of	almost	twenty	

minutes	duration.	

	

Like	the	previously	discussed	works	by	Christopher	Marshall	(Streets	of	Old	San	Juan)	and	

Michael	 Calvert	 (Four	 Intermezzi),	 the	 fact	 that	 Nikita	 Koshkin	 had	 decided,	 most	

generously,	to	write	a	work	that	was	outside	the	original	brief	and	completely	different	

to	what	he	was	asked	 to	do,	 created	a	 level	of	 complexity	 for	my	planning	which	was	

particularly	challenging.	Alongside	this	was	the	postponement	of	the	proposed	concert	in	

London,	 scheduled	 for	 November	 2017,	 which	 therefore	 required	 a	 re-think	 of	 the	

project.	

	

	
126	My	son,	Peter	Marshall	was	born	in	Russia,	hence	the	reason	for	commissioning	Koshkin.	
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In	June	2017	I	was	contacted	by	Michael	Newman,	the	co-director	of	the	Mannes	Guitar	

Seminar	in	New	York	offering	me	the	opportunity	to	play	a	concert	in	the	June	2018	event.	

When	 I	 indicated	 that	 it	 could	 include	 the	world	 premiere	 of	 a	major	work	by	Nikita	

Koshkin,	he	was	delighted	at	the	prospect.	I	then	contacted	New	Jersey-based	flutist	Carol	

Hohauser	to	ask	if	she	would	play	the	work	in	the	concert	with	me,	to	which	she	agreed.		

Preparation	 of	 Suite	 New	 Zealand	 for	 performance	 was	 able	 to	 take	 place	 over	 an	

extended	period	because	of	the	year-long	timeframe	between	receiving	the	work	and	the	

date	 of	 its	 first	 performance.	 Like	 much	 of	 Koshkin’s	 music,	 the	 work	 is	 extremely	

technically	demanding,	although	it	is	very	idiomatically	written	for	both	the	flute	and	the	

guitar.	The	six	movements	are	titled:	

	

	I	-	Arrival	–	Allegro	con	moto	

II	-	On	the	Run	–	Con	moto	

III	-	Song	–	Andante	

IV	-	Busy	Day	–	Allegro	

V	-	Evening	–	Adagio	

VI	-	Homecoming	–	Allegro	assai	

	

Rehearsals	with	Carol	Hohauser	took	place	in	New	Jersey	during	the	week	leading	up	to	

the	 concert.	 It	was	originally	 intended	 to	 involve	Nikita	Koshkin	 in	one	or	 two	of	 the	

rehearsals	via	video	link,	however	the	technology	and	the	different	time	zones	between	

New	Jersey	and	Moscow	did	not	allow	it.	Given	the	short	amount	of	rehearsal	time,	we	

decided	 to	 pull	 back	 on	 some	 of	 the	 tempo	 indications	 to	 enable	 greater	 security	 in	

performance.	
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The	 performance	 itself	 was	 successful	 and	 the	 work	 was	 very	 well	 received	 by	 the	

audience,	despite	some	of	the	technical	challenges	and	the	short	amount	of	rehearsal	time	

that	Carol	Hohauser	and	I	had	together.	 I	 felt	extremely	challenged	technically	by	this	

work,	 and	 didn’t	 feel	 I	 gave	 the	 best	 possible	 rendering	 of	 it.	 However,	 given	 the	

opportunity	 to	 perform	 it	 again,	 and	 perhaps	 multiple	 times,	 would	 address	 these	

challenges.		

	

This	recital	was	video	recorded	and	the	recording	is	submitted	for	assessment	as	part	of	

the	DMA,	as	is	allowed	for	in	the	regulations.	
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7.5	Summary	

The	following	data	is	revealed	in	the	four	DMA	recitals:	The	programmes	comprised	a	

total	of	fourteen	works	by	ten	composers,	nine	of	whom	are	from	New	Zealand,	and	one	

from	Russia:	Gillian	Whitehead	(one	work),	Douglas	Lilburn	(one	work),	Michael	Calvert	

(two	works),	Christopher	Marshall	(two	works),	John	Psathas	(one	work),	Kenneth	Young	

(two	works),	Anthony	Ritchie	(one	work),	Dugal	McKinnon	(one	work),	Philip	Norman	

(two	works)	and	Nikita	Koshkin	(one	work).	

	

It	should	be	noted	that	one	work,	Aria	from	Outrageous	Fortune	by	Gillian	Whitehead	was	

an	arrangement.	Originally	for	voice	and	orchestra,	I	arranged	it	for	voice	and	guitar	in	

2014	especially	for	the	performance	at	the	Melbourne	Writers’	Festival.	

	

The	recitals	comprised	eight	solo	guitar	works127,	two	works	for	flute	and	guitar,	two	for	

voice	and	guitar,	one	for	violin	and	guitar,	one	for	cello	and	guitar,	one	for	two	narrators	

and	 guitar	 and	 one	 concerto	 for	 guitar	 and	 full	 orchestra.	 There	 were	 seven	 world	

premiere	performances:	

Muisca	–	John	Psathas	(recital	1)	

Soul	Journeys:	A	Concerto	for	Guitar	and	Orchestra	–	Christopher	Marshall	(recital	2)	

A	Single	Hurt	Colour	–	Dugal	McKinnon	(recital	3)	

Intermezzo	No.	2	–	Michael	Calvert	(recital	3)	

It’s	Love,	Isn’t	It?	–	Philip	Norman	(recital	3)	

Four	Intermezzi	–	Michael	Calvert	(recital	4)	

Suite	New	Zealand	–	Nikita	Koshkin	(recital	4)	

	
127	Included	in	the	total	of	eight	solo	guitar	works	is	Philip	Norman’s	It’s	Love	Isn’t	It?	from	the	fourth	DMA	
recital.	This	is	because	I	performed	the	music	and	recited	the	poems	myself,	therefore	I	considered	that	to	
be	a	solo	performance.	
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Seven	works	were	pieces	that	I	commissioned	between	2014	and	2017:	

Streets	of	Old	San	Juan	–	Christopher	Marshall	(2014)	

Soul	Journeys:	A	Concerto	for	Guitar	and	Orchestra	–	Christopher	Marshall	(2016)	

Four	Intermezzi	–	Michael	Calvert	(2016)	

A	Single	Hurt	Colour	–	Dugal	McKinnon	(2017)	

Autumn	Moods	–	Anthony	Ritchie	(2017)	

It’s	Love,	Isn’t	It?	–	Philip	Norman	(2017)	

Suite	New	Zealand	–	Nikita	Koshkin	(2017)	

	

Of	 the	 above	 works,	 the	 Calvert,	 McKinnon,	 Norman	 and	 Koshkin	 works	 were	

commissioned	 specifically	 for	 these	 recitals.	 Christopher	Marshall’s	Streets	 of	 Old	 San	

Juan	and	Anthony	Ritchie’s	Autumn	Moods	were	commissioned	 for	different	occasions	

and	 therefore	 their	 inclusion	 in	 the	 DMA	 recitals	 marked	 their	 second	 and	 sixth	

performances	respectively.	

	

In	the	case	of	Christopher	Marshall’s	Soul	Journeys:	A	Concerto	for	Guitar	and	Orchestra,	it	

was	commissioned	more	than	a	year	before	I	began	the	DMA	and	therefore	for	a	different	

purpose.	However,	due	to	the	timing	of	its	first	performance	(2	October	2016)	it	was	able	

to	be	brought	into	the	schedule	of	performances	specifically	for	the	DMA	and	thus	receive	

its	premiere	performance	as	part	of	it.	

	

The	repertoire	in	the	recitals	was	chosen	to	reinforce	the	premise	of	performing	guitar	

music	 from	 across	 a	 range	 of	 time	 periods,	 from	 among	 the	 earliest	 through	 to	

contemporary	works	commissioned	especially	for	the	recitals.	The	following	list	gives	the	
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chronology	of	 the	works	by	year	of	composition.	 In	 the	case	where	there	are	multiple	

pieces	written	in	the	same	year,	they	are	listed	in	the	order	in	which	they	were	completed.	

	

1954	–	Sings	Harry	for	voice	&	guitar	–	Douglas	Lilburn	

1978	–	Suite	for	violin	&	guitar	–	Kenneth	Young	

1981	–	Tense	Melodies	for	flute	&	guitar	–	Philip	Norman	

1991	–	Three	Sad	Waltzes	–	Kenneth	Young	

1994	–	Rhapsody	on	a	Riff	–	Michael	Calvert	

1998	–	Outrageous	Fortune	–	Gillian	Whitehead	

2011	–	Muisca	–	John	Psathas	

2014	–	Streets	of	Old	San	Juan	–	Christopher	Marshall	

2016	–	Four	Intermezzi	–	Michael	Calvert	

2016	–	Soul	Journeys:	A	Concerto	for	Guitar	and	Orchestra	–	Christopher	Marshall	

2017	–	Suite	New	Zealand	for	flute	&	guitar	–	Nikita	Koshkin	

2017	–	Autumn	Moods	for	cello	&	guitar	–	Anthony	Ritchie	

2017	–	It’s	Love	Isn’t	It?	for	two	narrators,	guitar	&	the	sound	of	the	sea	–	Philip	Norman	

2017	–	A	Single	Hurt	Colour	–	Dugal	McKinnon	

	 	



	 218	

8.0	Conclusion	

This	 thesis	has	 examined	 the	 evolution	of	 composition	 for	 the	 classical	 guitar	 in	New	

Zealand.	Four	main	themes	run	through	this	exegesis:	

1. The	 future	 of	 the	 classical	 guitar	 relies	 on	 composers	 writing	 for	 it	 and	 on	

guitarists	 performing	 the	 music	 they	 write,	 as	 evidenced	 by	 John	 Turner’s	

assertion	 in	 1983	 (pages	 1-2)	 and	 which	 continued	 with	 the	 work	 of	 other	

guitarists	and	composers	during	the	1980s,	1990s	and	beyond,	including	my	own	

work.	

2. The	music	 that	has	been	written	 for	 the	guitar	by	New	Zealand	composers	has	

been	described	as	“…new,	fresh	and	highly	distinctive…	unfettered	by	the	shackles	

of	European	tradition…”	(Mills,	as	cited	in	Marshall,	2015)	suggesting	a	unique	and		

individual	style	may	have	emerged	in	which	composers	and	guitarists	felt	free	to	

experiment	 without	 feeling	 obliged	 to	 conform	 to	 established	 Euro-centric	

traditions.		

3. My	own	role	and	contribution	in	the	creation	and	development	of	a	substantial	

repertoire	 of	 new	 guitar	 music,	 which	 has	 helped	 to	 establish	 a	 unique	 and	

distinctive	 body	 of	 work.	 This	 includes	 observations	 about	 the	 collaborative	

process	between	myself	and	composers.	

4. My	own	performance	practice	and	how	it	has	been	informed	by	the	research;	and	

also,	how	the	research	has	been	informed	by	my	performance	practice	in	the	DMA	

recitals	and	the	repertoire	performed.	I	have	reflected	on	these	recitals	and	how	

my	 performances	 connect	 with	 the	 themes	 outlined	 in	 this	 exegesis.	 I	 also	

examined	the	genesis	of	the	music,	its	technical	and	interpretive	challenges	along	

with	aspects	of	my	collaborations	with	the	composers.	
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John	Turner’s	claim	that	“For	an	instrument	to	remain	popular	and	its	music	to	flourish,	

musicians	of	every	generation	must	compose	for	it.	And	their	music	must	be	played,	and	

heard”	(1983)	may	sound	like	an	obvious	statement	that	does	not	convey	much	meaning.	

However,	in	the	context	of	where	composition	for	the	guitar	was	at	that	time	and	where	

it	started	from	in	New	Zealand,	it	is	more	salient.	As	evidenced	in	Chapters	3	and	4,	a	total	

of	just	ten	works	suitable	for	concert	performance,	had	been	written	by	recognised	New	

Zealand	composers	 in	 the	twenty-year	period	between	1951	and	1971,	all	by	Douglas	

Lilburn	and	David	Farquhar.	From	1972	until	1983,	 a	 further	 seventeen	works	by	 six	

composers	(including	Farquhar)	had	been	added	to	the	repertoire.	While	the	number	is	

still	relatively	small,	 	as	demonstrated	in	Chapter	5	it	was	the	product	of	the	impact	of	

visiting	 international	 artists,	 the	 establishment	 of	 amateur	 guitar	 societies	 and	 the	

emergence	of	a	local	group	of	professional	guitar	performers	who	began	to	collaborate	

with	composers.	Thus,	compositional	activity	was	clearly	evolving	at	a	significantly	faster	

rate	than	the	previous	two	decades.		

	

Turner’s	statement	 is	 important	 in	 the	context	of	 the	evolution	of	composition	 for	 the	

classical	guitar	in	New	Zealand.	For	many	reasons,	such	as	the	lack	of	guitarists,	the	lack	

of	quality	repertoire,	and	the	instrument’s	association	with	popular	music,		the	classical	

guitar	has	often	been	regarded	as	an	outlier	compared	to	traditional	classical	instruments	

such	as	the	piano,	orchestral	instruments	and	voice	(Wade,	1980).	As	a	result,	the	guitar	

was	also	a	relatively	late	addition	to	the	roster	of	instruments	that	could	be	studied	at	

universities	in	New	Zealand	and	elsewhere,	therefore	local	composers	often	did	not	come	

into	 contact	 with	 guitarists	 or	 guitar	 music	 in	 the	 same	 way	 they	 would	 have	 been	

exposed	to	the	music	of	other,	more	mainstream	instruments.	Andrés	Segovia’s	assertion	

in	regard	 to	 the	state	of	 the	guitar	 in	nineteenth	century	Europe	 that	"The	guitar	was	
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caught	in	a	kind	of	vicious	circle:	there	were	few	guitarists	because	no	music	was	being	

written	for	it,	and	no	music	was	being	written	for	it	because	there	were	so	few	guitarists"	

(Segovia,	1976),	could	be	applied	to	the	New	Zealand	context	between	1950	and	1980,	

and	it	again	brings	the	relevance	of	John	Turner’s	observations	into	sharper	focus.	

	

The	1960s	and	1970s	saw	the	emergence	of	key	New	Zealand-resident	and	New	Zealand-

born	guitarists	such	as	Ronald	Burt,	Donald	King,	Suzanne	Court,	Milton	Parker,	Michael	

Calvert,	Edrick	Corban-Banks,	Mike	Wespel-Rose	and	others	who	were	influenced	by	the	

work	 of	 Andrés	 Segovia	 and	 Julian	 Bream	 and	 began	 to	 perform	New	 Zealand	 guitar	

music	(albeit	limited	to	the	works	of	Lilburn	and	Farquhar),	and	who	later	began	either	

commissioning	New	Zealand	composers	to	write	music	for	them,	or	being	dedicatees	of	

it,	writing	 their	 own	music	 or	 performing	 other	New	Zealand	 repertoire.	 These	 early	

attempts	set	the	stage	for	the	next	generation	of	guitar	performers	and	composers,	and	

in	the	context	of	this	study,	my	own	development	as	a	performer	and	commissioner	of	

new	music	that	built	upon	the	work	of	the	aforementioned	musicians.	

	

The	 emergence	 of	 this	 repertoire	 is	 a	 product	 of	 the	 performers	 who	 initiated	 it,	

commissioned	it	and	performed	it.	The	growth	in	technical	skills	of	performers	has	had	a	

direct	influence	on	the	significant	increase	in	the	complexity	and	quality	of	New	Zealand	

guitar	 compositions	 between	 1962	 and	 2021.	 Alongside	 this,	 composers,	 particularly	

non-guitarists,	have	expanded	the	technical	resources	both	of	myself	and	other	guitarists,	

thus	the	relationship	has	been	mutually	beneficial.	

	

John	Mills’s	statement	above	is	thought-provoking;	when	examining	it	more	closely,	it	is	

a	difficult	one	to	clearly	define	in	regard	to	exactly	what	it	 is	that	makes	New	Zealand	
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music	distinctive.	This	is	similar	to	the	dilemma	that	Douglas	Lilburn	faced	after	he	had	

issued	his	1947	‘manifesto’	pleading	for	New	Zealand	to	have	“…a	music	of	our	own,	a	

living	tradition	of	music	created	in	this	country,	a	music	that	will	satisfy	those	parts	of	

our	being	that	cannot	be	satisfied	by	the	music	of	other	nations.”	(Lilburn,	2011).	Then	in	

1969,	in	his	lecture	A	Search	for	a	Language	he	came	to	the	conclusion	that	the	notion	of	

a	 distinctive	 New	 Zealand	 music	 was	 more	 contained	 in	 the	 individuality	 of	 the	

composers	 themselves,	 rather	 than	 the	 establishment	 of	 a	 musical	 language	 that	 is	

distinctly	recognisable	as	being	from	New	Zealand	per	se.	He	stated:	

	

Our	composers	each	speak	their	own	personal	language	with	a	craftsmanship	

that	I	admire.	But,	if	I	were	listening	in	an	overseas	context,	I	doubt	whether	any	

two	of	 them	would	give	me	a	common	 factor	by	which	 I	 could	 identify	 their	

origin	(Lilburn,	2011).	

	

Mills	was	almost	certainly	referring	to	New	Zealand’s	relative	geographical	isolation	from	

mainstream	 European	 musical	 traditions;	 he	 was	 suggesting	 that	 New	 Zealand	

composers	were	writing	guitar	music	largely	in	musical	isolation,	and	perhaps	felt	freer	

to	experiment.	However,	New	Zealand	composers	studied	in	Europe	and	elsewhere	and	

were	 therefore	 influenced	 by	 European	 traditions	 (for	 example,	 Lilburn	 studied	with	

Ralph	 Vaughan-Williams;	 Farquhar	 with	 Benjamin	 Frankel,	 both	 in	 England).	 These	

musical	influences	may	have	transferred	to	their	guitar	music,	but	equally	they	may	not	

have.	As	discussed	 in	Chapter	3,	David	Farquhar	 favoured	a	 technique	 in	much	of	his	

guitar	music	previously	pioneered	by	Brazil’s	Heitor	Villa-Lobos.	Whether	Farquhar	was	

familiar	 with	 Villa-Lobos’s	 guitar	 music	 is	 uncertain,	 particularly	 during	 the	 1950s.	

However,	 as	 already	established,	Farquhar	owned	a	 guitar,	 knew	how	 the	 instrument	

worked	and	himself	experimented	with	it,	so	it	would	not	be	unreasonable	to	suggest	that	
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he	might	have	devised	the	technique	in	isolation	to	suit	his	own	musical	language.	This	is	

just	 one	 example	 of	 the	 difficulty	 in	 ascertaining	 the	 specific	 influences	 on	 guitar	

compositions	of	this	period.	

	

In	the	context	of	New	Zealand	guitar	composition,	similar	tenets	apply.	Of	the	sixty-plus	

guitar	works	I	have	so	far	commissioned	in	my	career,	none	could	be	said	to	use	a	musical	

language	that	could	be	described	as	distinctly	‘New	Zealand’.	Those	that	include	aspects	

of	New	Zealand	literature	or	poetry	(Philip	Norman’s	It’s	Love,	Isn’t	It?)	or	Māori	elements	

(such	 as	 Gillian	 Whitehead’s	 Aria	 from	 Outrageous	 Fortune,	 Patrick	 Shepherd’s	

Whakapapa	and	Mike	Hogan’s	Matariki)	have	essentially	appropriated	these	concepts	to	

give	 the	 works	 a	 New	 Zealand	 reference	 point,	 rather	 than	 lending	 any	 particular	

distinctiveness	to	the	musical	language.	Philip	Norman’s	work	uses	the	poetry	of	Alistair	

Te	Ariki	Campbell	and	Meg	Campbell	which	do	tell	a	distinctive	story	about	life	in	New	

Zealand	from	the	poets’	points	of	view.	But	it	is	the	poetry,	not	the	music	that	provides	

the	reference.	In	the	case	of	the	Shepherd	work,	it	is	the	Māori	titles	of	the	work	and	its	

movements	and	the	occasional	imitation	of	the	kōauau	(Māori	flute)	by	the	flute	soloist	

within	 the	 context	 of	 a	 Euro-centric	musical	 language	 that	 provides	 the	New	Zealand	

reference.	In	Hogan’s	work	Matariki,	it	is	simply	the	use	of	Māori	titles	for	the	work	and	

for	 each	 of	 its	 six	movements,	 along	with	 a	 programme	 note	 that	 states	 the	work	 is	

inspired	by	Māori	folklore.	As	indicated	by	Lilburn,	listening	to	Matariki	without	these	

reference	points	would	not	necessarily	provide	any	hint	as	to	the	origin	or	meaning	of	

the	work.	In	the	case	of	Aria	by	Gillian	Whitehead,	it	uses	a	Māori	karakia	as	the	vocal	

material,	whereas	the	instrumental	accompaniment	(albeit	an	arrangement	by	me),	is	in	

the	form	of	a	drone	using	octave	tremolos	in	the	guitar	part,	a	relatively	simple	guitar	

technique	that	has	been	used	by	countless	guitar	composers	around	the	world	through	
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the	ages.	It	is	the	karakia	that	gives	the	work	its	quality	that	is	inextricably	linked	to	New	

Zealand	culture.	

	

Conversely,	works	I	have	commissioned	such	as	Christopher	Marshall’s	Streets	of	Old	San	

Juan	 and	his	Soul	 Journeys:	Concerto	 for	Guitar	 	and	Orchestra,	 and	performed	 in	DMA	

recitals	1	and	2	respectively	were	inspired	by	other	countries	or	cultures.	John	Psathas’s	

Muisca	(Recital	1)	and	Dugal	McKinnon’s	A	Single	Hurt	Colour	(Recital	3)	also	fall	into	this	

category.	Nikita	Koshkin’s	Suite	New	Zealand	for	flute	and	guitar	which	I	commissioned	

for	Recital	4	is	inspired	by	his	impressions	of	New	Zealand	rather	than	him	having	any	

direct	connection	to	the	country.	

	

It	is	important	to	note	that	in	commissioning	guitar	music	by	New	Zealand	composers,	I	

have	never	deliberately	attempted	to	have	music	written	that	contains	recognisable	‘New																																																																																																																																																																																																																									

Zealand’	 aspects	 to	 it.	My	approach	has	 simply	been	 to	 commission	 composers	whose	

music	has	had	a	positive	impact	on	me.	It	is	by	virtue	of	the	fact	that	I	have	attempted	to	

create	a	significant	body	of	works	written	by	composers	who	are	New	Zealanders	or	are	

resident	 in	 New	 Zealand	 that	 has	 resulted	 in	 a	 unique	 and	 distinctive	 collection	 of	

repertoire	that	is	‘from’	New	Zealand	rather	than	‘of’	New	Zealand.	The	distinctiveness	is	

contained	 in	 the	 composers’	 personal	 musical	 language,	 and	 the	 uniqueness	 of	 the	

repertoire.	

	

The	 third	 theme	 listed	 above	 covers	my	 own	 contribution	 to	 the	New	Zealand	 guitar	

repertoire,	 which	 consists	 of	 many	 ‘firsts’	 and	 is	 a	 contributing	 factor	 to	 the	

distinctiveness	of	that	repertoire	in	the	context	of	New	Zealand	music.	For	example,	David	
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Farquhar’s	Guitar	Concerto	was	the	first	of	its	type	written	by	a	New	Zealand	composer;	

as	was	Patrick	Shepherd’s	Whakapapa:	Concerto	for	Flute	and	Guitar,	Anthony	Ritchie’s	

Pas	de	Deux	for	two	guitars,	alongside	most	of	Lilburn’s	and	Farquhar’s	outputs	from	the	

1960s	and	1970s	and	many	others’	works.	It	is	distinctive	simply	because	no	one	in	New	

Zealand	had	written	guitar	music	like	this	prior	to	these	works	coming	into	existence.		

	

Prior	 to	 1989	 compositions	 for	 guitar	 had	 been	 initiated	 by	 other	 guitarists	 or	 by	

composers	 themselves	 who	 laid	 a	 foundation	 and	 built	 a	 platform	 that	 provided	 the	

inspiration	 for	my	own	trajectory	upon	which	I	built	my	career.	At	sixty-plus	works,	 I	

have	 commissioned	more	 guitar	music	 than	 any	 other	 New	 Zealand	 guitarist,	 and	 in	

addition,	 I	 am	 the	 first	 New	 Zealand	 classical	 guitarist	 to	 commission	 a	 significant	

quantity	of	New	Zealand	guitar	music	specifically	for	 international	performances,	thus	

continuing	a	tradition	started	by	Andrés	Segovia	to	create	a	substantial	body	of	works	

and	performing	them	worldwide.	Particular	examples	of	these	include:		

	

Anniversary	Duos	by	David	Farquhar	(1993)	

Music	for	Two	Guitars	by	Ross	Harris	(1993)	

Stalactite	by	Chris	Cree	Brown	(1994)	

Introduction,	Rondo	and	Finale	by	David	Hamilton	(1994)	

Two’s	Company	by	John	Ritchie	(1994)	

Passage	of	Light	by	Maria	Grenfell	(1994)	

Whakapapa:	Concerto	for	Flute	and	Guitar	by	Patrick	Shepherd	(2002)	

Matariki	by	Michael	Hogan	(2004)	

Streets	of	Old	San	Juan	by	Christopher	Marshall	(2014)	

Four	Intermezzi	by	Michael	Calvert	(2016)	
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The	fourth	theme	listed	above	covers	my	performative	response	to	the	repertoire	in	my	

recitals.	The	recitals	were	the	outcome	of	significant	work	collaborating	with	most	of	the	

composers	 whose	 works	 were	 featured,	 particularly	 those	 that	 were	 commissioned	

especially	for	the	recitals.	For	example,	in	the	case	of	John	Psathas’s	Muisca	(Recital	1)	the	

technical	and	interpretive	challenges	that	had	to	be	overcome	related	to	the	particularly	

fast	tempi	and	rhythmic	intensity	of	the	work	on	which	the	composer	was	quite	firm	in	

his	direction.	In	the	case	of	the	music	by	Christopher	Marshall	(Recitals	1	and	2)	many	of	

the	challenges	lay	in	navigating	the	complex	key	structures	and	dense	harmonic	textures	

while	also	having	 to	negotiate	with	 the	composer	on	how	to	resolve	 these	challenges.	

With	Dugal	McKinnon’s	work	A	Single	Hurt	Colour	 (Recital	3),	 in	and	of	 itself,	 it	 is	not	

particularly	difficult	from	a	technical	perspective,	the	challenge	lay	in	incorporating	the	

live	 electronics	 into	 the	 performance,	 which,	 as	 explained	 in	 Chapter	 7.3	 presented	

unforeseen	issues	that	required	close	collaboration	with	the	composer	through	the	entire	

performance	 of	 the	work.	 In	Recital	 4,	 I	 performed	Philip	Norman’s	 It’s	 Love,	 Isn’t	 It?	

entirely	solo,	 in	which	I	performed	both	the	music	and	read	the	poetry	which	created	

different	 performative	 challenges	 for	 me,	 essentially	 having	 to	 undertake	 three	

performance	roles	–	two	reciters	and	musician.	Close	collaboration	with	the	composer	

right	up	to	the	day	of	this	performance	was	paramount	to	its	success.	

	

Although	detailed	in	Chapter	7,	the	above	is	an	outline	of	some	of	the	types	of	challenges	

I	faced	while	preparing	the	repertoire	for	performance	in	the	DMA	recitals.	In	all	cases,	

collaboration	with	the	composers	was	key	to	the	success	of	the	performances,	though	as	

intimated,	 there	 are	 pros	 and	 cons	 to	 having	 a	 composer	 closely	 involved	 in	 the	

preparation	and	rehearsals.	For	example,	a	 composer	who	 is	overly	particular	and/or	

inflexible	about	what	they	require	can	potentially	stifle	the	input	of	the	performer	in	the	
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creative	 process,	 or	 place	 unreasonable	 demands	 on	 the	 performer’s	 technique,	

potentially	leading	to	an	unsatisfying,	if	not	unsuccessful	performance.	On	the	other	hand,	

a	close	and	equal	working	relationship	between	composer	and	performer	where	mutual	

respect	is	valued	and	where	both	can	contribute	to	the	creative	process	is	more	likely	to	

produce	highly	successful	outcomes.	

	

As	far	as	what	I	have	learned	in	this	process,	it	has	become	increasingly	important	that	in	

the	first	instance	I	commission	composers	whose	music	has	a	positive	impact	on	me	so	

that	 it	 enables	 me	 to	 work	 with	 them	 and	 perform	 their	 music	 with	 conviction	 and	

integrity.	It	also	encourages	subsequent	performances	of	the	work	after	the	premiere.	I	

have	also	gained	a	better	understanding	of	the	challenges	and	opportunities	contained	in	

exploring	new	works	that	 incorporate	electronics,	a	medium	that	I	will	be	pursuing	in	

greater	depth	as	it	will	further	extend	my	abilities.	In	my	quest	to	establish	a	new	and	

innovative	repertoire	for	the	guitar	by	New	Zealand	composers,	I	have	discovered	that	

some	of	the	works	I	have	commissioned	have	traversed	areas	of	technical	difficulty	that	

have	 rendered	 them	 almost	 unplayable	 in	 the	 composers’	 apparent	 wish	 to	 push	

technical	boundaries.	While	I	am	in	favour	of	extending	technical	limits,	it	should	be	done	

in	the	context	of	communicating	musical	considerations,	while	acknowledging	that	the	

performer	has	a	contribution	to	make	in	the	creative	process.		

	

I	have	continued	to	strengthen	the	foundation	on	which	my	own	career	was	established	

through	encouraging	the	next	generation	of	composers	to	write	for	the	guitar	in	order	to	

increase	 both	 the	 quantity	 and	 the	 quality	 of	 the	 music	 written	 by	 New	 Zealand	

composers	and	I	have	continued	to	influence	others	to	build	the	guitar’s	repertoire.	The	

impact	of	the	work	I	have	done	has	resulted	in	other	composers	taking	up	writing	for	the	
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guitar	(the	Matthew	Marshall	Composition	Prize	at	Victoria	University	of	Wellington	being	

a	particular	catalyst)	and	other	guitarists	performing	and	recording	music	 that	 I	have	

commissioned	in	New	Zealand	and	internationally.	

	

I	will	continue	to	play	a	part	in	shaping	the	future	of	guitar	composition	in	New	Zealand	

through	ongoing	commissions,	sponsoring	of	composition	prizes	and	competitions.	In	an	

acknowledgement	 to	 the	 early	 guitarists	 in	 New	 Zealand	 who	 traversed	 a	 range	 of	

musical	genres	in	their	careers,	I	have	also	begun	commissioning	jazz	composers	to	write	

for	the	classical	guitar	to	further	build	an	innovative	repertoire	by	incorporating	different	

genres	of	music;	particular	examples	being	works	by	Dr.	Norman	Meehan	and	William	

Cunliffe.		

	

I	 have	 thus	 continued	 a	 tradition	 established	 by	 Andrés	 Segovia,	 cemented	 by	 Julian	

Bream,	 emulated	 by	 many	 guitarists	 around	 the	 world,	 and	 have	 built	 upon	 the	

foundation	laid	by	the	pioneers	of	classical	guitar	in	New	Zealand.	
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10.	Appendices	
	
10.1	Appendix	A	
	
Interviewees	and	interview	data	
	
William	Bower,	lutenist/guitarist,	Wellington.	Interviewed	14	August	2017	
Australian-born	lutenist/guitarist	William	Bower	has	been	based	in	Wellington	since	1982	and	
until	2006	was	the	Executant	Tutor	in	Guitar	and	Lute	at	Victoria	University	of	Wellington.	He	
studied	lute	in	London	with	Diana	Poulton	and	guitar	with	Jose	Tomas	in	Alicante,	Spain.	He	has	
performed	 throughout	 Europe,	 Australia,	 Asia	 and	 New	 Zealand	 and	was	 a	member	 of	 the	
successful	Wellington-based	Baroque	group	Ensemble	Dufay.	
	
Michael	Calvert,	guitarist/composer,	New	York,	USA.	Interviewed	3	July	2017	
New	Zealand	guitarist,	lutenist	and	composer	Michael	Calvert	has	performed	as	a	soloist	and	as	
a	member	of	chamber	ensembles	throughout	New	Zealand,	Australia,	United	States	and	Brazil.	
Since	 2000	 he	 has	 concentrated	 on	 the	 lute,	 performing	 on	 both	 renaissance	 and	 baroque	
instruments.	As	a	composer,	his	works	have	been	performed	worldwide	and	featured	at	such	
festivals	as	De	Ysbreker	(Holland),	Unge	Tonekunstnere	(Denmark),	Musica	Nova	(Brazil)	and	
Festival	 Internacional	 de	 Guitarra	 de	 Morelia	 (México).Calvert	 studied	 at	 the	 University	 of	
Auckland,	 Wellington	 Polytechnic	 and	 Brooklyn	 College	 CUNY.	 His	 teachers	 have	 included	
Milton	Babbitt,	Robert	Starer	and	Gillian	Bibby	(composition),	David	Starobin	and	John	Mills	
(guitar)	and	Robert	Barto,	Paul	O’Dette	and	Nigel	North	(lute).	He	has	also	worked	extensively	
as	 a	 teacher	 and	 record	 producer.	 Michael	 Calvert	 is	 one	 of	 the	 few	 New	 Zealand	
guitarist/composers	with	an	international	profile	and	is	one	of	the	first	who	actively	explored	
contemporary	and	experimental	compositional	techniques	on	the	guitar	in	New	Zealand	in	the	
1970s	and	1980s.	He	has	lived	in	New	York	since	1987,	but	has	maintained	close	connections	
with	New	Zealand.	
	
Dr.	Suzanne	Court,	guitarist/musicologist,	Raglan.	Interviewed	16	September	2018	
Guitarist,	musicologist,	academic	leader,	editor	and	publisher	Dr.	Suzanne	Court	has	enjoyed	a	
multi-faceted	 career	 over	 many	 years.	 Dr.	 Court	 was	 the	 first	 student	 to	 study	 guitar	
performance	at	university	in	New	Zealand	(Victoria	University)	and	she	then	undertook	further	
guitar	study	in	London	with	John	Mills,	Gilbert	Biberian	and	John	Duarte.	As	well	as	being	an	
expert	in	16th	Century	Italian	lute	music,	Dr.	Court	has	also	made	a	significant	contribution	to	
contemporary	music	through	commissioning	a	number	of	works	by	New	Zealand	composers,	
including	Kenneth	Young,	David	Hamilton,	Anthony	Ritchie	and	others.	As	a	publisher,	Dr.	Court	
has	 edited	 and	 published	 several	 volumes	 of	 New	 Zealand	 guitar	 music	 through	 Pro	 Arte	
Publications	and	Wai-te-ata	Music	Press,	including	significant	works	by	Douglas	Lilburn,	David	
Farquhar,	John	Ritchie,	Anthony	Ritchie,	Michael	Calvert	&	Kenneth	Young.	
	
Bernard	Hickey,	guitarist/teacher,	Sydney,	Australia.	Interviewed	25	February	2017	
Bernard	is	a	self-taught	guitarist	who	began	his	musical	activity	as	a	folk	musician	and	gradually	
moved	towards	classical	music	in	his	20s.	For	many	years	he	was	based	in	Palmerston	North	
and	was	heavily	involved	with	the	New	Zealand	Federation	of	Classical	Guitar	Societies	as	well	
as	the	Palmerston	North	Classical	Guitar	Society.	Bernard	was	the	director	of	the	New	Zealand	
Federation	 of	 Classical	 Guitar	 Societies	 Summer	 Schools	 held	 in	 Palmerston	North	 in	 1985	
(Principal	 Tutor:	 Sharon	 Isbin),	 1986	 (Principal	 Tutor:	 Timothy	 Kain)	 and	 1987	 (Principal	
Tutors:	John	Mills	and	Cobie	Smit).	He	has	been	based	in	Sydney,	Australia	since	1988.	
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Dr.	Patrick	Holland,	amateur	guitarist,	Nelson.	Interviewed	4	February	2017	
Patrick	 Holland	 first	 started	 learning	 guitar	 in	 Christchurch	 in	 1960	 after	 being	 given	 an	
instrument	 by	 Leo	 Bensemann	 who	 was	 a	 friend	 of	 the	 family.	 He	 subsequently	 attended	
masterclasses	by	Antonio	Losada	and	then	learned	from	Ross	Townsend	in	Hamilton.	Patrick	
was	a	long-time	contributor	to	the	Hamilton	Classical	Guitar	Society	and	was	heavily	involved	
in	the	ongoing	operations	of	the	Society	from	its	inception	in	the	early	1970s	until	2001.	He	is	
an	enthusiastic	amateur	guitarist	and	 through	 the	activities	of	 the	Hamilton	Classical	Guitar	
Society	was	extremely	supportive	of	young	people	 learning	the	guitar.	He	held	every	official	
position	 in	 the	 Society,	 was	 instrumental	 in	 the	 organising	 of	 the	 guitar	 society’s	 annual	
competitions	that	provided	opportunities	for	many	of	New	Zealand’s	up	and	coming	guitarists,	
and	he	oversaw	the	organizing	of	the	1983	NZFCGS	Summer	School	in	Rotorua	(Principal	Tutor:	
John	Mills).	He	also	organised	and	hosted	numerous	international	touring	guitarists	in	concerts	
in	Hamilton.		
	
Miles	Jackson,	guitarist,	Nelson.	Interviewed	3	February	2017	
Miles	Jackson	began	learning	the	classical	guitar	in	1965	and	after	study	with	Emile	Bibobi	and	
Daphne	Dobson	 in	Auckland,	he	 later	studied	with	 John	Mills	and	Vladimir	Mikulka.	He	was	
amongst	the	first	New	Zealand-born	professional	classical	guitarists	to	emerge	and	has	had	a	
long-standing	violin	and	guitar	duo	with	wife	Margaret	for	whom	Kenneth	Young	composed	his	
Suite	for	violin	and	guitar.	An	avid	supporter	of	the	New	Zealand	Federation	of	Classical	Guitar	
Societies	and	its	activities	from	its	inception,	Miles	held	various	roles	in	the	organisation	and	
was	responsible	for	organizing	the	1984	Summer	School	(Principal	Tutor:	John	Mills)	and	was	
a	 tutor	 at	 a	number	of	 others.	Prior	 to	 that	he	was	 involved	 in	organizing	music	 schools	 in	
Kerikeri,	Bay	of	Islands.	He	was	also	a	member	of	the	John	Mills	Trio.	
	
David	Loomes,	guitarist/teacher,	Timaru.	Interviewed	31	January	2017	
An	 astute	 and	 entrepreneurial	 organiser	 and	 inspiring	 teacher,	 David	 Loomes	 has	 been	 a	
stalwart	of	the	classical	guitar	in	Timaru	and	surrounding	areas	for	over	40	years.	A	self-taught	
guitarist	who	attained	a	level	of	proficiency	and	expertise	that	garnered	the	attention	of	English	
composer	 John	Duarte,	 David	 also	 attended	masterclasses	with	Oscar	 Caceres	 in	 Sydney	 in	
1975.	As	well	as	being	organiser	of	the	1982	NZFCGS	Summer	School	(Principal	tutor:	Vladimir	
Mikulka)	David	has	organised	and	hosted	nearly	200	concerts	in	Timaru	and	the	surrounding	
area	by	local	and	international	musicians	since	1977	thereby	making	a	substantial	contribution	
to	the	development	of	a	generation	of	professional	guitar	performers	in	New	Zealand.	
	
Dr.	Philip	Norman	CNZM,	composer,	Christchurch.	Interviewed	30	January	2017	
Composer,	 conductor,	 author,	 speaker,	 educator	 and	 publisher	 Philip	 Norman	 has	 been	
entertaining	 New	 Zealand	 audiences	 for	 over	 forty-five	 years.	 His	 output	 of	 over	 250	
compositions	ranges	from	orchestral,	chamber	music	and	opera	through	secular	and	sacred	
choral	and	vocal	works,	 to	musicals	and	ballets	 for	the	Royal	New	Zealand	Ballet.	 	Philip	
holds	a	PhD	in	musicology	and	is	the	award-winning	author	of	Douglas	Lilburn:	His	Life	and	
Music	and	the	compiler	and	publisher	of	John	Ritchie	at	Ninety:	a	festschrift.		He	has	written	
several	works	for	classical	guitar,	including	for	flute	and	guitar,	guitar	and	string	orchestra	
and	guitar	and	narrators.	
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Milton	Parker,	guitarist,	Auckland.	Interviewed	15	September	2018	
Formerly	 Wellington-based,	 Milton	 Parker	 is	 one	 of	 the	 country’s	 most	 influential	 guitar	
teachers	across	both	classical	and	jazz	genres.	He	has	enjoyed	a	highly	successful	career	as	a	
solo	performing	artist	and	in	chamber	music,	touring	New	Zealand	on	multiple	occasions	with	
singer	 Robert	 Oliver,	 and	 as	 a	member	 of	 the	Wellington	 Guitar	 Duo	with	 guitarist	 Edrick	
Corban-Banks.	He	collaborated	closely	with	composers	Douglas	Lilburn	and	David	Farquhar,	
including	editing	Lilburn’s	music	 for	Price	Milburn	 in	 the	early	1970s	and	with	Dr.	Suzanne	
Court	 in	 the	 early	 1990s	 co-editing	 New	 Zealand	 guitar	 music	 for	 the	 publication	 Guitar	
Aotearoa.	Milton	was	also	significantly	 involved	with	the	Wellington	Classical	Guitar	Society	
and	 the	 New	 Zealand	 Federation	 of	 Classical	 Guitar	 Societies	 for	 many	 years,	 undertaking	
various	official	roles	in	both	organisations,	and	as	a	teaching	and	performing	artist	at	many	of	
the	NZFCGS	Summer	Schools.	
	
Phil	Read,	guitarist/teacher,	Oamaru.	Interviewed	1	February	2017	
English-born	Phil	Read	is	one	of	the	early	pioneers	of	classical	guitar	teaching	in	New	Zealand,	
having	set	up	a	teaching	studio	at	Lewis	Eady	in	Auckland	in	1960.	He	was	also	involved	in	the	
organizing	of	Andres	Segovia’s	tour	of	New	Zealand	in	1964.	Like	many	other	guitarists	in	New	
Zealand	at	that	time,	he	was	essentially	self-taught,	and	went	on	to	establish	thriving	teaching	
practices	in	Auckland,	Bay	of	Plenty	and	North	Otago.	
	
David	Smith,	guitarist/teacher,	Christchurch.	Interviewed	30	January	2017	
Christchurch-based	 David	 Smith	 has	 been	 a	 resolute	 advocate	 for	 the	 classical	 guitar	 in	
Christchurch	since	the	1970s.	He	was	for	the	most	part	self-taught	on	the	guitar	and	established	
a	 successful	 teaching	 practice	 in	 the	 city	 that	 continues	 to	 this	 day.	 He	 has	 held	 numerous	
official	positions	in	the	Christchurch	Classical	Guitar	Society	as	well	as	being	vice	president	of	
the	NZFCGS	 in	1990	and	director	of	 the	1990	NZFCGS	Summer	School	 that	 featured	English	
guitarist	Julian	Byzantine	as	principal	tutor.	
	
Mike	Wespel-Rose,	guitarist/lutenist,	Lower	Hutt.	Interviewed	26	March	2018		
Wellington-based	 Mike	Wespel-Rose	 came	 to	 prominence	 when	 he	 won	 the	 1977	 NZFCGS	
National	Classical	Guitar	Competition	in	Hamilton.	He	studied	guitar	at	Victoria	University	of	
Wellington	 firstly	 with	 Ronald	 Burt	 and	 then	 with	 Karl	 Herreshoff.	 Following	 Herreshoff’s	
departure	from	the	position,	Wespel-Rose	became	the	guitar	teacher	at	the	university	for	a	year.	
He	 also	 toured	 New	 Zealand	 on	many	 occasions.	 A	 number	 of	Michael	 Calvert’s	works	 are	
written	for	and	dedicated	to	Wespel-Rose.	He	remains	actively	involved	with	the	Wellington	
Classical	Guitar	Society.	
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UNIVERSITY OF OTAGO HUMAN ETHICS COMMITTEE 
APPLICATION FORM: CATEGORY A 

Form updated: April 2016 
Please ensure you are using the latest application form template available from: 
http://www.otago.ac.nz/council/committees/committees/HumanEthicsCommittees.html and  read the 
instruction documents provided (Guidelines for Ethical Practices in Teaching and Research and Filling 
Out Your Human Ethics Application). 
 
1. University of Otago staff member responsible for project:  

Surname First Name Title (Mr/Ms/Mrs/Dr/Assoc. Prof./Prof.) 
 
Ritchie  Anthony Assoc. Prof. 
 

2. Department/School: 

Music, Theatre and Performing Arts 
 
3. Contact details of staff member responsible (always include your email address): 

Anthony.ritchie@otago.ac.nz    ph.8881 
 

4. Title of project: Classical guitar composition in New Zealand: the composer/performer 
collaborative process and the making of a tradition. 

5. Indicate project type and names of other investigators and students:  

Staff Co-investigators   Names:  

 

Student Researchers        Names:  

Level of Study (PhD, Masters, Hons):  

 

External Researchers  Names: 

Institute/Company:  

Office Use Only  

 

Y 

 

Matthew Marshall 

DMA 
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6. Is this a repeated class teaching activity? (Delete answer that does not apply) 

 NO  

7. Fast-Track procedure (Delete answer that does not apply) 

 Do you request fast-track consideration? (See ‘Filling Out Your Human Ethics Application’) 

NO 

 
8. When will recruitment and data collection commence? Approx. 1 January 2017 

 
When will data collection be completed? Approx. 31 December 2017 

 
9. Funding of project 

 Is the project to be funded by an external grant? 

 NO 

 
 If commercial use will be made of the data, will potential participants be made aware of this 

before they agree to participate? If not, explain: 

 N/A 

 
10. Brief description in lay terms of the purpose of the project (approx. 75 words): 

This project will investigate the evolution of composition for the classical guitar in New 
Zealand from 1953 to the present day and examine the collaborations between 
composers and performers in the establishing of a distinctly New Zealand repertoire for 
the instrument. It will involve interviewing key people involved in the classical guitar 
scene in New Zealand and documenting their involvement and recollections. 
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11. Aim and description of project: 

The project will explore the role guitar performers have played in collaborating with 
New Zealand composers and seek to determine whether there has been a deliberate 
attempt to manufacture a repertoire motivated by the desire of performers to emulate 
the actions and the traditions established by leading international players in the creation 
of a repertoire of significant works suitable for concert performance. 

It will also attempt to demonstrate the ways in which New Zealand classical guitar 
music has changed over the past 60 years as a result of greater involvement of 
performers in the creative process. 

 
12. Researcher/instructor experience and qualifications in this research area  

The supervisor, A/Prof Anthony Ritchie, is a leading NZ composer with considerable 
experience working in the NZ music community. He has been involved in numerous 
composer-performer collaborations. He has also written numerous articles on NZ music 
(in Music in NZ, Canzona, and more recently in the Journal of the NZ Musicological 
Society.) 

 
13. Participants   

13(a) Population from which participants are drawn: 

People who have had direct involvement in and/or experience of the New Zealand 
classical guitar scene and the composition of music for the guitar in New Zealand, most 
of whom will be colleagues from the researcher’s professional networks and already 
known to the researcher. 
 
13(b) Inclusion and exclusion criteria: 

Inclusion criteria: 

• Professional New Zealand composers (represented by SOUNZ), who have written 
music for the classical guitar. 

• Professional and amateur classical guitarists who have commissioned works and/or 
collaborated with NZ composers to produce new music for the guitar. 

• Current and former office-holders and members of the various Incorporated Classical 
Guitar Societies in New Zealand. 

• Current and former educators, historians, concert promoters and other musicians who 
have been involved with the classical guitar and its music in New Zealand. 

 

Exclusion criterion: NONE 
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13(c) Estimated number of participants: 20 (15 in NZ, 5 overseas) 

13(d) Age range of participants: 25-78 

13(e) Method of recruitment:  
 
Participants will initially be recruited from the researcher’s personal and professional 
networks. General advertising for participants from the general public will not be 
required. It is anticipated that approximately 20 participants from a range of 
backgrounds should provide sufficient data to analyse, but it is also hoped that 
participants, through their own networks, would recommend additional participants who 
could contribute further to the research. 
  
13(f) Specify and justify any payment or reward to be offered: NONE 

 

14. Methods and Procedures:  

Participants will be asked to take part in a one-on-one interview with the researcher – 
either face-to-face or via telephone or Skype. Interviews will last approximately an hour, 
and will take place at a venue nominated by the interviewee (with the researcher’s 
agreement). An open-questioning technique will be used, whereby the exact questions 
to be asked will not be formulated in advance but will vary and depend on how the 
interview develops and the nature of each participant’s role and involvement with the 
classical guitar.  
 
In a situation where a participant agrees to participate but is unable to undertake a face-
to-face or Skype/telephone interview, the participant will be invited to submit responses 
in writing within an agreed timeframe. 

The general line of questioning will include questions such as the following: 
 

• What is/was your involvement with the classical guitar in New Zealand? 
• What are your perceptions of how guitar composition in NZ evolved and what 

were the key drivers in its development? 
• Do you think performers have deliberately sought to create a distinctly “NZ” 

repertoire? 
• Who were the key individuals that encouraged and supported composition for 

guitar in NZ and what roles did they play? 
• What are the main challenges in successfully writing music for the guitar? 
•  

15. Compliance with The Privacy Act 1993 and the Health Information Privacy Code 1994 
imposes strict requirements concerning the collection, use and disclosure of personal 
information.  The questions below allow the Committee to assess compliance. 
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15(a) Are you collecting and storing personal information (e.g.name, contact details, 
designation, position etc) directly from the individual concerned that could identify 
the individual? (Delete the answer that does not apply.) 

YES  

 
15(b) Are you collecting information about individuals from another source?  

NO 

 
15(c) Collecting Personal Information (Delete the answer that does not apply): 

• Will you be collecting personal information (e.g. name, contact details, position, 
company, anything that could identify the individual)? 

 YES 

• Will you inform participants of the purpose for which you are collecting the 
information and the uses you propose to make of it? 

 YES 

• Will you inform participants of who will receive the information? 

 YES 

• Will you inform participants of the consequences, if any, of not supplying the 
information? 

 YES 

• Will you inform participants of their rights of access to and correction of personal 
information? 

 YES 

 Where the answer is YES, make sure the information is included in the Information 
Sheet for Participants. 

 If you are NOT informing them of the points above, please explain why: 

 
15(d) Outline your data storage, security procedures and length of time data will 

be kept  

All collected data will be kept in a locked filing cabinet in the researcher’s office 
and on a password-protected personal computer for a period of five years after 
publication, after which time the data will be deleted/destroyed. 
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15(e) Who will have access to personal information, under what conditions, and 

subject to what safeguards? If you are obtaining information from 
another source, include details of how this will be accessed and include 
written permission if appropriate.  Will participants have access to the 
information they have provided? 

 
• Researcher 
• Supervisors 
• Participants will have access to raw data that they contributed (audio 

recordings) and that which specifically involves/refers to them and may 
correct, amend or otherwise edit information they have provided after it has 
been transcribed. 

 
15(f) Do you intend to publish any personal information they have provided? 

 YES. Format will be that of a DMA exegesis. 

 If YES, specify in what form you intend to do this: 

Participants will be asked if they agree to being quoted in the exegesis and 
therefore identified by name and broad geographical location (city/region) if 
they offer quotable information relevant to the study. No other personal 
information will be published. 

 
15(g) Do you propose to collect demographic information to describe your sample? For 

example: gender, age, ethnicity, education level, etc. 

NO 
 
15 (h) Have you, or will you, undertake Māori consultation? Choose one of the options 

below, and delete the option that does not apply: 

YES  

Although most of the interviews will occur in New Zealand, some will be undertaken 
overseas with three participants who reside in Australia and two in England. Although 
Maori participation in this project is not envisaged at this stage, this may emerge as the 
project progresses. 

 
16. Does the research or teaching project involve any form of deception?   

NO 
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17. Disclose and discuss any potential problems or ethical considerations: (For example: 
medical or legal problems, issues with disclosure, conflict of interest, safety of the researcher, 
etc.  Note: if the student researcher will be travelling overseas to undertake the research, refer 
to item 12 of the Filling Out Your Human Ethics Application document.  Please note that 
approval from the Human Ethics Committee does not override the University of Otago’s Field 
Policy and Travel Policy, which must be complied with.) 

 
None envisaged at this stage. 
 
 

18. *Applicant's Signature:   .............................................................................   

 Name (please print): Assoc. Prof. Anthony Ritchie 

 Date:  ................................ 

 *The signatory should be the staff member detailed at Question 1. 

 
 

19. Departmental approval:  I have read this application and believe it to be valid research and 
ethically sound.  I approve the research design.  The Research proposed in this application is 
compatible with the University of Otago policies and I give my consent for the application to 
be forwarded to the University of Otago Human Ethics Committee with my recommendation 
that it be approved. 

Signature of **Head of Department: .......................................................................... 

 Name of HOD (please print): ………………………………………………………. 

  Date: ..................................................... 

**Where the Head of Department is also the Applicant, then an appropriate senior staff member 
must sign on behalf of the Department or School. 
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Reference Number: 16/144 
 17 November 2016 

 

CLASSICAL GUITAR COMPOSITION IN NEW ZEALAND: THE 
COMPOSER/PERFORMER COLLABORATIVE PROCESS AND THE MAKING 

OF A TRADITION. 

INFORMATION SHEET FOR PARTICIPANTS 
 

Thank you for showing an interest in this project.  Please read this information sheet carefully 
before deciding whether or not to participate.  If you decide to participate we thank you.  If you 
decide not to take part there will be no disadvantage to you and we thank you for considering 
our request.   
 
What is the Aim of the Project? 
The project will explore the role guitar performers have played in collaborating with New 
Zealand composers and seek to determine whether there has been a deliberate attempt to 
manufacture a repertoire motivated by the desire of performers to emulate the actions and the 
traditions established by leading international players in the creation of a repertoire of 
significant works suitable for concert performance by New Zealand composers. 

It will also attempt to demonstrate the ways in which New Zealand classical guitar music has 
changed over the past 60 years as a result of greater involvement of performers in the creative 
process. 

This project is being undertaken as part of the requirements for Matthew Marshall’s Doctor of 
Musical Arts programme. 
 
What Type of Participants are being sought? 
Approximately 20 participants are being sought comprising those who have had direct 
involvement in and/or experience of the New Zealand classical guitar scene and the 
composition of music for the guitar in New Zealand. These may include: 
• Professional New Zealand composers (represented by SOUNZ), who have written music for 

the classical guitar. 
• Professional and amateur classical guitarists who have commissioned works and/or 

collaborated with NZ composers to produce new music for the guitar. 
• Current and former office-holders and members of the various Incorporated Classical Guitar 

Societies in New Zealand. 
• Current and former educators, historians, concert promoters and others who have been 

involved with the classical guitar and its music in New Zealand. 
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What will Participants be asked to do? 
Should you agree to take part in this project, you will be asked to take part in a one-on-one 
interview with the researcher – either face-to-face or via telephone or Skype. Interviews will 
last approximately an hour, and will take place at a venue nominated by the interviewee (with 
the researcher’s agreement). An open-questioning technique will be used, whereby the exact 
questions to be asked will not be formulated in advance but will vary and depend on how the 
interview develops and the nature of each participant’s role and involvement with the classical 
guitar and its music in New Zealand.  
 
In a situation where a participant agrees to participate but is unable to undertake a face-to-face 
or Skype/telephone interview, the participant will be invited to submit responses in writing 
within an agreed timeframe. 

The general line of questioning will include questions such as the following: 
• What is/was your involvement with the classical guitar in New Zealand? 
• What are your perceptions of how guitar composition in NZ evolved and what were the 

key drivers for its development? 
• Do you think performers have deliberately sought to create a distinctly “NZ” repertoire? 
• Who were the key individuals that encouraged and supported composition for guitar in NZ 

and what roles did they play? 
• What are the main challenges in successfully writing music for the guitar? 

Please be aware that you may decide at any time not to take part in the project without any 
disadvantage to yourself of any kind. 
 
What Data or Information will be Collected and What Use will be Made of it? 

Subject to participants’ agreement, interviews will be audio recorded for the purposes of 
gathering raw data. Interviews will be transcribed and information used to contribute to the 
aims of the project. During the interview, the researcher will also take written notes of key 
points of the discussion. 
 
Subject to participants’ permission, personal information from participants will consist only of 
names and their geographical location(s) as relevant to the research. Permission will be sought 
from participants regarding their willingness to be identified in the completed research in regard 
to information they provide by way of quotations or other appropriately referenced data relevant 
to the research. No other personal information will be published. 
 
Participants will have access to raw data and will be able to correct, amend, edit or otherwise 
withdraw information they have provided. 
 
The only people who will have access to the raw data from each participant will be the 
researcher and the supervisor. 
 
The data collected will be securely stored in such a way that only those mentioned below will 
be able to gain access to it. Data obtained as a result of the research will be retained for at least 
5 years in secure storage. Any personal information held on the participants such as audio 
recordings and personal information may be destroyed at the completion of the research even 
though the data derived from the research will, in most cases, be kept for much longer or 
possibly indefinitely. 
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Anonymity 
 
While no participant will be identified without their consent, due to the nature of the research 
whereby the number of participants is small and that other participants in the study could 
inadvertently identify participants, it may not be possible for anonymity to be preserved in the 
completed research. However, if you request anonymity, all efforts will be made to respect this, 
but an absolute guarantee may not be possible. 
 
On the Consent Form you will be given options regarding your anonymity. Please be aware 
that should you wish we will make every attempt to preserve your anonymity. However, with 
your consent, there are some cases where it would be preferable to attribute contributions made 
to individual participants. It is absolutely up to you which of these options you prefer. 
 
 
Questioning technique 
 

 This project will involve an open-questioning technique. The general line of questioning 
includes: 

• What is/was your involvement with the classical guitar in New Zealand? 
• What are your perceptions of how guitar composition in NZ evolved and what 

were the key drivers in its development? 
• Do you think performers have deliberately sought to create a distinctly “NZ” 

repertoire? 
• Who were the key individuals that encouraged and supported composition for 

guitar in NZ and what roles did they play? 
• What are the main challenges in successfully writing music for the guitar? 

The precise nature of the specific questions which will be asked have not been determined in 
advance, but will depend on the way in which the interview develops. Consequently, although 
the University of Otago Human Ethics Committee is aware of the general areas to be explored 
in the interview, the Committee has not been able to review the precise questions to be used. 
 
In the event that the line of questioning does develop in such a way that you feel hesitant or 
uncomfortable you are reminded of your right to decline to answer any particular question(s) 
and also that you may withdraw from the project at any stage without any disadvantage to 
yourself of any kind. 
 
Participants will be given the opportunity to view the data and information that relates to them 
once the raw data (audio recordings) has been transcribed. 
 

Can Participants Change their Mind and Withdraw from the Project? 
 
You may withdraw from participation in the project at any time and without any disadvantage 
to yourself of any kind. 
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What if Participants have any Questions? 

If you have any questions about our project, either now or in the future, please feel free to 
contact either:- 

Matthew Marshall or  Assoc Prof Anthony Ritchie 

Department of Music, Theatre & Performing Arts   Department of Music, Theatre & Performing Arts 

Telephone: +61-428-249-259   Telephone: +64-3-479-8881 

Email: marma849@student.otago.ac.nz                    Email: anthony.ritchie@otago.ac.nz     

 
 
This study has been approved by the University of Otago Human Ethics Committee. If you 
have any concerns about the ethical conduct of the research you may contact the Committee 
through the Human Ethics Committee Administrator (ph +643 479 8256 or email 
gary.witte@otago.ac.nz). Any issues you raise will be treated in confidence and investigated 
and you will be informed of the outcome. 
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Reference Number: 16/144 
 17 November 2016 

 
 

 
CLASSICAL GUITAR COMPOSITION IN NEW ZEALAND: THE 

COMPOSER/PERFORMER COLLABORATIVE PROCESS AND THE MAKING 
OF A TRADITION. 

CONSENT FORM FOR PARTICIPANTS 
 

I have read the Information Sheet concerning this project and understand what it is about.  All 
my questions have been answered to my satisfaction.  I understand that I am free to request 
further information at any stage. 

I know that:- 

1. My participation in the project is entirely voluntary; 
 
2. I am free to withdraw from the project at any time without any disadvantage; 
 
3. Personal identifying information in written notes and audio recordings may be destroyed 

at the conclusion of the project but any raw data on which the results of the project depend 
will be retained in secure storage for at least five years; 

 
4.  This project involves an open-questioning technique. The general line of questioning 

includes: 
• What is/was your involvement with the classical guitar in New Zealand? 
• What are your perceptions of how guitar composition in NZ evolved and what 

were the key drivers in its development? 
• Do you think performers have deliberately sought to create a distinctly “NZ” 

repertoire? 
• Who were the key individuals that encouraged and supported composition for 

guitar in NZ and what roles did they play? 
• What are the main challenges in successfully writing music for the guitar? 

The precise nature of the questions which will be asked have not been determined in 
advance, but will depend on the way in which the interview develops and that in the event 
that the line of questioning develops in such a way that I feel hesitant or uncomfortable I 
may decline to answer any particular question(s) and/or may withdraw from the project 
without any disadvantage of any kind. 

 
5. The results of the project may be published and will be available in the University of Otago 

Library (Dunedin, New Zealand)   
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6. I, as the participant: a) agree to being named in the research,   OR;  
 
     b) would rather remain anonymous 
 
 
 
 
 
 
 
I agree to take part in this project. 
 
 
.............................................................................   ............................... 
       (Signature of participant)     (Date) 
 
 
............................................................................. 
       (Printed Name) 
 
 
…………………………………………………….. 
Name of person taking consent 
 
 
This study has been approved by the University of Otago Human Ethics Committee. If you 
have any concerns about the ethical conduct of the research you may contact the Committee 
through the Human Ethics Committee Administrator (ph +643 479 8256 or email 
gary.witte@otago.ac.nz). Any issues you raise will be treated in confidence and investigated 
and you will be informed of the outcome. 
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Interviewee	consent	data	
	
12	interviewees	in	total	
	
11	male	1	female	
	
Anonymity	request:	0	
	
	
	
Ethnicity	data	
	
New	Zealand	European:	2	
	
Irish	New	Zealander:	1	
	
Chose	not	to	answer:	9	
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10.2	Appendix	B	
	

Selected	New	Zealand	classical	guitar	compositions	suitable	for	concert	performance.	All	works	are	by	composers	represented	by	SOUNZ,	Centre	for	New	Zealand	Music	except	where	noted	and	are	listed	chronologically	by	year	
of	the	composer’s	first	work.	Since	2000	the	quantity	of	works	written	by	New	Zealand	composers	has	become	very	large,	and	from	that	date	onwards,	only	works	that	are	relevant	to	this	study	are	included	in	the	chart	below.	
	
Composer	 Work	 Date	 Instrumentation	 Duration	 Commissioner/	

Dedicatee	
Notes	

David	Farquhar	
(1928-2007)	

Musette	 1951,	
r.1965	

Solo	guitar	 2’	 	 Published	by	Pro	Arte	Publications	1991,	edited	by	Suzanne	Court	&	Milton	Parker.	Composed	1951,	revised	1965.	Recorded	in	1993	by	Matthew	
Marshall	and	released	on	the	album	Fragments	(Rattle	RAT097)	in	2020.	

Mary,	Pretty	Mary	 1958	 Guitar	&	voice	 5’	 Pacific	Films	 Composed	for	Pacific	Films	as	the	soundtrack	to	a	road	safety	film.	

A	Little	March	for	Guitar	 1965	 Solo	guitar	 2’	 Ronald	Burt	 Composed	for	Ronald	Burt	as	a	Christmas	gift	in	1965.		

Suite	for	Guitar	 1966	 Solo	guitar	 14’	 Ronald	Burt	 5	movements.	Originally	titled	Preludes	1-4	&	Rondino.	Published	as	Ostinato,	Capriccio,	and	Epilogue	by	Bèrben	Editions	in	1974,	edited	by	Angelo	
Gilardino.	Published	in	full	by	Wai-te-ata	Music	Press	1991,	edited	by	Suzanne	Court.	First	recorded	by	John	Mills	on	Kiwi	Pacific	Records	in	1994	
(SLD-88).	Also	recorded	by	Gunter	Herbig	in	2009	on	the	album	Prospero	Dreaming	NAXOS	8572185.	

Five	Scenes	 1971	 Solo	guitar	 11’	 Ronald	Burt	 5	movements.	Published	by	Bèrben	Editions,	1973,	edited	by	Angelo	Gilardino.	

An	Inch	to	the	Mile	 1971	 Guitar,	vibraphone	&	drums		 8’	 NZ	National	Film	Unit	 Composed	as	the	soundtrack	to	the	NZ	National	Film	Unit	documentary	titled	An	Inch	to	a	Mile	(note	slightly	different	title).	

Duet	 1972,	
r.1988	

Harmonica	or	violin	&	guitar	 5’	 Julian	Farquhar/Gavin	
Saunders	

Original	for	harmonica	&	guitar,	arranged	in	1972	for	violin	&	guitar.	Original	for	two	diatonic	harmonicas	in	C	and	E.	Revised	in	1988	for	chromatic	
harmonica.	Harmonica	version	written	for	the	composer’s	son.	Violin	version	arranged	for	Gavin	Saunders.	

Duet	 1972	 Sitar	&	guitar	 4’	 	 First	performed	by	David	Farquhar	(sitar)	and	Ronald	Burt	(guitar),	Sonic	Circus,	Victoria	University,	Wellington,	9	March	1974.	

Ach	Ya	Chabibi	 1973	 Violin	&	guitar	 3’	 Gavin	Saunders	&	Ronald	
Burt	

	

For	Harry	 1977	 Viola,	guitar	&	double	bass	 3’	 Harry	Botham	 Premiered	by	Gavin	Saunders,	Ronald	Burt	&	Dale	Gold.	First	performed	at	Harry	Botham’s	residence,	Wellington,	23	August	1977.	

Four	Socratic	Dialogues	 1978	 Two	guitars	 9’	 Ronald	Burt	 4	movements.	Originally	titled	Four	Platonic	Dialogues.	For	two	guitars	with	one	easy	part.	Premiered	by	Milton	Parker	&	Edrick	Corban-Banks,	
Symphony	House,	Wellington,	31	March	1980.	

Exchanges	 1979	 Four	guitars	 8’	 Omega	Quartet	 Premiered	by	the	Omega	Quartet,	Concert	Chamber,	Wellington	Town	Hall,	31	January	1979.	Subsequently	performed	in	Wigmore	Hall,	London,	9	
November	1980.	

Swan	Songs	 1983	 Baritone	or	mezzo	&	guitar	 13’	 Michael	Leighton-Jones	&	
Julian	Byzantine	

7	songs.	First	performed	by	Michael	Leighton	Jones	and	Julian	Byzantine	in	Melbourne,	Australia,	1983.	New	Zealand	premiere	by	Flora	Edwards	&	
Michael	Calvert,	1	April	1984.	Symphony	House	Wellington.	

Concerto	for	Guitar	&	
Small	Orchestra	

1992	 Guitar	&	orchestra	 18’	 Matthew	Marshall	 3	movements.	New	Zealand’s	first	guitar	concerto.	Premiered	by	Matthew	Marshall	&	Wellington	Regional	Orchestra,	5	June	1993.	

Anniversary	Duos	 1993	 Two	guitars	 14’	 Matthew	Marshall	&	Tony	
Donaldson	

7	movements.	A	reworking	of	Anniversary	Duets	for	piano	duet	from	1961	&	1964.	Published	as	a	limited	edition	by	Wai-te-ata	Music	Press	1995.	
Premiered	by	Matthew	Marshall	&	Tony	Donaldson	at	the	Bay	of	Islands	Arts	Festival,	Kerikeri.	9	February	1995,	subsequently	performed	in	USA	&	
México,	March	1995.	

Three	for	Two	 1995	 Clarinet	&	guitar	 10’	 Matthew	Marshall	&	
Richard	Foreman	

3	movements	

Blues	and	Pinks	 1995	 Tenor	&	guitar	 13’	 Malcolm	McNeill	&	Tony	
Donaldson	

5	songs	

Prospero	Dreaming	 1997	 Solo	guitar	 8’	 	 Winner	of	the	1997	Philip	Neill	Memorial	Prize,	University	of	Otago.	Premiered	by	Matthew	Marshall,	Adam	Concert	Room,	Wellington,	2	April	1998	at	
David	Farquhar’s	70th	Birthday	Concert.	Recorded	by	Gunter	Herbig	in	2009	on	the	album	Prospero	Dreaming	NAXOS	8572185.	

Douglas	Lilburn	
(1915-2001)	

Sings	Harry	 1954	 Tenor	&	guitar	 12’	 Terence	Finnigan	&	
Frederick	Page	

6	songs.	Published	by	Wai-te-ata	Music	Press	1991,	edited	by	Suzanne	Court.		First	performed	by	Milton	Parker	and	Robert	Oliver,	Wellington	Town	
Hall,	7	November	1975.	Arranged	for	baritone	&	guitar	by	Siegfried	Behrend	in	1972	and	first	performed	by	him	with	Gerald	Christeller	(baritone)	in	
Berlin	on	2	December	1972.	

Lento	 1962	 Solo	guitar	 3’	 Antonio	Losada	 Probably	written	for	Spanish	guitarist	Antonio	Losada.	Score	is	signed	off	Feliz	Pascuas	(Happy	Easter).	

Seventeen	Pieces	 1962,		
69-70	

Solo	guitar	 19’	 Ronald	Burt	 Published	by	Price	Milburn	Music	1975,	edited	by	Milton	Parker.	Several	additional	pieces	were	composed	as	part	of	this	set	and	remain	in	manuscript	
form,	but	were	rejected	by	Lilburn	as	being	of	inferior	quality.	Canzona	Flowers	of	the	Sea	subtitled	Flores	del	Mar	on	manuscript	copy,	probably	
written	for	Spanish	guitarist	Antonio	Losada	in	1962.	Recorded	in	1993	by	Matthew	Marshall	and	released	on	the	album	Fragments	(Rattle,	RAT	
D097)	in	2020.	Also	recorded	by	Gunter	Herbig	in	2009	on	the	album	Prospero	Dreaming	NAXOS	8572185.	

Christopher	Norton	
(1953-	)	

Prelude	&	Tango	 1976	 Solo	guitar	 5’	 	 2	movements.	Winner	of	the	Hamilton	Classical	Guitar	Society’s	Composition	Competition	1976.	Premiered	by	Milton	Parker,	Hamilton,	18	September	
1976.	Published	by	Pro	Arte	Publications	1991,	edited	by	Suzanne	Court	&	Milton	Parker.	

Harry’s	Rag	 1976	 Solo	guitar	 3’	 Harry	Botham	&		
Ashley	Lienert	

Premiered	by	Milton	Parker,	Wellington	10	October	1976.	Published	by	Pro	Arte	Publications	1991,	edited	by	Suzanne	Court	&	Milton	Parker.	
Recorded	in	1993	by	Matthew	Marshall	and	released	on	the	album	Fragments	(Rattle,	RAT	D097)	in	2020.	

The	Art	of	the	Guitar	 2015	 Solo	guitar	 	 John	Couch	 Four	movements	

Dennis	Betro	 Serenade	to	Anna	 	 Flute,	guitar,	strings	&	
tambourine	

4’	 	 	

Le	Tombeau	de	Ravel	 1978,		
r.2002	

Solo	guitar	 10’	 	 3	movements.	Premiered	by	Rose	Andresier,	Purcell	Room,	London,	2	February	1988.	2	movements	published	as	“Gallic	Serenade”	in	Guitar	
International	magazine,	November	1988.	

Richmond	Rumours	 2005	 Four	guitars	 14’	 Richmond	Guitar	Society	 	

Kenneth	Young	
(1955-	)	

Suite		 1978,		
r.2017	

Violin	&	guitar	 6’	 Miles	&	Margaret	Jackson	 3	movements.	Published	by	Hatchet	Music	Ltd	2018,	edited	by	Matthew	Marshall	&	Tessa	Petersen.	Recorded	in	2017	by	Tessa	Petersen	and	Matthew	
Marshall	and	released	on	the	album	Brighter	Than	Blue	(Rattle,	RAT	D108)	in	2020.	

Sonatine	 1981	 Solo	guitar	 11’	 Edrick	Corban-Banks	 3	movements.	Published	by	Wai-te-ata	Music	Press	1991,	edited	by	Suzanne	Court.	Recorded	for	Radio	New	Zealand	by	John	Mills	24	September	1988.	

Three	Sad	Waltzes	 1991	 Solo	guitar	 7’	 Suzanne	Court	 Commissioned	by	Suzanne	Court	and	published	by	Pro	Arte	Publications	1991,	edited	by	Suzanne	Court	&	Milton	Parker.	Premiered	by	Matthew	
Marshall,	Concert	Chamber,	Wellington	Town	Hall	26	November	1994.	Published	by	Hatchet	Music	Ltd	2018,	edited	by	Matthew	Marshall.	Recorded	
by	Matthew	Marshall	in	2009	on	the	album	Still	Life	with	Guitar,	and	in	2020	on	the	album	Fragments	(Rattle	RAT	D097).	

Saffire	Concerto	 2006,	
r.2008	

Four	guitars	&	orchestra	 22’	 Saffire,	Australian	Guitar	
Quartet	

Premiered	by	Saffire	Guitar	Quartet	with	Tasmanian	Symphony	Orchestra	(composer	conducting),	Federation	Hall,	Hobart,	31	March	2007.	

Dame	Gillian	
Whitehead	(1941-	)	

For	Timothy	 1979	 Solo	guitar	 6’	 Timothy	Fox	 4	movements.	
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Composer	 Work	 Date	 Instrumentation	 Duration	 Commissioner/	
Dedicatee	

Notes	

Michael	Calvert		
(1952-	)	

Variations	 1979	 Solo	guitar	 3’	 	 Premiered	by	Michael	Calvert,	Broadcasting	House,	Wellington,	29	October	1982.	Additional	version	c.6’	duration.	

Two	T.S.	Eliot	Songs	 1979	 Soprano,	mezzo,	violin,	
viola,	cello,	guitar/piano	

8-10’	 	 Premiered	by	the	Tasman	Ensemble	(Helen	Moulder,	Margaret	Mitchell,	Nigel	Keay,	Belinda	Prentice,	Bridget	Robson,	Michael	Calvert),	Memorial	Theatre,	
Victoria	University	of	Wellington.	2	August	1979.		

Quartet	for	the	End	of	
Summer	

1980	 Oboe,	violin,	cello,	guitar	 10’	 	 Premiered	by	The	Baroque	Band:	Rodney	North,	Nigel	Keay,	Bridget	Robson,	Michael	Calvert,	National	Museum	Wellington.	4	February	1980.	

Three	Songs	for	the	Lady	Pan	 1980	 High	voice	&	guitar	 4-5’	 Helen	Moulder	 Premiered	by	Helen	Moulder	and	Michael	Calvert,	Wellington	Polytechnic,	4	April	1981.	

Sonata	 1983	 Flute	&	guitar	 10’	 Thomas	Pinschoff	
&	Jochen	Schubert	

Premiered	by	Thomas	Pinschoff	&	Jochen	Schubert,	Ballarat,	Australia,	1983.	

Prelude,	Dirge	and	Allegro	 1984	 Two	guitars	 5’	 	 Premiered	by	Mike	Wespel-Rose	and	Michael	Calvert,	Old	St.	Paul’s	Cathedral,	Wellington,	19	August	1984.	

Refrain	 1985	 Four	guitars	 Indeterminate	 	 Premiered	by	Mike	Wespel-Rose,	Virginia	Farnsworth,	Michael	Franklin,	Michael	Calvert,	Ferguson	Hall,	Palmerston	North,	January	1985.	

Sonatina	 1986	 Solo	guitar	 12-15’	 	 Premiered	by	Michael	Calvert,	Circa	Theatre	Wellington,	15	September	1986.	

A	Small	Gift	 1987	 Two	guitars	 2-3’	 Mike	Wespel-Rose	 	

Suma	 1989	 Solo	guitar	 6’	 David	Starobin	 Published	by	Wai-te-ata	Music	Press	1991,	edited	by	Suzanne	Court.	Premiered	by	David	Starobin,	White	Recital	Hall,	University	of	Missouri,	Kansas	City,	
USA.	30	March	1991.	Recorded	in	2015	by	Matthew	Marshall	on	the	album	Rhapsody	on	a	Riff	(Ravello	RR7907).	

Eight	Studies	 1992	 Solo	guitar	 12’	 	 Recorded	in	2015	by	Matthew	Marshall	on	the	album	Rhapsody	on	a	Riff	(Ravello	RR7907).	Published	by	Hatchet	Music	Ltd	2021,	edited	by	Matthew	
Marshall.	

Ballade	 1993	 Two	guitars	 10’	 William	Anderson	
&	Oren	Fader	

Premiered	by	William	Anderson	&	Oren	Fader,	State	University	of	New	York,	Purchase,	USA.	1994.		

Rhapsody	on	a	Riff	 1994	 Solo	guitar	 7’	 	 Premiered	by	Michael	Calvert,	Biblio’s	Café	New	York,	17	December	1994.	Recorded	in	2015	by	Matthew	Marshall	on	the	album	Rhapsody	on	a	Riff	
(Ravello	RR7907).	Published	by	Hatchet	Music	Ltd	2017,	edited	by	Matthew	Marshall.	

Hexagon	 1994	 Flute,	clarinet,	cello,	
piano,	percussion,	guitar	

15’	 Ensemble	Nord	 Premiered	by	Ensemble	Nord.	Vrå	Folkehøkole,	as	part	of	Vendsyssal	Festival,	Aalborg,	Denmark.	2	August	1995	

Lascivious	Pleasing	 1995	 Solo	guitar	 7’	 	 Subtitled	Rhapsody	No.	2.	Premiered	by	Michael	Calvert	at	the	Pen	&	Brush	Club,	New	York.	9	June	1996.	Recorded	in	2015	by	Matthew	Marshall	on	the	
album	Rhapsody	on	a	Riff	(Ravello	RR7907).	Published	by	Hatchet	Music	Ltd	2021,	edited	by	Matthew	Marshall.	

Atem	der	Statuen	 1996	 Two	guitars	&	strings	 12’	 William	Anderson	
&	Oren	Fader	

Premiered	by	William	Anderson	&	Oren	Fader	with	the	Michoacan	Symphony	Orchestra,	Teatro	Juarez,	Morelia,	México.	29	March	1996.	

Gaston	Amoureux	 2008	 Solo	guitar	 6’	 George	Stoney	 Premiered	by	Michael	Calvert,	Henry	Street	Settlement.	New	York,	2012.	Recorded	in	2015	by	Matthew	Marshall	on	the	album	Rhapsody	on	a	Riff	(Ravello	
RR7907).	Published	by	Hatchet	Music	Ltd	2021,	edited	by	Matthew	Marshall.	

Fantasia	in	August	 2011	 Solo	guitar	 7’	 Matthew	Marshall	 Winner	of	2011	NZ	Classical	Guitar	Composition	Competition.	Premiered	by	Matthew	Marshall,	Massey	University	Theatrette,	Wellington	17	November	
2011.	Recorded	in	2015	by	Matthew	Marshall	on	the	album	Rhapsody	on	a	Riff	(Ravello	RR7907).	Published	by	Hatchet	Music	Ltd	2021,	edited	by	Matthew	
Marshall.	

Four	Intermezzi	 2016	 Solo	guitar	 7’	 Matthew	Marshall	 No.2	premiered	by	Matthew	Marshall,	Marama	Hall	Dunedin.	24	November	2017.	Complete	set	premiered	by	Matthew	Marshall,	Stiefel	Concert	Hall,	New	
York.	29	June	2018.	Published	by	Hatchet	Music	Ltd	2018,	edited	by	Matthew	Marshall.	

Philip	Norman	
(1953-	)	

Tense	Melodies	 1981,		
r.2016	

Flute	&	guitar	 7’	 	 6	movements.	Premiered	by	Carol	Hohauser	&	Matthew	Marshall,	Little	Theatre,	Feilding,	16	September	1995.	Revised	2016	for	recording.	Revised	
version	premiered	by	Carol	Hohauser	and	Matthew	Marshall	in	Stiefel	Concert	Hall,	New	York,	29	June	2018.	Published	by	Hatchet	Music	Ltd	2018,	edited	
by	Matthew	Marshall.	Revised	version	recorded	in	2017	by	Carol	Hohauser	and	Matthew	Marshall	and	released	on	the	album	Brighter	Than	Blue	(Rattle,	
RAT	D108)	in	2020.	

Inception	to	Infinity	 2001,	
2002	

Guitar	&	strings	 15’	 Matthew	Marshall	 3	movements.	1st	mvt	premiered	by	Matthew	Marshall	&	Massey	Chamber	Orchestra,	Wellington	(composer	conducting)	25	November	2001.	Complete	
work	premiered	by	Matthew	Marshall	&	Kuzbass	Philharmonic	conducted	by	Lin	Tao,	Philharmonic	Hall,	Kemerovo,	Russia	18	May	2002.	Recorded	in	
2009	by	Matthew	Marshall	on	the	album	Still	Life	with	Guitar.	

“It’s	Love	Isn’t	It?”	 2017	 Guitar,	two	reciters	&	
recorded	effects		

25’	 Matthew	Marshall	 Premiered	by	Matthew	Marshall,	Sir	Jon	Trimmer	&	Tina	Regtien.	Marama	Hall	Dunedin,	24	November	2017.	Poetry	by	Alistair	Te	Ariki	Campbell	&	Meg	
Campbell.	Recorded	in	2019	by	Sir	Jon	Trimmer,	Dame	Kate	Harcourt	and	Matthew	Marshall	and	released	on	the	album	Brighter	Than	Blue	(Rattle,	RAT	
D108)	in	2020.	

Kass	Finlay	
McAuliffe	(1951-	)	

Maupuia	 1982	 Solo	guitar	 4’	 	 	

Maupuia	No.2	 1982	 Solo	guitar	 4’	 	 	

Moon	Riviera	 1982	 Solo	guitar	 4’	 	 	

Ispahan	 1982	 Solo	guitar	 4’	 	 	

Take	Some	Time	 1983	 Solo	guitar	 3’	 	 	

Young	at	Heart	 1983	 Solo	guitar	 3’	 	 	

John	Ritchie	
(1921-2014)	

Whimsies	 1985	 Solo	guitar	 9’	 Edrick	Corban-
Banks	

3	movements.	Commissioned	by	Edrick	Corban-Banks	with	funding	from	the	New	Zealand	Composers'	Foundation.	Published	by	Wai-te-ata	Music	Press	
1991,	edited	by	Suzanne	Court.	Recorded	for	Radio	New	Zealand	by	John	Mills,	3	August	1989,	and	by	Matthew	Marshall,	19	June	1995.	Recorded	in	2020	
by	Matthew	Marshall	on	the	album	Fragments	(Rattle	RAT097).	

Dreamer	 1987	 Guitar	&	string	quartet	 4’	 Edrick	&	Clare	
Corban-Banks		

A	pared-down	version	of	Two’s	Company.	

Two’s	Company	 1987,	
r.1994	

Two	guitars,	harp	&	
string	orchestra	

4’	 Edrick	Corban-
Banks	

Revised	in	January	1994	and	premiered	by	Matthew	Marshall	&	Tony	Donaldson	with	Michoacán	Symphony	Orchestra,	Teatro	Ocampo,	Morelia,	México,	
10	March	1995.	Can	also	be	performed	with	harp,	string	quartet	&	bass.	Published	by	Hatchet	Music	Ltd	2020,	edited	by	Matthew	Marshall.	Recorded	by	
Matthew	Marshall	and	Gunter	Herbig	with	Orchestra	Wellington	conducted	by	Kenneth	Young	on	the	album	Still	Life	with	Guitar	in	2009.	

Album	Leaves 1991 Solo	guitar 4’ Suzanne	Court 2	movements.	First	published	by	Pro	Arte	Publications	1991,	edited	by	Suzanne	Court	&	Milton	Parker.	First	performed	by	Julie	Bevan.	Published	by	
Hatchet	Music	Ltd	2020,	edited	by	Matthew	Marshall.	Recorded	in	2020	by	Matthew	Marshall	on	the	album	Fragments	(Rattle	RAT	D097). 

Five	William	Blake	Songs	of	
Innocence	

1994	 High	voice	&	guitar	 13’	 Malcolm	McNeill	&	
Tony	Donaldson	

5	songs.	Premiered	by	Malcolm	McNeill	&	Tony	Donaldson,	Bay	of	Islands	Arts	Festival,	8	February	1995.	

Bruce	Crossman	
(1961-	)	

Timbres	 1985	 Solo	guitar	 10’	 Christopher	
McDonald	

2	movements.	Originally	titled	For	Guitar.	Published	by	Wai-te-ata	Music	Press	1991,	edited	by	Suzanne	Court.	Premiered	by	Christopher	McDonald,	
Nelson,	May	1987.	

Juliet	 1991	 Baritone	&	guitar	 2’	 	 	
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Chris	Cree	Brown	
(1953-	)	

Piece	for	Flute	&	Guitar	 1986	 Flute	&	guitar	 	 John	Mills	&		
Uwe	Grodd	

Commissioned	by	the	Music	Federation	of	New	Zealand.	Premiered	by	Uwe	Grodd	&	John	Mills,	The	Gallery,	Akaroa,	22	March	1987.		

Stalactite	 1994	 Two	guitars	 	 Matthew	Marshall	&	
Tony	Donaldson	

	

Stalagmite	Music	 1995	 Solo	guitar	 	 	 	

Still	Life	 2005	 Harp	&	guitar	 	 Helen	Webby	&	
Davy	Stuart	

Premiered	by	Helen	Webby	&	Davy	Stuart,	Christchurch,	7	November	2006.	

Brent	Parker		
(1933-2017)	

Concertino	No.	1	 1985,		
r.1987	

Guitar	with	strings	&	
percussion	or	piano	

15’	 John	Feeley	 3	movements.	Premiered	by	John	Feeley	with	RTE	Concert	Orchestra,	Dublin	19	April	1986.	Revised	1987	for	guitar	&	piano.	

Concertino	No.	2	 1987	 Guitar	&	strings	or	
piano	

15’	 John	Feeley	 3	movements.		Premiered	by	John	Feeley	&	Brent	Parker	(piano),	County	Wicklow,	Ireland	25	April	1987.	

Theme	and	Variations	 1992,		
r.2002	

Two	guitars	 13’	 John	Feeley	 	

Solemnus	 2002	 Guitar	&	piano	 	 John	Feeley	 Revised	for	guitar	&	orchestra	2002.	

Five	Portraits	 2002	 Two	guitars	 	 John	Feeley	 	

Michael	McCleary	 Fantasy	 1987	 Solo	guitar	 	 	 Published	by	Wai-te-ata	Music	Press	1991,	edited	by	Suzanne	Court.	

Glow	worm	 1990	 Solo	guitar	 4’	 	 Published	by	Pro	Arte	Publications	1991,	edited	by	Suzanne	Court	&	Milton	Parker.	

Anthony	Ritchie	
(1960-	)	

Rhapsody	Op.	32	 1988	 Solo	guitar	 6’	 Suzanne	Court	 2	movements.	Published	by	Wai-te-ata	Music	Press	1991,	edited	by	Sue	Court.	

Melancholia	Op.	51b	 1991	 Solo	guitar	 3’	 Suzanne	Court	 Published	by	Pro	Arte	Publications	1991,	edited	by	Suzanne	Court	&	Milton	Parker.	Published	by	Hatchet	Music	Ltd	2018,	edited	by	Matthew	Marshall.	
Recorded	in	2007	by	Matthew	Marshall	on	the	album	Sound	Barrier	and	in	2020	on	the	album	Fragments	(Rattle	RAT	D097).	

Pas	de	Deux	Op.	51a	 1992,	
r.2011	

Two	guitars	 21’	 Matthew	Marshall	&	
Tony	Donaldson	

5	movements.	Premiered	by	Matthew	Marshall	&	Tony	Donaldson,	Adam	Concert	Room,	Wellington	18	March	1993.	1st	two	movements	
revised/arranged	for	violin	&	guitar	2011.	

Five	Dunedin	Songs	Op.	76	 1996	 Tenor	&	guitar	 16’	 Tony	Donaldson	&	
Robert	Oliver	

5	songs.			

Guitar	Concerto	Op.	79	 1997	 Guitar	&	orchestra	 30	
‘’	

Matthew	Marshall	 3	movements.	Premiered	by	Matthew	Marshall	&	Auckland	Philharmonia	conducted	by	Edvard	Tchivzel,	Auckland	Town	Hall,	17	June	1998.	

Coming	to	It	Op.	91	 1999	 Orchestra	&	speaker	 19’	 Wellington	Sinfonia	
&	Sam	Hunt	

Guitar	included	in	instrumentation.	Premiered	by	Sam	Hunt	&	Wellington	Sinfonia,	conducted	by	Patrick	Flynn.	Regent	Theatre	Masterton,	31	July	1999.	
(Matthew	Marshall	on	guitar).	

Three	Pieces	Op.	118	 2005	 Viola	or	violin	&	guitar	 10’	 Matthew	Marshall	&	
Donald	Maurice	

3	movements.	Premiered	by	Donald	Maurice	&	Matthew	Marshall,	Berlin	State	Library,	Germany,	9	June	2005.	Revised	for	violin	&	guitar	2011	
(Op.118b).	Published	by	Hatchet	Music	Ltd	2021,	edited	by	Matthew	Marshall	&	Andrew	Filmer.	

Nocturne	&	Sunrise	Op.	139	 2008	 Flute	(+alto),	viola	&	
guitar	

11’	 Serenata	a	Tre	 3	movements.	Premiered	by	Serenata	a	Tre	(Donald	Maurice,	Barbara	Hill,	Giovanni	Seneca),	Chanel	Arts	Centre,	Motueka	14	April	2009.	

Sultry	Op.	139b	 2009	 Solo	guitar	 5’	 Matthew	Marshall	 Premiered	by	Matthew	Marshall,	Massey	Theatrette,	Wellington,	17	November	2011.	Published	by	Hatchet	Music	Ltd	2017,	edited	by	Matthew	Marshall.	
Published	by	Hatchet	Music	Ltd,	2017,	edited	by	Matthew	Marshall.	

Autumn	Moods	Op.	196	 2017	 Cello	&	guitar	 5’	 Matthew	Marshall	&	
Heleen	du	Plessis	

Premiered	by	Heleen	du	Plessis	&	Matthew	Marshall,	Sargood	Centre,	Dunedin,	10	August	2017.	Published	by	Hatchet	Music	Ltd	2018,	edited	by	
Matthew	Marshall	&	Heleen	du	Plessis.	Recorded	in	2017	by	Heleen	du	Plessis	and	Matthew	Marshall	and	released	on	the	album	Brighter	Than	Blue	
(Rattle,	RAT	D108)	in	2020.	

Serbian	Folk	Dances	 2020	 Solo	or	two	guitars	 4’	 Matthew	Marshall	 Two	versions	of	this	work	were	written;	one	for	solo	guitar	and	the	other	for	two	guitars.	

Jack	Body	
(1944-2015)	

African	Strings	 1990	 Two	prepared	guitars	 12’	 Peter	Yates	&	
Matthew	Elgart	

2	movements.	Transcriptions	of	music	for	Kora	and	Valiha.	

Carmen	Dances	 2002	 Guitar	&	orchestra	 23’	 	 Premiered	by	Slava	Grigoryan	with	the	NZSO	conducted	by	James	Judd.	Michael	Fowler	Centre,	Wellington,	25	October	2002.	

Songs	and	Dances	of	Desire	 2012	 Guitar,	mezzo,	counter	
tenor,	orchestra	

60’	 	 Premiered	by	Norio	Sato	with	the	Auckland	Philharmonia	Orchestra	conducted	by	Kenneth	Young,	Auckland	Town	Hall.	8	March	2013.	

Louise	Matthews	
(1962-	)	

Toccata	 1991	 Solo	guitar	 8’	 Matthew	Marshall	 Premiered	by	Matthew	Marshall,	QUT	Brisbane.	23	October	1991.	

John	Psathas		
(1966-	)	

Caprice	 1991	 Solo	guitar	 8’	 Matthew	Marshall	 Premiered	by	Matthew	Marshall,	QUT	Brisbane.	23	October	1991.	

Muisca	 2011,		
r.2016	

Solo	guitar	 15’	 Jane	Curry	 3	movements.	Premiered	by	Matthew	Marshall,	Marama	Hall,	Dunedin,	8	June	2016.	Revised	for	two	guitars	2016.	Arranged	for	vibraphone	&	marimba	
by	Omar	Carmenates	published	by	Promethean	Editions	2017.	

Andrea	Robinson	
(1956-	)	

Impressions	at	Owhiro	Bay	 1991	 Solo	guitar	 6’	 Suzanne	Court	 2	movements.	Published	by	Pro	Arte	Publications	1991,	edited	by	Suzanne	Court	&	Milton	Parker.	

Stephan	Schulz		
(1965-	)	

Gooey	Tar	 1991	 Solo	guitar	 4’	 Matthew	Marshall	 Originally	titled	Dreaming	Too	&	premiered	with	that	title	by	Matthew	Marshall,	Queensland	University	of	Technology	Australia.	23	October	1991.	

Ivan	Zagni	
(1942-	)	

Suite	 1992	 Four	guitars	 25’	 Don	King	 8	movements	
	

Sir	William	
Southgate*	(1941-	)	

Hamlet	Suite	 1993	 Guitar	&	orchestra	 15’	 Dunedin	Sinfonia	&	
Matthew	Marshall	

4	movements.	Premiered	by	Matthew	Marshall	&	Dunedin	Sinfonia	(composer	conducting),	2	May	1993.	Subsequent	performance	with	Christchurch	
Symphony	Orchestra	(composer	conducting)	6	November	1993.	The	work	is	a	revision	of	music	from	the	Royal	New	Zealand	Ballet’s	1992	production	of	
Hamlet.	

*	Not	a	SOUNZ	represented	composer	but	included	due	to	the	significance	&	scope	of	the	composition	and	reputation	of	the	composer	
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Composer	 Work	 Date	 Instrumentation	 Duration	 Commissioner/	
Dedicatee	

Notes	
	

Dorothy	Buchanan	
(1945-	)	

Echoes	and	Reflections	 1993	 Clarinet,	violin,	cello	&	
guitar	

18’	 	 Written	for	Richard	Foreman,	Rowan	Prior,	Matthew	Marshall,	Jonathan	Pritchard.	

Carnival	of	New	Zealand	
Creatures	

1999	 Narrator,	singer,	flute,	
clarinet,	cello,	guitar	&	
percussion	

20’	 Bay	of	Islands	Arts	
Festival	

6	movements.	Premiered	by	Frances	Edmond,	ensemble	conducted	by	Peter	Scholes	at	the	Bay	of	Islands	Festival.	8	April	2000.	

Ross	Harris		
(1945-	)	

Music	for	Two	Guitars	 1993,		
r.2004	

Two	guitars	 7’	 Matthew	Marshall	&	
Tony	Donaldson	

	

Seven	Haiku	 2004	 Soprano,	guitar,	harp	&	
accordion	

	 	 	

Ross	James	Carey	
(1969-	)	

Whanganui	a	Tara	 1994	 Flute,	guitar,	cello	 13’	 Kazuhito	Yamashita	
Keiko	Fujiie		

3	movements.	Premiered	by	Kazuhito	Yamashita	in	Kyoto,	Japan,	April	1995.	

A	Wish	 1995	 Solo	guitar	 10’	 Kazuhito	Yamashita	 2	movements.	Premiered	by	Kazuhito	Yamashita	in	Kirishima,	Japan,	February	1996.	

Towards	Autumn:	Twelve	
Preludes	

1996	 Solo	guitar	 30’	 Kazuhito	Yamashita	 12	movements.		Premiered	by	Kazuhito	Yamashita	in	Kyoto,	Japan,	November	1997.	

Nine	Poems	from	Meeting	the	
Comet	

1999,		
r.2013	

Countertenor	&	guitar	 13’	 Brian	Queenin,	Keiko	
Fujiie	

9	songs.	Commissioned	by	Keiko	Fujiie.	Revised	in	2013	for	countertenor	or	mezzo-soprano	&	piano.	

Trio	 2001	 Guitar,	bass,	celeste	 12’	 Kazuhito	Yamashita	 6	movements.	Premiered	by	Kazuhito	Yamashita	in	Tokyo,	Japan,	April	2001.	

Reverie	 2009	 Solo	guitar	 4’	 Kazuhito	Yamashita	 Premiered	by	Nathan	Fischer.	

Lachlan	Moods	 2009	 Solo	guitar	 6’	 Kazuhito	Yamashita	 3	movements.	Premiered	by	Grant	Sambells,	Forbes	NSW,	Australia,	September	2011.	

Autumn	Thoughts	 2010	 Two	guitars	 10’	 Julian	Yu	&		
Marion	Grey	

3	movements.	Premiered	at	the	Yogyakarta	Contemporary	Music	Festival,	Indonesia	by	students	of	the	Indonesian	Institute	for	the	Arts,	October	
2010.	

Little	Suite	 2017	 Solo	guitar	 5’	 Nathan	Fischer	 	

David	Hamilton	
(1955-	)	

Introduction,	Rondo	&	Finale	 1994	 Two	guitars	 8’	 Matthew	Marshall	&	
Tony	Donaldson	

Premiered	by	Matthew	Marshall	&	Tony	Donaldson,	at	the	New	Zealand	Embassy,	Washington	DC,	23	February	1995.	Subsequently	toured	to	USA	
&	México,	March	1995.	
	

No	Other	Heaven	 1997	 Tenor	&	guitar	 19’	 Tony	Donaldson	 5	songs	

Pioneer	Spirit	 1999	 Solo	guitar	 10’	 Bruce	Paine	 5	movements	

Character	Sketches	 2005	 Tenor	&	guitar	 	 	 	

The	Wings	of	Desire	 2008	 Soprano	&	guitar	 15’	 Sarah	&	Suzanne	Court	 5	songs	

You	Are	 2009	 Mezzo	&	guitar	 4’	 Sarah	&	Suzanne	Court	 	

Imagined	Dances	 2010	 Flute,	violin,	guitar	 	 Jocelyn	Beath	 4	movements	
	

John	Elmsly		
(1952-	)	

Suite	 1995,		
r.1998	

Solo	guitar	 13’	 Gunter	Herbig	 4	movements.	
	

Schlaflied	 1996	 Flute	&	guitar	 2’	 Uwe	Grodd	&	Virginia	
Farnsworth	

	

John	Rimmer		
(1939-	)	

Hauturu	–	Where	the	Winds	
Rest	

1995,		
r.2006	

Solo	guitar	 12’	 Gunter	Herbig	 An	arrangement	by	the	composer	of	a	piece	with	the	same	title	written	for	bass	clarinet	in	1992.	
	

Juliet	Palmer		
(1967-	)	

Tufa	 1995	 Four	guitars	 15’	 Tom	Parker	 	
	

Maria	Grenfell		
(1969-	)	

Passage	of	Light	 1996	 Flute	&	guitar	 	 Matthew	Marshall	&	
Carol	Hohauser	

3	movements	

Di	Primavera	 1998,		
r.2001	

Guitar	&	marimba	 6’	 David	Malone	&		
Ben	Loorz	

	

Four	Leunig	Pieces	 2002	 Solo	guitar	 12’	 David	Malone	 4	movements	

The	Blue	Suite	 2005	 Guitar	ensemble	 	 Cranbrook	Guitar	
Orchestra	

	
	

Jason	Kaminski		
(1969-	)	

Prelude	(to	lines	of	T.S.	Eliot)	 1997	 Solo	guitar	 7’	 	 	
	

James	Gardner		
(1962-	)	

Charge	 1997,		
r.2003	

Solo	guitar	 	 	 	
	

Ray	Twomey		
(1938-	)	

Guitar	Suite	Op.19	 1998	 Solo	guitar	 15’	 Jose	Rodriguez	 7	movements	
	

Thomas	Goss	 Broken	Glass	 2000	 Violin	&	guitar	 17’	 Brown	University	New	
Music	Ensemble.	

6	movements.		Premiered	by	Stefanie	Krejcarek	(violin)	and	Nathaniel	Stumpff	(guitar)	at	the	Brown	University	New	Music	Festival,	Providence,	
Rhode	Island,	USA.	
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Composer	

	
Work	
	

	
Date	

	
Instrumentation	

	
	
Duration	

	
Commissioner/	
Dedicatee	

	
Notes	
	

Patrick	Shepherd		
(1963-	)	

“Whakapapa”	Concerto	for	
Flute,	Guitar	&	Strings	

2002	 Flute,	guitar,	strings	 24’	 Matthew	Marshall	&	
Carol	Hohauser	

5	movements.	Premiered	by	Matthew	Marshall	&	Carol	Hohauser	with	the	Berlin	Chamber	Orchestra,	conducted	by	Roland	Mell.	Konzerthaus,	
Berlin,	Germany.	12	May	2002.	
	

Dylan	Lardelli	
(1979-	)	

First	Ice	(Lachrymae)	 2002	 Solo	guitar	 10’	 	 2	movements.	Premiered	by	Dylan	Llardelli,	Wellington	10	April	2003.	

Penumbra	 2005	 Guitar,	clarinet,	trombone	 8’	 	 Premiered	by	Dylan	Lardelli,	Richard	Haynes,	and	Grant	Sinclair	8	May	2005.	

Duo	 2005,		
r.2011		

Oboe	&	guitar	 12’	 Robert	Ingliss,	William	
Anderson	

Premiered	by	Cygnus	Ensemble,	New	York,	18	April	2006.	

Musical	Box	 2009,		
r.2011	

Taonga	puoro,	viola,	guitar,	
harp	

10	 NZSM	 Premiered	by	SMP	Ensemble,	Wellington,	26	February	2011.	

Lethe	 2011,		
r.2012	

Cello,	bass	clarinet,	guitar	 13’	 Barefoot	Musicians	 Premiered	by	Aviva	Endean,	Judith	Harmann,	Dylan	Lardelli,	Melbourne,	19	April	2012.	

Orbits	of	Influence	 2014	 Violin,	cello,	shamisen,	
guitar	

	 Hidejiro	Honjoh	 Premiered	by	Ensemble	Nomad,	Tokyo,	21	April	2014.	

Matthew	Suttor		
(1967-	)	

Big	Red,	Big	Green,	Big	Blue	 2004,		
r.2015	

Guitar,	live	processing	&	
video	projection	

15’	 	 Premiered	by	Evan	Drummond	as	part	of	the	Spark	Festival,	University	of	Minnesota,	Minneapolis,	19	February	2004.	
	

Bruce	Paine		
(1963-	)	

Finchdean	 2007	 Solo	guitar	 6’	 	 Premiered	by	Bruce	Paine,	Auckland,	8	June	2008.	

New	Zealand	Suite	 2007	 Solo	guitar	 11’	 	 3	movements.	Premiered	by	Bruce	Paine,	Auckland,	20	May	2008.	

Sea	Suite	 2008	 Solo	guitar	 13’	 	 4	movements.	Premiered	by	Bruce	Paine,	Auckland,	20	May	2008.	

The	Sea	King’s	Daughter	 2008	 Solo	guitar	 	 	 7	movements.	Premiered	by	Bruce	Paine,	Auckland,	10	March	2008.	

Seringapatam	 2009	 Solo	guitar	 5’	 	 	

Michael	Norris		
(1973-	)	

Traiga	Cuentos	la	Guitarra	
	

2003	 Solo	guitar	 9’	 Michael	McCartney	 Premiered	by	Geoffrey	Morris	

Philip	Brownlee		
(1971-	)	

As	if	to	catch	the	fleeting	tail	
of	time	

2009	 Solo	guitar	 14’	 Dylan	Lardelli	 Premiered	by	Dylan	Lardelli,	Lower	Hutt.	18	August	2009.	
	

Christopher	Marshall	
(1956-	)	

Spring	and	Fall	 2004	 Voice	&	guitar	 3’	 	 	

Reflection	 2009	 Solo	guitar	 5’	 Emma	Markham	 	

Streets	of	Old	San	Juan	 2014	 Solo	guitar	 8’	 Matthew	Marshall	 Premiered	by	Matthew	Marshall,	PATS	Theatre,	University	of	Surrey,	Guildford,	England,	20	March	2016.	
	

“Soul	Journeys”	-	A	Concerto	
for	Guitar	and	Orchestra	
	

2016	 Guitar	&	orchestra	 31’	 Matthew	Marshall	 Two	movements.	Premiered	by	Matthew	Marshall	&	Auckland	Chamber	Orchestra	conducted	by	Peter	Scholes,	Raye	Freedman	Arts	Centre,	
Auckland,	2	October	2016.	Subsequent	performances	with	Orlando	Philharmonic	Orchestra	conducted	by	Paul	Kim.	Plaza	Live	Theatre	Orlando	&	
St.	Luke’s	Church	Oviedo,	Florida,	USA.	22	&	24	April	2017.	

Hermione	Johnson		
	

The	Deep	Blue	Sky	 2009	 Bassoon,	guitar,	accordion	
&	viola	

	 	 	

The	Bright	Sky	 2014	 Piccolo,	clarinet,	guitar	&	
viola	+	phase	pedals	

	 Dylan	Lardelli	 	

Chris	Adams		
(1979-	)	

Atthis	 2010	 Mezzo	&	guitar	 2’	 Sarah	&	Suzanne	Court	 Also	adapted	by	the	composer	for	viola	and	guitar	in	2010,	and	for	flute	and	harp	in	2012.	

Samuel	Holloway		
(1981-	)	

Sillage	 2010	 Guitar,	fixed	audio	media	&	
2-12	other	performers	

15’	 Dylan	Lardelli	 Premiered	by	175	East	(Dylan	Lardelli,	guitar),	Maurice	Till	Concert	Hall	Christchurch.	9	April	2010.	

Austerity	Measures	 2012	 Recorder,	koto	&	guitar	 8’	 Tosiya	Suzuki,	Nanae	
Yoshimura	&	Dylan	
Lardelli	

Premiered	by	Tosiya	Suzuki,	Nanae	Yoshimura	&	Dylan	Lardelli,	Adam	Auditorium,	Wellington	City	Gallery,	Wellington.	24	November	2012.	

Mike	Nock		
(1940-	)	

Cytokinesis	 2011	 Solo	guitar	 6’	 Matthew	Marshall	 Second	prizewinner	in	the	2011	NZ	Classical	Guitar	Composition	Competition.	Premiered	by	Matthew	Marshall,	Massey	University	Theatrette	
Wellington.	17	November	2011.	Published	by	Hatchet	Music	Ltd	2020,	edited	by	Matthew	Marshall.	

For	I	Have	Sworn	Thee	Fair,	
and	Thought	Thee	Bright	

r.2018	 Flute	&	Guitar	 5’	 	 	

Chris	Gendall		
	

Eigene	Gestalt	 2011	 Flute,	guitar,	cello	&	piano	 6’	 	 Premiered	by	the	SMP	Ensemble,	Adam	Concert	Room,	Wellington.	11	March	2011.	

Three	Details	 2012	 Guitar,	pre-recorded	
sounds	&	4-8	sustaining	
instruments.	

	 	 3	movements.	Premiered	by	Tosiya	Suzuki	(recorder),	Peter	Dykes	(oboe),	Hayden	Sinclair	(clarinet),	Dylan	Lardelli	(guitar),	Inbal	Megiddo	(cello)	
conducted	by	Chris	Gendall,	at	the	Adam	Auditorium,	Wellington	City	Gallery,	Wellington.	24	November	2012.	

Water	Features	 2014	 Clarinet,	cello	&	guitar	 	 Barefoot	Musicians	 	
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Composer	 Work	 Date	 Instrumentation	 Duration	 Commissioner/	
Dedicatee	

Notes	
	

Campbell	Ross		
(1979-	)	

Two	Dances	 2011,		
r.2012	

Solo	guitar	 6’	 Matthew	Marshall	 Third	prizewinner	in	the	2011	NZ	Classical	Guitar	Composition	Competition.	Premiered	by	Matthew	Marshall,	Wellington17	November	2011.	A	third	
movement	was	added	in	2012	and	the	work	retitled	Three	Dances	of	South	America.	

Sonata	 2013	 Solo	guitar	 16’	 John	Couch	 Four	movements.	Premiered	by	John	Couch,	New	Plymouth,	15	January	2014.	

Mazurka	 2014	 Solo	guitar	 5’	 	 	

Brad	Jenkins	 Yo	kai	 2014	 Solo	guitar	 6’	 Jamie	Garrick	 Winner	of	the	inaugural	Matthew	Marshall	Prize	for	Classical	Guitar	Composition,	Victoria	University	of	Wellington.	Premiered	by	Jamie	Garrick,	Adam	
Concert	Room	Wellington.	27	September	2014.	

Michael	Riddell	 The	Ill-made	Knight	 2015	 Solo	guitar	 6’	 	 Winner	of	the	2015	Matthew	Marshall	Prize	for	Classical	Guitar	Composition,	Victoria	University	of	Wellington.	

Louisa	Nicklin	 Locus	 2016	 Solo	guitar	 6’	 Jake	Church	 Winner	of	the	2016	Matthew	Marshall	Prize	for	Classical	Guitar	Composition,	Victoria	University	of	Wellington.	

Dugal	McKinnon		
(1972-	)	
	

A	Single	Hurt	Colour	 2017	 Guitar	&	live	electronic	
processing	

8’	 Matthew	Marshall	 Premiered	by	Matthew	Marshall,	Marama	Hall	Dunedin.	24	November	2017.	

Edward	Ware	 Prelude	&	Fugue	 2017	 Two	guitars	 5’	 Matthew	Marshall	 	

Glen	Downie	 Gorzanis	frammenti	 2017	 Solo	guitar	 6’	 Jake	Church	 Winner	of	the	2017	Matthew	Marshall	Prize	for	Classical	Guitar	Composition,	Victoria	University	of	Wellington.	Premiered	by	Jake	Church	

Jose	Jugo	 Pulses	 2018	 Solo	guitar	 6’	 	 Winner	of	the	2018	Matthew	Marshall	Prize	for	Classical	Guitar	Composition,	Victoria	University	of	Wellington.	

Joe	Gorman	 Le	corde	vibrano	e	il	vento	
soffia	
	

2018	 Tenor	recorder	&	guitar	 6’	 	 Winner	of	the	2018	Matthew	Marshall	Prize	for	Classical	Guitar	Chamber	Music	Composition,	Victoria	University	of	Wellington.	

Studio	per	armoniche	 2019	 Solo	guitar	 5’	 Dylan	Lardelli	 Winner	of	the	2019	Matthew	Marshall	Prize	for	Classical	Guitar	Composition,	Victoria	University	of	Wellington.	

Liam	Furey	 Every	Leaf	Speaks	Bliss	to	Me	 2019	 Flute,	viola,	vibraphone,	
piano,	guitar	

5’	 	 Winner	of	the	2019	Matthew	Marshall	Prize	for	Classical	Guitar	Chamber	Music	Composition,	Victoria	University	of	Wellington.	

Three	Dialogues	 2020	 Trumpet	and	guitar	 5’	 Lucinda	Ng	 Winner	of	the	2020	Matthew	Marshall	Prize	for	Classical	Guitar	Chamber	Music	Composition,	Victoria	University	of	Wellington.	
Conversations	 2021	 Trumpet	&	guitar	 6’	 Lucinda	Ng	 Winner	of	the	2021	Matthew	Marshall	Prize	for	Classical	Guitar	Chamber	Music	Composition,	Victoria	University	of	Wellington.	

Jacob	Barrett	 Rattlesnake	 2021	 Solo	guitar	 5’	 	 Winner	of	the	2021	Matthew	Marshall	Prize	for	Classical	Guitar	Chamber	Music	Composition,	Victoria	University	of	Wellington.	
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10.3	Appendix	C	
	
Table	1.	Chronological	list	of	guitar	works	commissioned	by	Matthew	Marshall	1991-2021.	
All	 are	 by	 New	 Zealand	 composers	 unless	 otherwise	 indicated.	 AU=Australia,	 UK=United	
Kingdom,	RU=Russia,	US=USA.	Date	given	is	the	year	of	completion	of	the	composition.	Works	
marked	*	remain	unperformed	as	at	May	2021.	
	
Date	 Composer	 Work	 Instrumentation	
1991	 John	Psathas	 Caprice	 Solo	guitar	

1991	 Stephan	Schulz	 Dreaming	Too	 Solo	guitar	

1991	 Louise	Matthews	 Toccata	 Solo	guitar	

1992	 David	Farquhar	 Concerto	for	Guitar	and	Small	Orchestra	 Guitar	&	orchestra	

1992	 Anthony	Ritchie	 Pas	de	Deux	Op.	51a	 Two	guitars	

1993	 David	Farquhar	 Anniversary	Duos	 Two	guitars	

1993	 Paul	Turner	(AU/NZ)	 Guitar	Concerto*	 Guitar	&	orchestra	

1993	 Sir	William	Southgate	 Hamlet	Suite	 Guitar	&	orchestra	

1993	 Dorothy	Buchanan	 Echoes	&	Reflections*	 Guitar,	violin,	clarinet,	cello	

1993	 Ross	Harris	 Music	for	two	guitars	 Two	guitars	

1994	 David	Hamilton	 Introduction,	Rondo	&	Finale	 Two	guitars	

1994	 Chris	Cree	Brown	 Stalactite*	 Two	guitars	

1995	 David	Farquhar	 Three	for	Two	 Clarinet	&	guitar	

1996	 Maria	Grenfell	 Passage	of	Light	 Flute	&	guitar	

1997	 Anthony	Ritchie	 Guitar	Concerto	Op.	79	 Guitar	&	orchestra	

2001	 Philip	Norman	 Inception	to	Infinity	 Guitar	&	strings	

2002	 Patrick	Shepherd	 Whakapapa:	Concerto	for	flute	&	guitar	 Flute,	guitar	&	strings	

2003	 Michael	Hogan	 Lucid	 Solo	guitar	

2004	 Michael	Hogan	 Two	Studies	 Solo	guitar	

2005	 Anthony	Ritchie	 Three	Pieces	Op.	76c	 Viola	&	guitar	

2005	 Richard	Charlton	(AU)	 Sonata	 Flute	&	guitar	

2005	 Michael	Hogan	 Matariki	 Solo	guitar	

2005	 Peter	Leask	 Homage	to	Rodrigo	 Solo	guitar	

2007	 Michael	Hogan	 Tassariki	 Solo	guitar	

2009	 Anthony	Ritchie	 Sultry	Op.	139b	 Solo	guitar	

2009	 Christopher	Best	(UK)	 Echoes	of	a	Lost	Music	Op.	53	 Electric	guitar	&	electronics	

2012	 Christopher	Best	(UK)	 Emergence	Op.	58	 Electric	guitar	&	electronics	

2014	 Christopher	Marshall	 Streets	of	Old	San	Juan	 Solo	guitar	

2016	 Christopher	Marshall	 Soul	Journeys:	A	Concerto	for	Guitar	 Guitar	&	orchestra	

2016	 Michael	Calvert	 Four	Intermezzi	 Solo	guitar	

2017	 Edward	Ware	 Prelude	and	Fugue*	 Two	guitars	

2017	 Dugal	McKinnon	 A	Single	Hurt	Colour	 Solo	guitar	&	electronics	

2017	 Anthony	Ritchie	 Autumn	Moods	Op.	196	 Cello	&	guitar	

2017	 Philip	Norman	 It’s	Love	Isn’t	It?	 Guitar,	two	reciters	&	effects	

2017	 Nikita	Koshkin	(RU)	 Suite	New	Zealand	 Flute	&	guitar	

2019	 Bill	Cunliffe	(US)	 Concerto	for	jazz	&	classical	guitars	 Two	guitars	&	jazz	ensemble		

2019	 Norman	Meehan	 Ballad	 Jazz	guitar	&	classical	guitar	

2019	 Louise	Matthews	 Spirit	Image*	 Tenor,	guitar,	piano,	bass	

2020	 Anthony	Ritchie	 Serbian	Folk	Dances*	 Two	guitars	

2020	 Louise	Matthews	 Whirlwind*	 Solo	guitar	

2020	 Louise	Matthews	 Four	Songs*	 Tenor	&	guitar	

2020	 Norman	Meehan	 Six	Pieces*	 Guitar,	piano,	bass	

2021	 Peter	Adams	 New	 work*	 (commissioned	 with	 Tessa	
Petersen)	

Violin	&	guitar	
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Table	2.	Non-commissioned	New	Zealand	guitar	works	premiered	by	Matthew	Marshall.	
	
Composed	 Composer	 Work	 Instrumentation	 Commissioner	 Premiered		
1981	 Philip	Norman	 Tense	Melodies	 Flute	&	guitar	 N/A	 1995	

1987/1994	 John	Ritchie	 Two’s	Company	 Two	guitars,	

harp	&	strings	

Edrick	 Corban-

Banks	

1995	

1991	 Kenneth	Young	 Three	Sad	Waltzes	 Solo	guitar	 Suzanne	Court	 1994	

2009	 David	Farquhar	 Prospero	Dreaming	 Solo	guitar	 N/A	 2009	

2011	 Michael	Calvert	 Fantasia	in	August	 Solo	guitar	 N/A	 2011	

2011	 Mike	Nock	 Cytokinesis	 Solo	guitar	 N/A	 2011	

2011	 Campbell	Ross	 Two	Dances	 Solo	guitar	 N/A	 2011	

2011	 John	Psathas	 Muisca	 Solo	guitar	 Jane	Curry	 2016	

	

Table	 3.	 Finalists	 in	 the	 2011	 New	 Zealand	 Classical	 Guitar	 Composition	 Competition,	
sponsored	by	Matthew	Marshall.	
	
Composer	 Work	 Instrumentation	 	
Michael	Calvert	 Fantasia	in	August	 Solo	guitar	 1st	prize	
Mike	Nock	 Cytokinesis	 Solo	guitar	 2nd	prize	
Campbell	Ross	 Two	Dances	 Solo	guitar	 3rd	prize	
Other	finalists	(alphabetically)	

Julie	Bevan	 I’ve	got	the	Moon	in	my	Pocket	 Solo	guitar	 	

Justin	Firefly	Clarke	 Guitar	Suite	for	my	Pictish	Tūpuna	 Solo	guitar	

Naomi	Fenwick	 Joy	of	A	 Solo	guitar	

Anton	Killin	 Untitled	 Solo	guitar	

Sam	Logan	 Animal	Waltz	 Solo	guitar	

Amos	Mann	 Morning	Exercise	Delight	 Solo	guitar	

Murray	Sargeant	 Harpagornis:	Tiger	of	the	Sky	 Solo	guitar	

Jeff	Wragg	 The	Call	of	Capistrano	 Solo	guitar	

	

	
Table	4.	Guitar	works	that	have	been	awarded	the	annual	Matthew	Marshall	Classical	Guitar	
Composition	Prize	at	Victoria	University	of	Wellington	2014-2021.	As	well	as	the	prize	for	the	
best	solo	guitar	work	(established	in	2014),	an	additional	prize	for	the	best	chamber	music	
work	in	which	the	guitar	plays	a	prominent	role	was	established	in	2017.	It	was	first	awarded	
in	2018.	No	prize	was	awarded	in	the	solo	guitar	category	in	2020.	
	
Date	 Composer	 Work	 Instrumentation	
2014	 Brad	Jenkins	 Yo	kai	 Solo	guitar	

2015	 Michael	Riddell	 The	Ill-made	Knight	 Solo	guitar	

2016	 Louisa	Nicklin	 Locus	 Solo	guitar	

2017	 Glen	Downie	 Gorzanis	frammenti	 Solo	guitar	

2018	 Jose	Jugo	 Pulses	 Solo	guitar	

2018	 Joe	Gorman	 Le	corde	e	il	vento	soffia	 Recorder	&	guitar	

2019	 Joe	Gorman	 Studio	per	armoniche	 Solo	guitar	

2019	 Liam	Furey	 Every	Leaf	Speaks	Bliss	to	Me	 Flute,	 viola,	 vibraphone,	

guitar,	piano	

2020	 Liam	Furey	 Three	Dialogues	 Trumpet	&	guitar	

2021	 Jacob	Barrett	 Rattlesnake	 Solo	guitar	

2021	 Liam	Furey	 Conversations	 Trumpet	&	guitar	
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10.4	Appendix	D	
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10.5	Appendix	E		

DMA	Recital	programmes	

	

DMA	Recital	1	

Marama	Hall,	Dunedin	8	June	2016	

	

Outrageous	Fortune	(1998)	 	 -	 Gillian	Whitehead	(1941-)	
			 Aria	 	 	 	 			 						(guitar	part	arranged	by	Matthew	Marshall)	
With	Joanna	Heslop	-	soprano	
	
	
Sings	Harry	(1954)	 	 	 -	 Douglas	Lilburn	(1915-2001)	
With	Joanna	Heslop	-	soprano	

These	songs						
When	I	am	old						
Once	the	Days						
The	Casual	Man		
The	Flowers	of	the	Sea						
I	Remember	

	
	
Rhapsody	on	a	Riff	(1994)	 	 -	 Michael	Calvert	(1952-	)	
New	Zealand	premiere	performance	
For	solo	guitar	
	
	
	
Streets	of	Old	San	Juan	(2014)	 -	 Christopher	Marshall	(1956-	)	
New	Zealand	premiere	performance	
For	solo	guitar	
	
	
	
Muisca	(2011)	 	 	 	 -	 John	Psathas	(1966-	)	
World	premiere	performance	
For	solo	guitar	

Soledad							
Chia						
El	Dorado					
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DMA	Recital	2	

Raye	Freedman	Arts	Centre,	Auckland	2	October	2016.	

	

Soul	Journeys:	A	Concerto	for	Guitar	&	Orchestra	(2016)			–		 Christopher	Marshall	
Transcendence	
Metamorphosis	
	

With	the	Auckland	Chamber	Orchestra	conducted	by	Peter	Scholes	
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DMA	Recital	3	

Marama	Hall,	Dunedin	24	November	2017	

	
	
Suite	for	Violin	and	Guitar	(1978)	 -	 	 Kenneth	Young	(1955-	)	
With	Tessa	Petersen	–	violin	
	 Andante	Rubato	
	 Adagio	
	 Moderato	sostenuto	
	
	
A	Single	Hurt	Colour	(2017)	 	 -	 	 Dugal	McKinnon	(1972-	)	
World	premiere	
For	guitar	and	live	electronics	
	
	
Intermezzo	No.2	(2016)	 	 -	 	 Michael	Calvert	(1952-	)	
World	premiere	performance	
For	solo	guitar	
	
	
Autumn	Moods	(2017)		 	 -	 	 Anthony	Ritchie	(1960-	)	
For	cello	and	guitar	
With	Heleen	du	Plessis	–	cello	
	
	
It’s	Love,	Isn’t	It?	(2017)	 	 -	 	 Philip	Norman	(1953-	)	
For	guitar,	two	reciters	and	the	sound	of	the	sea	
World	premiere	performance	
With	Sir	Jon	Trimmer	&	Tina	Regtien	–	reciters	
	 Wild	Honey	
	 The	Fall	
	 Brown	Peahen	
	 To	Rid	Myself	of	You	
	 To	A	Young	Friend	
	 To	A	Young	Girl	
	 The	Way	Back	
	 The	New	House	
	 Gift	of	Dreams	
	 The	Australian	Girl	
	 Big	Game	Fisherman	
	 A	Confession	
	 Bee	of	Anger	
	 Resistance	
	 Tidal	
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DMA	Recital	4	
	
Stiefel	Concert	Hall,	New	York,	USA.	29	June	2018	
	
Three	Sad	Waltzes	(1991)		 	 -	 Kenneth	Young	(1955-)	
US	premiere	

Andante	con	rubato	
Andante	
Moderato	

	
Four	Intermezzi	(2016)	 	 	 -	 Michael	Calvert	(1952-)	
World	premiere	

Espressivo	
Introspective	
Con	moto	
Recitative-like	

	
“It’s	Love,	Isn’t	It?”	(2017)	 	 	 -	 Philip	Norman	(1953-)	
For	guitar	with	poetry	recitation		
US	premiere	
Words	by	Alistair	Te	Ariki	Campbell	(1925-2009)	&	Meg	Campbell	(1937-2007)	
	

Wild	Honey	
The	Fall	
To	Rid	Myself	of	You	
To	a	Young	Friend	
To	a	Young	Girl	
The	Way	Back	
Gift	of	Dreams	
The	Australian	Girl	
A	Confession	
Bee	of	Anger	
Tidal	

	
Tense	Melodies	(1981	rev.2016)	 	 -	 Philip	Norman	(1953-)	
For	flute	and	guitar	
With	Carol	Hohauser	–	flute	

One	–	Piangevole	
Two	–	Cantabile	
Three	–	Tempo	rubato	
Four	–	Animato	
Five	–	Dolento	
Six	–	Con	moto	

	
Suite	New	Zealand	(2017)			 	 -		 Nikita	Koshkin	(1956-)	
For	flute	and	guitar	
World	premiere	
With	Carol	Hohauser	–	flute	

Arrival	
On	the	Run	
Song	
Busy	Day	
Evening	
Homecoming	




