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Abstract 

The work of most of New Zealand’s colonial composers is frequently dismissed as 

ephemeral, yet the sheer volume of activity suggests that the role and influence of this music 

deserve to be further understood. During the period 1850 to 1913 over 900 pieces of music 

with New Zealand associations were published by over 250 individual composers. This thesis 

explores the contexts in which this activity took place and its social and cultural importance 

in the fledgling colony.  

Be they settlers or touring artists, musicians came to New Zealand in the nineteenth century 

complete with their own familiar and established traditions. Neither the population nor the 

socio-economic structure could support full-time composers. Settler musicians were primarily 

music teachers and/or church organists who also turned their hand to composition from time 

to time. Music was published that addressed the colony’s need for entertainment, for religious 

services, as expressions of celebration and of loss. Although the music was in forms and 

styles popular in Britain and elsewhere, these generic pieces nonetheless contributed to New 

Zealand’s nation-building through the use of New Zealand names and symbols, albeit in a 

simple and romanticised manner.  

Alongside these composers were publishers, usually music retailers such as Begg’s and 

Eady’s, who considered it part of their roles to encourage local composers.  Music was also 

published in newspapers and magazines, adding to the available resources of music for the 

colonial music-loving public. The stories of these composers and publishers contribute to a 

broader understanding of the New Zealand colonial musical experience, one that has parallels 

in the settler colonies of Australia and Canada.  

Rather than dismissing this material, it should be valued for what it is and as evidence of the 

full engagement by the composers in the opportunities available to them. The works remain 

as testimony to the output of composers and publishers who addressed the interests of a 

musically active public. Traditions have to start somewhere and beginnings are just that: early 

and often tentative developments which create an environment and an expectation that others 

will follow. 
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“Dedicated to the colonial music-loving public”: 

New Zealand’s published music 1850-1913 

1 Introduction 

1.1 Research question and context 

 

New Zealand writers sometimes think their lot a hard one, but it is easy compared with that of 

New Zealand composers. They deserve every honour for they are of the company that work 

for love. In most instances, their names are unknown to their countrymen. A few who are 

interested may search them out, but they have neither the market nor the publicity of artist or 

writer. Their fame will come perhaps, when all pioneer fame comes, in a renascence. One 

hears beautiful little songs by New Zealanders, but they, being difficult, will never be 

whistled at street corners. It is good to record that the Maori tunes are, through fine and 

disinterested effort, being saved from oblivion, but these others, too, should be preserved. 

Alfred Hill’s period will be worth study in the years to come.1 

 

Over eighty years after these comments were made by Eileen Duggan, recognition of the men 

and women who composed music in New Zealand in the Victorian and Edwardian eras is yet 

to be given. Similarly, little is known of those who published and/or printed that music. Often 

dismissed as derivative, unsophisticated or ‘bad’, the music has not been considered 

important enough to be studied seriously within its own context.
2
 This research shows that far 

from being a barren period devoid of locally composed and produced music, the Victorian 

and Edwardian eras were abundant with a large number of musical works produced in a 

variety of genres.   

                                                     
1
 Eileen Duggan, “New Zealand songs”, New Zealand Railways Magazine  9, no.4 (1934): 6. 

2
 Douglas Lilburn, A search for tradition (Wellington: Victoria University Press, 1984), 18. 
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This study examines New Zealand’s published music from the 1850s up to and including 

1913. Douglas Lilburn wrote of Alfred Hill “As a composer he was simply practical in 

writing for the current taste in a remote colony”.
3
 There is some sense of disparagement in 

this comment, both of the need to be ‘simply practical’ and also of the ‘current taste’ of the 

colony. However, Lilburn may have recognised the reality of being a composer in New 

Zealand during the late nineteenth century. Rather than being viewed as ‘simply practical’, 

these little-studied composers may be said to have fully engaged in the opportunities 

available to them in the society in which they worked. I contend in this thesis that New 

Zealand’s published music was a vibrant practical representation of the work of composers, 

publishers and printers addressing the interests of musically active and diverse communities 

through providing material of a recognisable immediacy, temporal and geographic.
4
 Given 

that New Zealand was linked by tradition, economic and familial ties to Great Britain and the 

other members of its settler empire, especially Australia, the question also arises as to 

whether New Zealand’s published music demonstrates a similar pattern shown in studies of 

other British imperial settler colonies. The research question under consideration therefore 

has two parts: firstly, what does the history of New Zealand’s published music tells us about 

the social, cultural and economic use of music in New Zealand, and second, whether the 

patterns of other settler colonies is also seen in New Zealand’s experience.  

The following study contributes for the first time an overview of the published music of this 

period in its various contexts and formats. I have identified and discussed key figures from 

the areas of composition and publishing and drawn conclusions concerning the resulting 

patterns of activity. This early stage of New Zealand’s music publishing reflects a vitally 

active musical society and an invaluable phase in moving from a purely referential musical 

output looking back to the ‘home’ countries to one where the unique experience of living in 

New Zealand is also recognised.  

The value of research into a nation’s published music heritage has been acknowledged 

around the world. “Sheet music has become increasingly recognized as an important resource 

in the study of social history and popular culture, not to mention publishing and printing 

                                                     
3
 John Mansfield Thomson, A distant music: the life and times of Alfred Hill (Auckland: Oxford University 

Press, 1980), Introductory. [sic]. 
4
 See section 1.2 for the definition of “New Zealand’s published music” in the context of this study. 
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history”.
5
 In his 2011 paper to the American Literature Association Conference, Site-reading: 

the history of the book and American sheet music 1840-1870, Daniel Cavicchi noted that 

musicologists have concentrated on the text value of sheet music: that is, elements such as 

form, compositional technique and language, the work as part of the composer’s output and 

within the compositional norms of its time and place. He argues that by examining the 

artefacts themselves for evidence of production and use, a fuller picture could be drawn of 

sheet music, its intrinsic aspects and also those extrinsic factors which are nevertheless 

essential to its form and function, along with its broader social and cultural context. 

Examination of the print artefact can provide useful evidence which helps in our 

understanding of the music itself and its use.  

Past studies have acknowledged the existence of the early published music in New Zealand, 

but very little close examination has taken place. Sarah Shieff’s 1994 study of New Zealand 

composers’ settings of New Zealand poems noted the “vast number of parlour songs 

composed in New Zealand late last century”.
6
 John Mansfield Thomson sets the scene of 

colonial music-making in various centres and intimates a level and complexity of activity 

unable to be revealed in detail given the limitations of space in his Oxford history of New 

Zealand music. In the context of his biography of Alfred Hill, Thomson aptly notes that the 

Victorian period in New Zealand’s music history cannot be ignored, “for in New Zealand and 

Australia, there is no other beginning”.
7
 A thorough study and analysis has remained to be 

done to understand fully New Zealand’s music of this period and those who were involved in 

composing and publishing it, a musical rediscovery as it were of New Zealand’s early music 

endeavours recorded in published form.  

At the risk of concentrating on what is excluded rather than included, it is important to clarify 

the parameters of the following study. It is not an investigation into the place of music in 

general in New Zealand’s colonial society, does not provide detailed analyses of the musical 

language and forms used by specific composers or posit the development of a uniquely New 

Zealand musical voice. Nor does it focus on popular music in New Zealand per se, even 

though many of the works may fall into this genre. It does not consider the larger pool of 

works composed and performed in New Zealand but not published. Rather, it provides an 
                                                     
5 Sheet music from Canada’s past. Last modified 6 May 2015.  http://www.collectionscanada.gc.ca/sheetmusic/index-

e.html. 
6
 Sarah Shieff, “Magpies: negotiations of centre and periphery in settings of New Zealand poems by New 

Zealand composers, 1896-1993”, (PhD diss., University of Auckland, 1994), 24. 
7
 Thomson, A distant music, 7. 

http://www.collectionscanada.gc.ca/sheetmusic/index-e.html
http://www.collectionscanada.gc.ca/sheetmusic/index-e.html


  

4  

 

overview of New Zealand music published during this period, its various audiences, 

influences and methods of dissemination. From 1852, which marked the publication of The 

Auckland waltz, to the cusp of World War I, a range of composers, publishers and printers, 

based both in New Zealand and overseas, produced over 900 examples of published music 

with a clear New Zealand association.
 8
 Some specific areas to be considered include:  

 Who were the composers? What part did composition play in their lives? What was 

their musical background and training and their association with New Zealand? 

 What were the social, economic, musical or other events and circumstances that 
stimulated the publication of ‘New Zealand’ compositions? 

 What musical genres and forms were published, and did these vary over time? 

 Who was responsible for the printing and publishing of the music, and what was 

involved in these activities? 

 What role did overseas printers and publishers play in publishing New Zealand 
music? 

 How does the New Zealand evidence support or contrast with that from similar settler 
colonies? 

The intention of this study is to add to our existing knowledge in two areas: first, to draw 

some conclusions about New Zealand’s musical activity in the nineteenth and early twentieth 

centuries through a broad survey of the identified published output, and more detailed focus 

on several composers and publishers by means of a set of case studies. Secondly, to increase 

our overall knowledge of New Zealand’s unique print culture and heritage through the study 

of this specialised subset both in a national and international context.   

1.2 Definitions 

New Zealand’s published music. The definition of New Zealand’s published music used in 

this study is an amended form of that used by MusicAustralia when describing the scope of 

their Australian music collection.
9
 Therefore it is: 

 any music published in New Zealand  

                                                     
8
 Daniel Davis, The Auckland waltz (London: Robert Cocks, 1852). 

9
 MusicAustralia, “MusicAustralia's definition of 'Australian music' is broad and inclusive and includes music 

composed or performed by Australians, published in Australia, or by international musicians with a strong 

association with Australia”. Accessed 21 February 2011. 

http://www.musicaustralia.org/apps/MA?function=authoredContent&name=about&forceNewTrail=true. 

http://www.musicaustralia.org/apps/MA?function=authoredContent&name=about&forceNewTrail=true
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 any music published outside New Zealand provided that the composer was normally a 

New Zealand resident or the music has a clear association with New Zealand, for 

example through its title 

It includes music in all genres but excludes:  

 music composed and published overseas by a New Zealand-born or -educated 

composer, but who had left New Zealand permanently prior to the publication of 

the work, that is, it will exclude many of the works of George Clutsam, Frank 

Hutchens, Frederick Wynne-Jones, Maurice Leon Driver, Luscumbe Searelle and 

Anthony Trowell amongst others 

  all ethnographic transcriptions of Māori music either recorded by European 

visitors to New Zealand or notated by residents, as my focus was on published 

music as part of a text-based compositional tradition rather than music which was 

published in the course of documenting an oral tradition. Mervyn McLean’s 

Annotated Bibliography of Oceanic Music and Dance had already referenced 

many of the ethnographic examples, and I recognise that this area would be best 

addressed by someone with specialist ethnomusicology expertise. 

Published.  Within this context published means music printed in conventional staff notation 

and distributed by some mechanism to a wider public. It includes music produced by 

whatever technology was necessary and available, that is, whether lithographed, typeset or 

engraved.  While it is expected that most will fall into the category of ‘sheet music’, music 

printed and published in other formats will also be included. 

The research takes care to distinguish between New Zealand’s published music and New 

Zealand-published music in order to include music with clear and unarguable New Zealand 

context and connection but published outside New Zealand. Indeed, one of the fundamental 

questions to be considered is the relationship between New Zealand-published and overseas-

published and/or -printed music.  

Chronological period. The 1850s has been chosen as the starting point because it was during 

this decade that there was evidence of a burgeoning corpus of New Zealand music. Providing 

several examples, there is some credence to this decade being seen as the true start of New 
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Zealand’s music publishing history.
10

 The terminating date of 1913 has been chosen to bring 

the study to a close before the tumultuous changes unleashed by the First World War.  Where 

a composer’s published works extended beyond 1913, only works published up to that date 

have been considered. 

1.3 Historical background 

Sixty years is a long time in a country’s history, particularly when it covers a period of 

considerable change and development. Published music is an expression of the cultural, 

economic, political and social environment of the times in which it appeared. This study 

attempts to view the publications from the perspective of their contemporary society. While 

this may be the conscious approach, there is always some risk that unconscious bias or 

judgement will colour some of the analysis. 

New Zealand’s official European settlement occurred later than with many other British 

settler colonies. Settled in the thirteenth century by Polynesians, European contact occurred 

with increasing frequency from Cook’s first visit in 1769-1770. Richard Hill notes that the 

early period of relative cooperation and stability was broken in the 1860s when the demand 

for land and resources by the European settlers came up against resistance from the local 

tangata whenua.
11

 

The colony was settled in a number of locations established in part by formal settlement 

movements. The signing of the Treaty of Waitangi in 1840 between the Crown and Māori, 

with its declaration of British sovereignty was followed by a period of unrest during the 

1840s-1860s over sovereignty and land, especially between the northern and Waikato tribes 

and the British forces.  A growing sense of nationhood was in some ways halted by the 

development of refrigerated transport and the role New Zealand took on as supplier of food 

and goods to Great Britain. This dependence on Great Britain as the market for its goods, 

along with a corresponding heavy and frequent importation of manufactured goods and 

products from Great Britain, served to re-establish a cultural, social and economic 

                                                     
10
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11
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settler colonialism. (London: Routledge, 2016), 391-407.  



  

7  

 

dependency, a re-colonisation in James Belich’s words.
12

 However, Felicity Barnes has 

vigorously argued that the new relationship was less one of the imposition of one group over 

the other, but rather the former ‘colony’ chose to benefit from their new metropolitan 

relationship to ensure higher living standards and access to a range of materials that could not 

be supported in the new country alone.
13

 

Settler colonialism differs from imperial colonialism in that settlers went with the intention of 

founding a new country, complete with infrastructure derived from models at home. They did 

not go with the intention of returning, however closely they might retain links with their 

country of origin. They assumed a right to settle and displace any existing society, 

governance and culture.  New Zealand, Australia and Canada are all examples of British 

settler colonies. Cecilia Morgan demonstrates how the legal, economic and cultural aspects of 

settler colonies, and their governance, all were derived from and dependent on Great Britain, 

yet at the same time the colonies grew to exhibit an added layer of pride and identity 

associated with their new ‘home’.
14

 It was possible to have a sense of belonging to both 

Britain and New Zealand (or Australia or Canada) at the same time. 

Economic factors exerted a powerful influence on the country. The ‘long depression’ ran 

throughout the 1880s and 1890s, yet a national infrastructure was developing. The rail line 

linking Christchurch to Invercargill was completed by 1878 and the North Island main trunk 

line in 1908. Prior to this, shipping lines provided the primary means of transport between 

major settlements, with the ports of Port Chalmers (Dunedin), Lyttleton (Christchurch), 

Nelson, Wellington, New Plymouth and Auckland all regularly connecting New Zealand to 

Melbourne, Sydney and other Australian ports, and via them to Great Britain or the United 

States of America. Morgan notes that by the later nineteenth century, transportation between 

the settler colonies was efficient and regular, allowing for frequent exchange of people, goods 

and ideas. The joint Australasian opera circuit, both in terms of its personnel and repertoire, 

has been well described by Adrienne Simpson.
15
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Music was imported and sold from the early 1840s, and David Beattie’s study of music-

related advertisements in Christchurch newspapers to 1858 gives a good picture of the range 

of musical activities being undertaken in that settlement.
16

 The regular and frequent links 

with the Australian colonies and Great Britain ensured that news of recent musical trends and 

performances were known widely, along with the delivery of new stock. The importation of a 

wide range of British newspapers was a key means of disseminating recent news before the 

even faster mechanism of the telegraphic cable.  

The 1907 conferral of Dominion status did little to change existing relationships with Britain. 

Barnes argues effectively that the colonial nature of New Zealand society continued into the 

twentieth century, ending neither with the close of the Victorian age nor with New Zealand’s 

new-found status as a Dominion.
17

 The ongoing relationships of New Zealand with Great 

Britain and Australia, together with the immigrant traditions imported to the settler society, 

all played a part in creating and defining New Zealand’s published music. 

Several other fields of New Zealand’s cultural history have recently examined or re-examined 

the nature and scope of the creativity of New Zealand’s early settlers, indicating some 

directions for investigation. Literature has been well studied. Jane Stafford and Mark 

Williams, Helen Bones,
 

and Philip Steer
18

 represent three different approaches to 

repositioning the works of writers in the early years of settlement.  Bookselling practices 

have also been profitably examined.
19

 A predominantly pictorial but relevant study of pioneer 

artists in New Zealand could well have parallels with the world of the trained or amateur 

musician.
20

  As with the artists, the range of proficiency may vary considerably, but it does 

not seem unreasonable to think that some of their responses and concerns about life in a new 

country may have been similar, albeit expressed through different media.  
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In the arena of craft the work of colonial furniture designers and makers has been also well 

documented.
21

 This leads one to question why an equivalent level of industry and skill should 

not have been present among the colony’s musicians. If it were, why has there been no 

equivalent study? Music is notably and repeatedly excluded from discussions about colonial 

cultural activities. Morgan mentions visual art, fiction, poetry and drama as ways of creating 

representations of the colonies, but omits any mention of music.
22

 This disparity has also 

been observed by Marianne Schultz in relation to the performing arts.
23

 The present study 

goes some way to filling that gap.  

  

1.4 Frameworks for study 

1.4.1 Musicological framework 

This investigation is prompted by the existence of a significant body of published musical 

works about which little is known. By addressing the historical musicological concerns of 

agent, action, time and method, as well as placing those actions within their broader social 

and historical contexts, I intend this investigation to contribute to the understanding of music 

in a particular place through a fixed period in New Zealand’s history.  

Concerned with a retreat into canonical analysis and interpretation, Joseph Kerman 

challenged musicologists to engage more with critical theory and the humanities. He argued 

that it was critical to understand the social context in order to enable better interpretation of 

the music itself. Rather than limiting analysis to a detailed examination of the score itself, 

Kerman encouraged musicology to involve itself more with the interpretation and criticism of 

the works. Appropriately to this study, Kerman praised William Austin’s study of the songs 

of Stephen Foster and the viewing of those songs from a “variety of contexts”, including 

biographical, social, historical and commercial.
24

 Such contexts are addressed in this study, 

using the scores to uncover evidence of their context and use in the developing colonial 

society. 
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In the more than thirty years since Kerman’s book (1985), the agenda of “New Musicology” 

has to some extent become absorbed into the range of musicological studies. It is simplistic to 

imagine a particular moment when the ‘old’ musicology was replaced by the ‘new’, but there 

has been, without doubt, a broadening of the range of viewpoints from which the music itself, 

and the music in its social and historical contexts could be analysed in order to help 

understand the place of music in society. This plurality of approaches opens the door not only 

to the discovery of new facts and insights, but to the reinterpretation and reconstruction of 

existing knowledge.
25

  

Nicholas Cook clarifies the critical difference between musicology and cultural history or 

other closely related disciplines, as the music itself. His call to “Put the music back into 

musicology”,
26

 echoed as it is by Stephen Banfield, is a challenge for this study, where 

musical analysis is not the chosen primary methodology.
27

 While description of the physical 

artefact is important, more so is the musical context in which the work was composed and 

intended for use. An understanding of the musical background of the composers and their 

experiences within New Zealand is essential to comprehend fully the significance of the 

music published, the role it played for its audiences and performers and its position in the life 

of the settler colony. This study is therefore more than an historical bibliographic analysis. 

The nature of musical historiography in Australasia has recently been reflected on by a few 

Australasian musicologists. David Irving and Allan Maddox have reported exploring existing 

paradigms for discussing Australian colonial music history and identified a need for some 

new approaches linking this marginalised work to cross-disciplinary and international 

approaches. Australasian music history can illustrate how some aspects of musical 

development were common across international experiences while others may have 

particularly local natures.
28

 New Zealand music history can provide a specific New Zealand 

viewpoint in transnational studies and well as providing points of similarity and contrast with 

other societies.  Martin Lodge has raised the challenges of New Zealand musical 

                                                     
25
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historiography in his essay “Music historiography in New Zealand”.
29

 In this he maintains 

that New Zealand’s music history is made up of many and varied threads,  including Māori 

music, music with links to settler traditions and the development of a New Zealand voice. To 

these I would add transnational impacts, including nineteenth-century military, economic and 

imperial linkages.  

In a later essay, Lodge himself puts forward a solution, proposing that New Zealand’s music 

history might effectively be considered using the metaphor of a geographic feature common 

in New Zealand: the braided river.
30

 In this way, each of the varied streams runs in parallel 

through time, but at any time one or more of the braids may join, separate, be full and rushing 

forward, or be reduced to a mere trickle. Some may peter out altogether and some may be 

transformed, but there is much interplay and connectivity, with the combination of them all 

making the unique character of the river as a whole. This thesis will demonstrate that in 

meeting the needs of an active yet small musical society, New Zealand’s published music 

may itself be represented by the braided river model, its several unequal parts varying in 

dominance over time according to the particular needs of the developing society. 

In Banfield’s recent re-examination of musicological studies of music of the Victorian age he 

lamented that musicology is not yet addressing many of the issues relating to the dominant 

vernacular Victorian music.
31

 He notes that in order to “recreate, yea re-experience” 

Victorian music we need to be able to appreciate their “structure of feeling” while , at the 

same time, distancing ourselves from their cultural politics. Commenting on the divide 

between the intellectually focussed ‘high culture’ and the audience-driven ‘popular culture’ 

which grew during this time, he asserts:  “Modern musicology, with its notions of 

intellectually elevated understanding, is thus based, however distantly, on the Higher 

Criticism, and still does not know what to do with Victorian music”.
32

 Likewise, this study 

considers the full range of New Zealand’s published music irrespective of its genre. 

While lamenting the lack of a critical tradition on which to build, and particularly a critical 

tradition which engages with the music itself, Banfield identifies three writers who have 
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made important contributions to the area, namely Nicholas Temperley, Cyril Ehrlich and 

Dave Russell.
33

 In the context of this study I consider the set of essays edited by Christina 

Bashford and Leonie Langley, and more recently by Bashford and Roberta Marvin, add 

important information and understanding to the relevant musical background and setting, as 

does Ruth Solie’s essays on Victorian music culture.
34

  Given the expectation that much of 

New Zealand’s music published between 1850 and 1913 will be in the area of light music, the 

studies by Dave Russell, Derek Scott and Paul Charosh, considering aspects of popular music 

and song in the nineteenth century, are of particular relevance.
35

 New Zealand’s published 

music represents a very small proportion of the music available to the New Zealand public: 

the characteristics and trends of British light music must be taken into account in the present 

study. It must also be recognised that the delineation between ‘popular’ and ‘art’ music which 

is now so entrenched was not necessarily so much in evidence in the musical life of Victorian 

and Edwardian New Zealand: concert programmes regularly record a mixture of what might 

now be considered ‘art’ and ‘popular’ music. 

The examination of music of the Victorian and Edwardian periods has increased significantly 

over recent years. The Ashgate series Music in nineteenth-century Britain has stimulated in-

depth studies of a range of later nineteenth-century musical institutions and activities. While 

these may have little direct impact on Britain’s settler colonies, they are part of a deeper 

cultural background that clearly had an influence on the development of musical life in New 

Zealand.  Similarly, much of the research into imperialism and music has been either from 

the point of view of the imperial centre looking out, or on the representation of the different 

cultures of the empire in musical expression in Great Britain.  

The music history of the settler colonies has tended to be addressed with a more local focus. 

Over recent years there have been a number of studies of Australian colonial music and 

music-making in particular locations or institutions. These include the musical life of 
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Ballarat, a city much affected by the Victorian gold-rushes of the 1850s, the lives and careers 

of artists such as Henri Kowalski and Nellie Melba, brass bands in Queensland, church music 

in Sydney, solo song and the Melbourne Liedertafel.
36

 The disparate nature of these studies 

also reflects Australia’s existence as six self-governing colonies prior to federation in 1901. 

Similarly, in Canada a number of studies have also considered the role and use of music as 

part of their colonial history, notably John Beckwith, Elaine Keilor and David Gramit’s 

recent work on music making in settler Edmonton.
37

   

 

1.4.2 Print culture framework 

The discipline of print culture studies the impact of printing on [a] culture.
38

 It has close 

relationships with historical bibliography (the study of the book as physical object), 

particularly in its more recent concerns with analytical and critical bibliography and ‘history 

of the book’ studies. Indeed, the distinctions at time seem blurred, with frequent intersections 

between the disciplines or sub-disciplines.  For the purposes of this discussion ‘print culture’ 

is used as the overarching term, with bibliography and ‘history of the book’ treated as sub-

categories through which the discipline is explored. 

In his seminal work Bibliography and the sociology of texts Donald McKenzie argues that 

bibliography is “the discipline that studies texts as recorded forms, and the process of their 

transmission, including their production and reception”.
39

 His definition of ‘text’ includes 

“verbal, visual, oral and numeric data, in the forms of maps, prints and music, of archives of 

recorded sound, of films, videos, and any computer-stored information, everything in fact 

from epigraphy to the latest form of discography”. The inclusion of printed music as part of 

‘book’ studies is well established. 

                                                     
36

 Nineteenth-century music 2, 2005, edited by Kerry Murphy was a special issue dedicated to aspects of 

Australian colonial music history and included articles covering several of these areas. 
37

John Beckwith, “Mark Burnham and Upper Canada's first tunebook, Colonial Harmonist”, University of 

Toronto Quarterly 71, (2002): 623-650; Elaine Keilor, Music in Canada (Montreal: McGill-Queen’s University 

Press, 2006); David Gramit, “The transnational history of settler colonialism and the music of the urban West: 

resituating a local music history”, American Music (2014): 272-291; “What does a city sound like? The musical 

dynamics of a colonial settler city”, Nineteenth-century Music Review 11 (2014): 273-290; and, “The business 

of music on the peripheries of empire: a turn-of-the-century case study”, in Bashford and Marvin, 274-296. 
38

 Penny Griffith, Ross Harvey, and Keith Maslen, eds. Book & print in New Zealand. A guide to print culture in 

Aotearoa (Wellington: Victoria University Press, 1997), 11. 
39

 Donald McKenzie, Bibliography and the sociology of texts (Cambridge: Cambridge University Press, 1999). 



  

14  

 

Many of the pieces of music may have been considered ephemeral at the time, that is, part of 

the “transient documents of everyday life”. However, as some leading print culture writers 

such as Michael Twyman and Laurel Brake have argued, the fact that long term preservation 

was not a consideration when the material was produced in no way reflects its actual 

longevity and value.
40

 Newspapers, periodicals, trade cards, social invitations and sheet 

music are all examples of print items often considered ephemeral at their time of production 

but now seen as invaluable as exemplars of material culture from which we can extrapolate 

much of their use, and context. This study looks very broadly at instances of printed music in 

a wide range of publications and formats, choosing to  present as full a picture as possible of 

when and where music was published and placing minimal restrictions around the function or 

quality of the music. 

Donald Krummel, the leading voice in the area of musical bibliography, defines music 

bibliography as “the study of the printed documents of music”
41

 and recognises that this has 

now come to mean more than the traditional limitations of enumerative or descriptive 

bibliography. In Hunter’s survey of developments in music bibliography he notes that the 

term ‘history of the book’ is used by some authors in place of ‘bibliography’ and again quotes 

McKenzie saying the history of the book is “not the study of the books themselves but what 

their production, dissemination, and reception reveal about past human life and thought”.  

Hunter goes on to say: 

Therefore, it includes not only study of the physical materials of 

documents, the processes employed in their creation, and the manufacture 

of documents, but also topics such as the commercial infrastructure (of 

capital, guilds, law, transportation, advertising), income levels, availability 

(via shops, libraries), textual transmission (as evidenced by catalogues, 

archives, diaries, marginalia, and the items themselves), and literacy (the 

readership or listenership, and reading and listening itself).
42

 

 

Robert Darnton presented his communications circuit model in his essay “What is the history 

of books?” visually expressing the integration and interconnectedness of the various activities 
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and agents involved in the ‘history of the book’ (Figure 1.1).
43

 It clearly shows the phases 

that an item goes through in its interactions with society. Criticised by Adams and Barker for 

being too focussed on the human element in the process (and therefore falling more 

comfortably into the history of communication rather than bibliography), their revised model 

places the book at the centre and strengthens the awareness of the external factors that 

impinge and impact on the stages of the book’s history. They also extended the approach to 

include all printed items to better apply to book history into the nineteenth and twentieth 

centuries.
44

 Darnton’s reply included the comment that “I still stress the importance of 

studying the activities of book people in order to understand the history of books”.
45

 He also 

believes that they “underplay the role of authors”. In this, I concur with Darnton, and the role 

of the composer (author) is critical to this study. 

 

Figure 1.1  The communications circuit, from, Darnton, R. “What is the history of books.”46
 

It is with this view of bibliography that the present study will position its musicological 

investigation. The combination of these two disciplines is not in itself innovative. There have 

been a number of studies which approach it, mostly in the form of selected essays including 

detailed consideration of particular concerns. Included among these are Kate van Orden, 

Rudolf Rasch, and R. Myers, M. Harris and G. Mandelbrote, although the emphasis has 
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generally been on earlier periods.
 47

 No similar work has been attempted with a New Zealand 

focus. 

It is through this framework therefore that the current study has been undertaken, focussing 

on composer, publisher, printer and the environmental influence of copyright. More than an 

analytical bibliographic study, this research is also concerned with the context in which the 

music was published, its forms, and subjects and qualities. 

The technology and level of expertise in the colony determined to a large extent what could 

be published and what it would look like. As a British settler colony, New Zealand’s music 

printing and publishing history derive entirely from British and European traditions and 

technologies. While having a full and vibrant oral history and graphic tradition, Māori had no 

linguistic printing and publishing traditions to interact with the methods of the new arrivals. 

It will become clear through the discussion that follows that New Zealand printers used all 

three of the printing technologies which dominated the music printing process – type, 

engraving and lithography. Detailed descriptions of these techniques are well documented 

elsewhere and need not be repeated here.
48

 

The various processes all require a degree of specialist skills which the general printer might 

not necessarily have. Lithography was used for a variety of printing purposes including maps 

and artistic prints and did not require any additional equipment in order to be able to print 

music. Typesetting, however, required a specialist set of types and punches which would 

have been expensive, and, without the guarantee of commercial viability, may have been an 

investment that few printers in a new colony were willing to finance. The type of technology 

available in New Zealand during the period 1850-1913 clearly would affect the music that 

was or was not published. 
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1.5 Foundation literature and context 

1.5.1 National and regional music publishing histories: some precedents 

There are no shortages of international precedents for music publishing histories of various 

cities, areas or countries. A key resource is again Krummel’s Literature of music 

bibliography, an invaluable compilation of references (from the eighteenth century on) not 

only to national literatures and individual composers, but also to the technology of music 

printing and its dissemination.
49

  

From the United States of America contributions include Richard Wolfe, Russell Sanjek, 

Nicholas Tawa, Richard Crawford and Donald Krummel, and Jon Finson.
50

 These are 

complemented by a number of regional and local studies ranging from the East to the West, 

and from North to South.
51 

In addition to bibliographic listings they include analysis of 

publication patterns and identification of the key figures and themes, including economic and 

social. To the north, Canadian music publishing has been documented at the general level as 

well as at a more detailed level such as in Peter Higham’s discussion of a particular genre of 

Canadian music publications, “Five cent music”, and Maria Calderisi’s later work on one 

particular publisher, John Lovell.
52

 These studies all identify the key figures involved in the 

development of a music publishing tradition, with varying emphases on the creative, social, 

technical or economic aspects. As might be expected, the nature of the early settler colonial 

society played a significant part in the type of music that was published in the early years. 

Thus Calderisi notes the first appearances in Canada of hymnbooks, song collections and 

tutors published by generalist book publishers some four decades before single pieces of 

sheet music were produced with any regularity. This, she comments, “reflected … the 

didactic and spiritual function of music”, qualities emphasised by that community at that 
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time.
53

 New Zealand’s settlement patterns and concerns might also be expected to affect its 

music production, something which this study will test.  

In the United Kingdom substantial research has been carried out not only on a geographical 

basis, but also into the history of particular publishing houses (although again more so with 

regard to earlier periods). Noteworthy amongst these as being relevant to the time under 

discussion is Victoria Cooper’s House of Novello. Practice and policy of a Victorian music 

publisher, in which the influence of the contrasting demands of public taste versus 

perceptions of musical quality are acknowledged.
54

 A somewhat different aspect to the 

history of music publishing, but one which is very relevant to this study, is discussed in the 

compilation Music publishing, copyright and piracy in Victorian England.
55

  

The history of music publishing in Australia is of particular relevance as an example of 

another settler colony, with its close political and economic relations with New Zealand 

during this period. The New Zealand experience needs to be more fully researched in order to 

understand what the effect of that relationship was, and to add to the body of knowledge 

pertaining to Australasian settler society music making.Amongst a range of investigations 

into aspects of music in Australia during the colonial period there is a group of studies which 

has particular relevance to New Zealand.   

Prue Niedorf’s pioneering work brought together a vast amount of information about the 

individual publishers in Sydney and Melbourne, and particularly the main firms working in 

this period, including Clarke and Marsh.
56

  Binns’ more focussed view considers the patriotic 

and national song
57

 (her work includes a very useful opening chapter on pre-federation non-

military patriotic or nationalistic songs), while the wider song repertoire and its publishers 

have also been addressed.
58

 Both these form the basis of some valuable comparative data.  

Jennifer Hill’s article on the musician Maud Fitz-Stubbs describes a musical environment 
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which could be expected to resemble that in New Zealand.
59

 She notes the existence of 

‘vanity’ self-publishing as a means of self-promotion, and also the fact that ‘serious’ genres 

were composed in but seldom published.
60

 These ideas can be tested using the New Zealand 

evidence with the possibility of establishing some colonial norms of practice.  

The role of local music in society is also discussed in Ann Carr-Boyd’s essay published in 

association with a recording of Classical music of colonial Australia.
61

 She makes the 

following comment: 

 Because there were few publications concerning music in nineteenth century 

Australia it was often presumed that little in the way of performance had 

existed, but in fact, just the opposite is true. There is evidence in press 

notices, reviews, and contemporary writings of a colourful and diverse 

musical life.
62

 

 

Given the close parallels in colonial development it would not be surprising to find a similar 

situation existing in New Zealand. Carr-Boyd also makes the comment in relation to one of 

the works, Our own Tasmanian home writing “Sheet music from the last century exhibits a 

mixture of musical allegiance to the British ballad style and a verbal allegiance to the new 

country”.
63

 This is a concept will receive further investigation as I examine the body of New 

Zealand published music.  

The study with perhaps the most relevance to this investigation is Graeme Skinner’s 

“Towards a general history of Australian musical composition: first national music 1788-

c.1860”.
64

 Although broader in scope by including unpublished music, the study considers an 

equivalent post- European settlement period in Australia’s history.  

There is a latent inbuilt bias in the history of printed music when represented as the history of 

music composed. The sample of music that was printed was only a subset of what was 

composed and performed, and the sample that is still extant excludes by definition that which 
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has not survived. But that sample can still tell vivid stories. The selection of ninety-five items 

chosen by Robyn Holmes and Ruth Lee Martin illustrates stories of importance to Australia 

as well as providing information on such aspects as graphic design, retailers and fashion, as 

well as the more expected areas such as composer, publisher, printer, retailer, illustrator and 

price.
65

 All these factors provide evidence of the use and place of published music in the 

settler society. 

Although the discussion of the literature in this section has referred only to English-speaking 

countries, it would be inaccurate to presume that the study of music publishing is limited to 

this cultural grouping. Numerous examples of histories, either in part or in full, exist in the 

Germanic countries, covering such well-known publishing houses as C. F. Peters, Breitkopf 

und Härtel, Artaria and André.
66

 Regional studies also have taken place, for example a study 

of music publishing in Berlin in the late nineteenth and early twentieth centuries.
67

 In 

countries such as Norway research has also been undertaken into music publishing as part of 

its musical tradition.
68

 It can therefore be stated with some confidence that the accumulation 

of knowledge about a country’s music publishing output and history is a well-established, 

recognised and productive research area.  

 

1.5.2 New Zealand music history and print culture history 

New Zealand’s published music cannot be considered apart from New Zealand’s general 

music history or from the development of print culture in New Zealand. The published score 

provides the mechanism for transmitting through time the composer’s ideas to performers. 

The multifaceted relationship of music on paper and music as sound is complex and lies 

beyond the scope of this study.
69

 New Zealand’s published music is more than a musical 
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curiosity piece from a particular moment in time. It is also a mechanism for sharing some 

aspects of a recreated experience with earlier generations and for informing musical 

developments and ideas with roots in this period and tradition. 

Sitting at a meeting point between New Zealand music history and New Zealand print culture 

history, the literatures of both these disciplines support and inform the research question at 

hand, that is, what published music tells us of the use of music in New Zealand society, and 

the comparison of the New Zealand experience with similar settle colonies. Literature on the 

exact topic is scarce, and what does exist is in the form of intersecting literature rather than an 

extant significant body of work available for critical analysis and reinterpretation. In order to 

avoid this discussion becoming no more than a literature review, only a selection of the 

available material is mentioned here. 

1.5.2.1 New Zealand music history 

Published music must have a composer (even if unattributed) and some musical content. 

Identifying the composers of the works and examining their backgrounds, professional 

careers, musical activities and status both contribute to understanding the process whereby 

some works were published and the rationale that may have lain behind those publications.  

New Zealand music history has tended to concentrate on the period from Alfred Hill (1870-

1960), and even this is a relatively recent development, as earlier studies tended to consider 

that New Zealand music of any substance did not emerge before Douglas Lilburn (1915-

2001). There is, therefore, relatively little literature that looks at the period 1850-1913 in any 

great detail. However, what there is provides some starting points. The following discussion 

highlights works which make mention of those composers or publishers who contributed to 

New Zealand’s published music during the period under discussion.  

Any research into New Zealand’s music history must start with John Mansfield Thomson’s 

Oxford history of New Zealand music as a core resource.
70

 Some twenty-five years since its 

publication, this is still the starting point for any examination of a New Zealand music history 

topic. Both in setting the scene of colonial music-making in various centres and in the chapter 

“Early colonial composers and their publications”, Thomson implies a level and complexity 

                                                                                                                                                                   
stating that the scholarship could refer to a range of disciplines, not just ‘musical’, which is, no doubt, what 

Krummel intended.   
70

 John Mansfield Thomson, Oxford history of New Zealand music (Auckland: Oxford University Press, 1991). 



  

22  

 

of activity unable to be revealed in detail given the space limitations of that work. Prior to 

this the most authoritative literature existed in the form of theses, published or unpublished, 

including those by Angela Annabell
71

 for the Auckland area, Julia Moriaty
72

 for Wellington, 

Helen Watson
73

 for Christchurch and Margaret Campbell
74

 for Dunedin – all now in need of 

some updating owing to subsequent research. While rarely discussing published music per se, 

these studies provide one of the foundations on which to build a more specific study. 

Thomson’s Biographical dictionary of New Zealand composers contains few ‘historical’ 

figures, the exceptions being Maughan Barnett, Tallis Trimnell, Robert Parker and, of course, 

Alfred Hill.
75

  

Kirstine Moffat’s recent studies,
76

 while providing a valuable addition to the literature on the 

piano as an integral part of New Zealand society at all levels, are less concerned with the 

repertoire performed on the instrument than challenging the predominant perception of the 

gender stereotypes associated with its use. Given the settler patterns and impacts on Māori, 

her comment that “the colonial soundscape was also predominantly Eurocentric in nature” is 

not surprising and certainly true of the published repertoire. Moffat also notes “aspects of 

piano repertoire reflected a desire to infuse music with a New Zealand sound through the 

choice of subject matter, evocation of native birdsong and use of Māori language, rhythm and 

cadences”.
77

 While this may be true to some degree, I suggest in this thesis that such works 

were only a highly visible or audible minority and that aspects of topicality, fashionable 

utility and familiarity were more significant in representing New Zealand identity. 

The piano in Victorian New Zealand is also the subject of a thesis by Patricia Ubeda.
78

 A 

sociological study, it nevertheless includes various comments referring to the repertoire 

performed and the role of musicians in New Zealand. Some of these call for further evidence: 

she repeats John Ritchie’s statement that it was not until the 1870s that professional 
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musicians began to arrive in New Zealand,
79

  a statement that seems questionable in the light 

of detailed studies such as Beattie’s which have demonstrated a level of musical activity more 

varied and earlier than Ritchie’s statement would indicate.
80

 However, Ubeda does provide 

convincing evidence of the ubiquity of the piano in many homes and as the focus of much 

entertainment which explains the dominance of music for the piano or solo songs in locally 

produced music.  

Histories of particular musical organisations, individuals or genres in existence during this 

time also combine to give a good basis for a study of New Zealand’s published music. A 

number of studies focus on particular genres of music including the burgeoning orchestral 

scene (David Murray and Philip Jane), discussions of the music associated with various 

industrial exhibitions, opera (Adrienne Simpson and Michael Hurst), music theatre (Peter 

Harcourt, Peter Downes and Julie Jackson-Tretchikoff), the Auckland Choral Society and 

school music (Susan Braatvelt).
81

 The brass band movement has been well documented 

through the work of Stanley Newcomb, whose various studies have painted a clear picture of 

the early years, offering tantalising glimpses of the music composed, performed and, in a few 

instances, published.
82

 Histories of the University of Auckland Conservatorium and the 

Nelson School of Music
83

 include reference to a number of figures who had a role to play in 

the story of New Zealand’s published music. Together these works provide invaluable 

context and information on individuals who were involved in a variety of music-related 

activities in Victorian and Edwardian New Zealand. 
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1.5.2.2 Print culture history in New Zealand 

The publishing of Book & print in New Zealand in 1997 marked an important event in New 

Zealand’s print culture history.
 
Systematically documenting both the progress made and the 

work still to be done in the various avenues of print culture history, it brought together 

references to existing knowledge in many specialist subsections of print culture, for example, 

printing in Māori, newspapers, maps, books, music, the trade, publishing houses, bookselling, 

libraries and readers. As stated in the introduction, it was “a report on the state of research 

into fields covered by the broad concept of print culture in New Zealand”.
84

 It is not the 

intention here to re-present the information in that study. Rather, where relevant, mention will 

be made of some more recent studies which influence, intersect with or run parallel to music 

printing and publishing in New Zealand. Key amongst these is Rosslyn Johnston’s 

examination of the development of chromolithography in New Zealand and her case study of 

the firm of A. D. Willis in Wanganui, which included amongst his output a number of pieces 

of sheet music.
85

 

Some of the obstacles encountered by New Zealand writers seeking publication either in 

Britain or Australia, and the peculiar nature of colonial publications in Britain, were true for 

New Zealand composers as well as writers.
86

 These include the expectation of local 

publishers for payment by the authors for publication of their work and the solicitation of 

local works as a means of raising the profile of an overseas publisher. Given the close trading 

links between Australia and New Zealand in the period under discussion, and the frequent 

movement of people between the two countries, the relationship between music publishing 

and printing between the two countries is explored.  

Of regional studies, the Wellington Print History Project, hosted by Victoria University of 

Wellington, includes two printers who included music in their stock, (Lyon and Blair, and 

Bock and Cousins), leaving some of the key figures, such as the firm of McKee and Gamble, 

still to be studied in detail.
87

 Keith Maslen mentions specialist music sellers in his article on 
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the early book trade of Dunedin, which neatly summarises the known information on a 

number of printing, publishing and retailing firms based in that city.
88

 

1.5.3 Music publishing history in New Zealand 

In Book & print in New Zealand, I commented that “most of the history of music publishing 

and music publishers in New Zealand remains to be written”.
89

 Existing studies had tended to 

concentrate on one aspect of music publishing or consider the music published in New 

Zealand as a supporting player in a broader discussion. Thus, we have studies such as Ross 

Harvey, Robert Hoskins and Elizabeth Nichol.
90

 

Since the publication of Book & print some researchers have taken up the challenge and 

contributed to the field. Yu Lee An’s thesis “The publishers of New Zealand music: a 

historical survey from 1840 to 2002”  provided a descriptive overview of the entire history of 

New Zealand music publishing, with almost two thirds of her work given over to appendices 

listing the outputs of the various publishers.
91

  With its broad timeframe the work necessarily 

provides only a brief summary of the largest of the publishers with little discussion of the 

composers or patterns of distribution. The resurfacing of information identifying a significant 

number of additional works has meant that the listings included are now far from complete. 

Clare Gleeson’s three studies consider in detail the important firm of Charles Begg – first, 

through an iconographic consideration of how the covers reflected a growing sense of 

national identity, and secondly and thirdly the firm’s history, of which music publishing was 

a significant component.
92

 These studies provide invaluable information, not only about 

individual publications, but also through demonstrating connections between the composers 

and the firm. Further, she links the publication programme with the general growth and 
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development of the firm and its numerous branches until 1948. Specifically, she addressed 

the motivation of the firm, that is, whether it was driven wholly by a financial imperative or 

whether this was balanced by an altruistic desire to assist New Zealand’s music-loving 

population. Gleeson’s conclusion that Begg’s did indeed have a strong altruistic motivation is 

an interesting indicator that can be used when considering some of the other New Zealand 

music publishing houses. 

Begg’s is also amongst those ‘service industries’ briefly discussed by John MacGibbon in his 

study Piano in the parlour.
93

 This thorough, if generalist, discussion of the place of the piano 

in New Zealand’s domestic setting also touches on its repertoire, including New Zealand 

compositions, and local publishing. 

Iconography is the perspective from which Richard Wolfe considered a range of early New 

Zealand sheet music.
94

 His concern was the appearance of local imagery, particularly Māori 

imagery. The examples discussed do, however, generally come from a period later than that 

under discussion in this study. Similarly, the development of national identity in music is also 

the subject of several discussions outside the parameters of this study. However, John 

Mercer’s 2010 article does approach this issue in part through considering a number of 

nineteenth- and early twentieth-century pieces of published New Zealand music.
95

 His 

statement “The problem of New Zealand music, then, was not so much to do with the music 

itself, but with the way the music was written about and perceived, and what was said about it 

in the public realm” was in response to earlier comments on New Zealand’s music of the 

Victorian period by various influential New Zealand composers and musicologists. Douglas 

Lilburn described it as “bad”,
96

 John Steele that prior to Lilburn “New Zealand was full of 

musical amateurs”,
97

 Phillip Norman that the composers were “writing music within the 

tradition of the later nineteenth-century British Empire”.
98

 As Mercer says, “This may be 

true, but they do not explain very much. ‘Bad’ in comparison to what?” Applied to New 

Zealand music published in the period under discussion, it is important to consider the music 
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within its own social and historical context.   Not recognising the nature of that context places 

an unhelpful bias on the interpretation. Social and historical settings are an integral part of the 

composition, production and reception of the work and to appreciate fully the place of this 

music in its society, and as a basis of further musical development in New Zealand, it is 

important to understand and appreciate them. This is part of the underlying concern of this 

study. 

Individual publishing houses, composers or groups of composers whose works have formed 

part of the corpus of early published New Zealand music have also received some attention. 

My 2005 study of the Dresden Publishing Company considered the history and output of that 

Dunedin-based company.
99

 The published compositions of Charles de Thierry, Jim Brown 

(also writing under the pseudonyms Adrian Hope and Raymond Hope), Llewelyn Owens, 

Jane Morison and Alice Mackay
100

 have been the subject of research, as have those of the 

British regimental bandmasters posted to New Zealand in the 1850s to 1870.
101

  The musical 

publications emanating from the Triad, that influential periodical which in part attempted to 

influence the musical as well as literary taste of New Zealand, is discussed in Joanna Woods’ 

comprehensive biography of its editor Charles Baeyertz, Facing the music, 
102

 as well as 

being identified in Judith May’s index Thus spake the Triad.
103

 The National Anthem God 

defend New Zealand has been the subject of two studies, both of which included reference to 

several of the alternative versions published over the years and other nationalistic songs.
104

  

Appropriately, given his leading status during this period, further attention has been paid to 

Alfred Hill’s compositions and life. Along with the Thomson biography, Yuen Lam has 

undertaken a detailed analysis of the second string quartet and Melissa Cross has evaluated a 

number of the early works within the context of exploring Māori influences and elements of 
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the works.
105

 Robin Maconie and Donald Maurice have also added to the understanding of 

Hill and his contemporaries and Marianne Schultz’s thesis and subsequent book, while 

focussing on performance, includes invaluable discussion of Hill’s ‘Māori’ music.
106

  

Indeed, New Zealand’s Victorian and Edwardian music history seems to be benefitting from 

a burgeoning interest.  

1.6 Methodology  

The approach taken in this thesis has been one of historical analysis. After the identification, 

collection and examination of relevant data, that is, the works themselves, I have gathered 

them into identifiable groupings. From this I have been able to determine various patterns and 

draw some conclusions about the characteristics of New Zealand’s published music and those 

involved with its production. I have relied on documentary evidence, both for the actual 

music itself and the surrounding environment, helping to inform matters such as the possible 

rationale for publication and scale of distribution. Much of the evidence comes from the 

musical artefact itself so considerable time and effort was spent in locating and examining 

individual scores in public and private collectionsCovers in particular provide a valuable 

source of information beyond the minimum of composer and title, including dedicatees, 

composer’s and publisher’s addresses, pricing, references to current events, copyright and 

geographical information. All these provide evidence that assist with the dating of the items 

as well as helping to establish the cultural, social, economic, and historical context of the 

work.  

Supporting documentation has been located in resources such as newspapers, official 

documents, periodicals, diaries and advertising. During the period of research the number of 

newspapers available for digital searching significantly increased, both for New Zealand and 

overseas titles. This meant a change from the scanning of microfilm to online databases with 

an emphasis on searching through keyword and key-phrases, including synonyms, possible 

mis-spellings, the vagaries of typographical layout and false leads. This significantly 

increased the range of newspapers which could be covered, especially regional titles. The 
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change from systematically searching through individual newspaper titles to consolidated 

searches across aggregations of titles is reflected in the bibliography where these resources 

which encompass numerous titles are listed rather than the individual titles included in the 

digital aggregations.  

The resulting collection of information enables some interpretation to be made, albeit with 

the limitation of being viewed from the perspective of a reader more than one hundred years 

after the events. Caution also needs be taken to ensure that contemporary reports are not 

necessarily accepted as true and complete accounts. Reporting practices, individual biases, 

social conventions, vested interests, expectations and intended purpose or audience, all colour 

the nature and quantity of the evidence available for interpretation. This may be exacerbated 

by being viewed through the lens of modern understanding. Alternative readings of the 

evidence may be possible when taken from a different perspective, and there is always the 

possibility of the discovery of further evidence which could affect the conclusions. 

1.6.1 Identification of relevant data and data collection  

My information-gathering processes involved considerable effort being expended on the 

identification of works which met the core definition, their composers, publishers, printers, 

date of publication, editions and any dates of performance, where available. Given the lack of 

a comprehensive existing bibliography, this has been a significant task, and the resulting data 

is one of the important by-products of this research, with the potential for its use as the basis 

for future research (See Appendix A). As well as library, archive and museumcatalogues and 

collections, I have consulted private collections, contemporary advertising, newspaper 

accounts and manuscript references; these records also contained references to publications 

which appear not to have survived. Since the study also includes ‘New Zealand’ music 

published overseas, the catalogues of overseas libraries have been included in the research, 

along with the examination of some overseas newspapers and periodicals. The publications 

identified were issued in a number of formats including as separate pieces, in anthologies, 

and in newspapers or magazines. 

Sheet music is notorious for its lack of dating information and the difficulties it poses in 

establishing exact publication details. In addition, a number of the copies inspected had been 

cropped, with the result that the publication information had been removed. I have consulted 
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secondary sources such as newspaper accounts and trade directories to gather supporting 

data. 

The main resources used were: 

Primary 

 Music scores located in library and museum collections (in particular the Alexander 
Turnbull Library, the Hocken Collections of the University of Otago Library, 

Auckland Libraries, University of Auckland Music and Dance Library, University of 

Auckland Special Collections, Australian National Library, State Library of New 

South Wales, State Library of Victoria, British Library, Macmillan Brown Library, 

University of Canterbury, Canterbury Museum Library, Kinder Library, St John’s 

College, Dunedin Public Libraries),  private collections including those of David Dell, 

Alistair Gilkison and at Olveston (Dunedin), collections of Heritage New Zealand 

especially those at Alberton, Ewelme Cottage and Highwic. 

 New Zealand newspapers and journals (for the music publications contained within) 

 Diaries and other archival materials (including Archives New Zealand, Auckland War 
Memorial Museum Library, Auckland Libraries, Puke Ariki, Alexander Turnbull 

Library, John Mansfield Thomson Archive, University of Waikato, Hocken 

Collections, University of Otago, Staatsarchiv Leipzig) 

 Company records, including articles of association, order books and shareholder 
registers 

Secondary 

 Newspapers, both New Zealand and overseas, including but not limited to those 
available through the National Library of New Zealand’s Papers Past database and 

the National Library of Australia’s Trove. There were significant advances in the 

availability of digitised newspapers during the period of this study. At the beginning 

the resources included a large number of newspapers on microfilm, with a much 

slower and incomplete search, whereas by the end of the data gathering phase most of 

the leading New Zealand newspapers were available electronically. There is no doubt 

this made a significant difference to the number of titles identified 

 Journals 

 Theses 

 Encyclopedias, in particular Te Ara, the Dictionary of New Zealand biography and the 

Cyclopedia of New Zealand (both in their online formats) 

 Books, including electronic books especially those available through the New Zealand 
Electronic Text Centre and the University of Auckland Library 

 Catalogues/bibliographies, notably Bagnell, Dell, Gilkison, Harvey, and Merz 

 Online databases including  NZMuseums (www.nzmuseums.co.nz), DigitalNZ 

(www.digitalnz.org), and British periodicals online   (ProQuest). 

http://www.digitalnz.org/
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The level of description of the actual works needed for effective analysis includes the 

standard bibliographic information of composer/title/publisher/date of publication, but also 

any other information that helps identify the social and historical context surrounding the 

composition and its publication such as dedicatee, reference to events, description of the 

composer, other publications by the composer, printer and place of printing.   The intent was 

not to provide a full descriptive bibliography, that is, information on the physical nature of 

the object will not generally be included unless of an exceptional nature, but to bring together 

sufficient information that will allow for an analysis and interpretation that illustrates 

characteristics of the oeuvre. 

Given the ephemeral nature of some of the material, and the lack of systematic collection, it 

is unreasonable to expect that I will have identified all the music. I have accepted that the 

data gathered included the greater proportion of that published and includes exemplars of the 

main types.  In relation to his survey of Victorian music published in periodicals, Krummel 

was drawn to write “folly and madness lie in the search for total inclusiveness”,
107

 a 

sentiment echoed here. 

A listing of the publications, organised by composer, is included as Appendix A. The 

quantum of published music substantially exceeded that indicated by prior research. A similar 

listing, organised by date published, has been placed as an electronic dataset on the 

University of Auckland’s Data Publishing and Discovery Service 

(https://auckland.figshare.com).  That listing also includes some comments on the pieces 

made at the time of publication.  

1.6.2 Analysis and structure 

Having collated a sufficient body of data, I have analysed it from a number of different 

perspectives including:  

 Chronological –  including periods of high/low activity, particular events 

 Composer –  including gender, occupation, productivity, New Zealand- or overseas-

based 
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 Musical genre – including forms, technical requirements of performer (that is, written 
for amateur or professional) 

 Format – including whether sheet music, a book, newspaper/journal insert 

 Instrumentation – such as keyboard, vocal, chamber  

 Purpose – including  recreational, church, educational, special event 

 Publisher, and place of publication –  primary business, location, number of works 
published 

 Printer, and place of printing – New Zealand or overseas, job printer or specialist 

music printer 

 Form of printing –  engraved, lithographed, or typeset 

 National/regional/local identification and dissemination 

The analysis is primarily focussed on exploring the full range of New Zealand music 

published in this time. Its concern is to rediscover, reclaim and begin to comprehend the 

extent of musical activity, to garner an overall picture of the music produced across a wide 

gamut of musical experiences and interests. In-depth analysis through the lens of particular 

musicological theories or of particular genres may then be undertaken by subsequent 

researchers.  

The presentation of results avoids a strict chronological arrangement. Rather, through the 

discussion of specific examples, patterns and interrelationships are drawn out which illustrate 

the nature of New Zealand’s published music and the dominant factors that influenced it. 

These examples include brief studies of composers, publishers and individual works, and the 

challenge is to combine the disparate elements to provide a better understanding of a 

relatively unexplored area. A separate section examines the music printed and published in 

other publications notably newspapers and journals. This includes journals with music as 

their primary focus, and those where the music is clearly of secondary importance. 

The actual structure of the thesis takes its inspiration from a musical form. A general 

chronological approach was rejected because of the overlapping of activities and outputs of 

the various topics to be discussed. Instead, the structure has been based on several of the 

dance forms that were so frequently published during this period. In particular, the form of 

the Viennese waltz (or equally possibly an extended quadrille) has been adapted to mirror the 
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elements of the print culture model being considered, along with a section on the types of 

music published.  

The Introduction calls the dancers, that is, readers, to attention and brings them to a point of 

readiness before the dance proper starts. This section includes the introductory statements, 

establishes the ‘key’ or basic concepts and context for what follows. Thus this introduction 

has announced the research question, the original contribution to the area, established the 

context in which the study will take place, defined the parameters of the study and situated 

the study within its historical and academic settings.  

Thereafter follow six separate ‘movements’, each with their own theme, subjects and 

discourse, yet related to one another through form, common language and identities.  

The first ‘waltz’ explores the early days of New Zealand’s music publishing, in particular the 

role of the regimental bandmasters and their contemporaries. It includes discussion of what 

are likely to have been the first pieces of staff notation printed in New Zealand, and the work 

of Charles Bonnington, composer, performer, retailer and music publisher, an exemplar of the 

multiplicity of roles that the colonial musician undertook in order to survive in New Zealand 

in the 1860s and 1870s. These early examples show the importance of topicality both in 

subject and locality references, and the close personal connections between the musicians, 

even when they moved from centre to centre.    

The second ‘waltz’ investigates the composers of the works, their identities, gender, 

backgrounds, occupations, nationality, education and other factors which affected the type of 

music they composed and had published. As well as showing the variety of backgrounds, 

musical training and professions, the overview also demonstrates that a significant number of 

women had their music published, while a very small number of Māori featured. Some short 

profiles explore the work of Maughan Barnett, Alfred Hill, Walter Impett, James Phillpot, 

Harry Rossiter, Alice Rowley, Annette Wilson and Ethel Wright, all of whom published 

works which had national and occasionally international distribution. Many of the composers 

wrote for specific events and were actively involved with music as teachers or church 

musicians. They brought with them their various musical traditions and adapted those to suit 

the new circumstances in which they found themselves. 
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The third ‘waltz’ scrutinises the nature of the material published. This ranges across popular 

dance music, topical songs, romantic ballads, religious works, explorations of Zealandia and 

Maoriland, pieces for instruments other than piano, educational music and pieces in which 

New Zealand serves as an exotic reference. In this section the multiple activities involving 

music in society is considered. Many songs were in the drawing-room ballad style but there 

were also humorous songs, reflective songs and church anthems. Instrumental music was 

initially most associated with the dance hall or ballroom, but more complex forms also 

occurred. Repertoire for the piano dominated, with other instruments featuring most often in 

an obbligato role. Some music written for brass band was published, but here too the 

published version was often arranged for piano. While most of the works were musically 

indistinguishable from works published in Great Britain, Australia or many other countries, 

they indicated their New Zealand origin by an increasing use of New Zealand references in 

the title. Some attempts were made to include references to Māori music, notably in the 

works of Alfred Hill and Jane Morison.  

The fourth ‘waltz’ examines that subset of music which was published in newspapers and in 

periodicals, both dedicated to music and more often of general interest. It also considers those 

‘music magazines’ that consisted of musical works only. Often neglected as a source of 

information about musical use and availability, many works were published in these formats. 

Two periodicals are considered in some detail: the New Zealand Muse, published by the 

Frenchman Octavien Cailliau, and The Triad, published by Charles Baeyertz. In both cases 

the publishers/editors were forthright in their opinions of local musical ventures and included 

regular musical supplements of music they considered suitable for distribution. 

The fifth ‘waltz’ concerns itself with the publishers and printers of the music, New Zealand-

based and those in Australia and Great Britain. The leading firms included Begg’s, The 

Dresden and Arthur Eady’s, which is the subject of a more detailed case study. Publishing 

was a minor part of the activities of these firms, but one which they persisted with over many 

decades. Altruism was part of their motivation in supporting local musicians, but each had 

significant popular success with some titles. Overseas publishers were also active in 

publishing the work of New Zealand composers.  Printers used were located in New Zealand, 

Australia, England and Germany, with no discernible pattern for choosing one over the other.  
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The sixth ‘waltz’ studies the influence of copyright legislation on publication, the appearance 

of illegal copies and in particular the case of Frederick Jones’s Barn dance. It also discusses 

the registration of publications for copyright protection both in New Zealand and in Great 

Britain. Publishers of New Zealand music were cognisant of the various regulatory and 

economic aspects of copyright. Copyright legislation did play a part in the publication of 

New Zealand music, but in general New Zealand was removed from the music-piracy 

disputes that plagued Great Britain during the late nineteenth century.  

The work concludes with a Finale, which, after reprising some of the key findings of the 

preceding movements, comes to a firm conclusion: namely, that the use of New Zealand’s 

published music was focussed on meeting the immediate needs of the colonial music public. 

Whether in providing music for school purposes, dances, offering commentary on local 

events, or creating musical associations with the exotic nature of New Zealand’s people, land 

and wildlife, New Zealand’s published music during the period under discussion was a 

practical representation of the work of composers, publishers and printers. These individuals 

and firms collectively addressed the interests of a vibrant musically active public using the 

traditions they brought with them and adding to them elements arising from the experience of 

living in New Zealand. The New Zealand pattern of development and is also consistent with 

the patterns exhibited in Australia and Canada, adding further weight to a recognisable 

progression in the characteristics and use of the music.Not unique to New Zealand, the 

generic nature of this phase provides a necessary stepping stone from music based firmly in 

the ‘home’ cultures to one which comfortably celebrates its own musical inventiveness and is 

firmly rooted in the new society. 
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2 Waltz 1: The early days: Regimental bandmasters and 

their contemporaries
1
 

 

In February 1870 to the sounds of Auld lang syne the band of the 18
th

 Regiment led the 

troops in single file onto the Hero for its homeward journey to England. As the steamer 

glided slowly away from the wharf, the band of the regiment, stationed on board, played The 

girl I left behind me.
2
 This was the final imperial regiment to leave New Zealand shores after 

approximately thirty years of British Army support for the New Zealand government 

throughout the Māori Wars.  

In 1845, five years after the signing of the Treaty of Waitangi, the 58
th

 Regiment had arrived 

in Auckland to support the government in enforcing its rule in the Bay of Islands in the war  

between Nga Puhi and British forces. Disputed claims and rights to land were causing 

conflict, and new settlers who had purchased Māori land were at some danger. Along with 

the soldiers of the regiment was a bandmaster and military band which, according to Major 

Cyprian Bridge, was the first band that ever landed or played in New Zealand.
3
 

The military band was distinct from the fifes and drums whose role was to keep the rank and 

file marching in time and sound various commands in battle. The principal role of the band 

on the other hand was to provide music for ceremonial occasions as well as entertainment for 

the officers, although the members could be involved in active service if necessary. The 

bandmasters were not enlisted members of the regiment, but civilians who were contracted 

by the officers of the particular regiment. Many of the regimental bandmasters were 

‘foreign,’ mostly German and Italian, but, in a hangover from the Napoleonic wars, not 

French. Since they were not employed by the army, they were also not recorded in muster 

books or lists of serving men. Not officially considered the equal of the officers, some of the 
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overseas bandmasters were well-educated and travelled individuals who did mix socially 

with the officers.  

Each regimental band was quite separate. The instrumentation was not fixed and the quality 

of the bandmaster may have depended on the pay rate the officers were willing to provide. It 

has also been noted that the ‘foreign’ bandmasters unsurprisingly were not willing “to follow 

their bands to any conflict”.
4
 Many also had close, bordering on dubious, financial 

agreements with the leading instrument manufacturers and music publishers.
5
 This somewhat 

uncoordinated approach to military music led to some problems. 

The often-referred to “Scutari Incident” in 1854, where massed bands struck up God save the 

Queen in several different keys, finally brought to light the inadequacy and musical 

indifference present in the officer-supported regimental bands, and stirred the Commander-

in-Chief of the British Army, H. R. H. the Duke of Cambridge, into action. He suggested that 

a Military School of Music be organised and provided by the government to train 

bandmasters and young instrumentalists. The first Military Music Class was established at 

Kneller Hall, Twickenham in 1857 and the ‘foreign’ contract bandmasters were replaced 

with British-trained military personnel. 

When imperial regiments were sent to New Zealand to help maintain the peace, eleven of the 

thirteen regiments brought their bands.  Most of the original bandmasters left New Zealand 

once their contract expired and returned to Great Britain to take up other positions. At one 

stage there were almost 10,000 British troops based in New Zealand. Given the population of 

the main centres at the time, the importance of these troops on the social and economic life of 

the colony as well as its political and military role cannot be overestimated.  

The bands and bandmasters did not come to a place entirely bereft of European music. In the 

early days of the colony, various attempts at formal and informal music-making were 

initiated. Newspapers from the 1840s record the formation of an Auckland Philharmonic 

Society and the availability of pianos and other instruments for domestic use.
6
 As 

MacGibbon illustrated, much store was placed on bringing a piano from England and letters 
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home note the value that settlers placed on having access to an instrument.
7
 What they played 

once they were here is evidenced by a few remaining exemplars and seems to reflect a taste 

for light music in the form of dances such as polkas, waltzes, quadrilles, schottisches, 

arrangements of popular arias from the operas and sentimental songs, that is, a reflection of 

what was popular in Britain at the same time. The nature of the settlers themselves must also 

be remembered, being predominantly ‘middle’ or ‘lower’ class in origin with a smaller 

‘officer’ or senior administrative group. 

Advertisements appeared relatively early for ‘new music’ sent from England as part of 

consignments of general goods intended for sale in the new colony. For example, in the New 

Zealander of 10 July 1847 a Mr Williamson announced for sale “a quantity of New Music” 

made up chiefly of light piano pieces and songs.
8
 The non-Māori population of New Zealand 

in 1858 was approximately 60,000 across the whole country and there was a shortage of 

people sufficiently competent in playing a range of instruments for the performance of 

orchestral works.
9
 No evidence has been located of if or how these works were received by 

Maori and the larger question of how Maori may have responded to the presence and music 

of the bands lies outside the ambit of this current study.   

One of the activities that the bands became involved in was in entertaining the people of 

Auckland, Wellington, New Plymouth or any other location where they were posted. 

Through the 1850s and 1860s the names of the bandmasters were to become well known 

amongst the music-loving populace. They included:  

Sgt Hutchinson 12th Regiment 

Herr Louis Werner, followed by 

McClure 

14th Buckinghamshire Regiment 

Herr Eduard Bergmann 18th Royal Irish Regiment 

Sgt Murrell 40th Regiment 

Signor Gassner 50th Regiment 

Signor Philip Galea 57th Regiment 

Mr James Shanaghan, followed by 58th Rutlandshire Regiment 
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Mr Daniel Davis 

William Neuzerling 68th Durham Light Infantry Regiment 

Herr Mynheer Dittrich 70th Surrey  Regiment 

 

From the Muster Books and Pay Lists of the 58
th

 Regiment in 1853 we can get some 

indication of the size of the Band. Excluding the drummers and fifers, the Band consisted of 

one Sergeant (Daniel Davis), one Corporal (Charles McKay) and 19 Bandsmen.
10

 

One of the band’s regular activities took the form of public performances from 4 pm until 6 

pm in the afternoon. Some examination of the concert programmes of the time (which were 

printed in advance in the newspapers to advertise the concerts) shows these concerts were 

made up of a regular diet of operatic arrangements and dance tunes. A typical concert 

programme is shown below (Figure 2.1): 

 

Figure 2.1  Daily Southern Cross, 24 January 1854, 3 

 

Annabell’s analysis of the music played concluded that the music “reflected the taste of the 

age – arrangements, operatic overtures, operatic selections, popular dances or arrangements 

of ballads and songs”.
11

 Popular composers included Balfe, Jullien, Donizetti, Bellini and 

Meyerbeer. Some listeners were, however, less impressed with the diet of polkas and other 

popular light dance music.  
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We are happy to add that of the programme of yesterday’s performance – 

Polka’s,(sic) Waltzes, and Quadrilles, have been reduced to that subsidiary 

rank to which in any Musical Entertainment they are alone entitled, whilst 

Overtures and choice selections from the Operas of such Maestros as 

Flotow, Meyerbeer, Verdi, Donizetti, &c., have resumed their 

acknowledged position.
12

   

The regimental bands also played for a variety of social events including balls, both formal 

and informal. One such example was the ball given on the 25
 
May 1865 by the sergeants of 

the 65
th

 Regiment, described: 

The band of the regiment was present, and dancing commenced at 8.30, 

being opened by Col. A. F. W. Wyatt, C.B., and the officers of the 

regiment. Dancing was kept up with great spirit until six a.m., when those 

present, numbering about 120 persons, left for home, highly pleased with 

their night’s amusement.
13

  

The bands also provided much needed support and instrumentalists for performances at 

civilian concerts. For example, in the performance of Handel’s Messiah given by the 

Auckland Choral Society in December 1867 it was noted that “several of the band of the 

Royal Irish rendered assistance”.
14

  

Another feature in some of the band concerts were works, sometimes topical, by the 

ensemble’s own bandmaster. Some of these pieces were composed prior to the regiments 

leaving England. Louis Werner, Bandmaster of the 14
th

 Regiment and an accomplished 

clarinettist,
15

 composed a highly descriptive The voyage to NZ: a fantasia descriptive of the 

route of the 14
th

 Regiment from the Currah Camp, Ireland, to Auckland, New Zealand. The 

last section includes musical descriptions of: “Storm! Captain’s voice! Sailors, Hoy! Hoy!, 

Squalling infants. Hymn of thanksgiving. Funeral at sea. Dream approaching land, Cheers 

boys cheer! and arrival”.
16

  Performed in Auckland in December 1860, the reviewer noted 

that he missed the “squalling children” and thought there might have been some in the 

populace who could have filled the part.
17
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Werner also wrote another work entitled A day in the camp at Otahuhu which was performed 

to rapturous applause in 1862.
18

 Sadly, no music from either of these works seems to have 

survived, but the New Zealander included contents of the placard advertising the work’s 

performance (Figure 2.2). 

 

Figure 2.2   New Zealander, 8 March 1862, 6 

As well as Herr Werner, Signor Gassner was another bandmaster whose compositions 

regularly featured in the concert programmes. His works included the Exiled cavatina,
19

 the 

Rifle Volunteers grand march
20

, and the Creole’s galop.
21

 The bandmasters were not only 

conductors but also accomplished solo instrumentalists, and contemporary reports make note 

of their solo performances – several were clarinettists, while others were flautists or 

violinists. It is difficult to know whether the items with somewhat generic titles were already 

part of the bands’ repertoires or written for performance specifically while in New Zealand.  
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But life in a regimental band was not always so benign. Members of the 65
th

 Regiment band 

died in action in Taranaki and the reality of the fighting was ever present. One of the roles of 

the bands was to accompany the funeral march for officers and soldiers who had died in 

battle. Reports in the Taranaki Herald after the Māori attacks of 1863 refer to the band of the 

57
th 

Regiment playing Handel’s Dead march from Saul as part of the funeral procession.
22

 

What evidence still remains of the actual music that was composed and performed locally 

other than their titles? Military music at this period was not widely published. There were a 

number of ‘military music journals’ such as Boose’s and Jullien’s which provided up-to-the 

minute repertoire, but much of the music would have been written in manuscript by the 

bandmaster, who, as an independently contracted  civilian, could have taken his music with 

him when his contract ceased. There are a few copies of individual instrumental parts from 

military music journals in various collections in New Zealand but nothing substantial.  

2.1 Daniel Davis 

In her thesis Music in Auckland 1840-1855 Annabell included a study of the bandmaster of 

the 57
th

 Regiment, one Daniel Davis, the first of the bandmasters to publish music with an 

explicit New Zealand reference.
23

 Davis was born in 1825, enlisted as a private and rose to 

the rank of Sergeant.  He came to New Zealand in 1845 with the regiment and took over the 

role of bandmaster in 1849 after the death of James Shanaghan of ‘apoplexy’.
24

  Under 

Davis’s leadership the band rose to prominence in Auckland society during the 1850s and the 

comments in the newspaper were glowing (Figure 2.3): 
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24
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Figure 2.3  Daily Southern Cross 30 April 1852, 3 

Davis chose to stay in Auckland and was discharged from the army in 1857 when the 

regiment returned to England. He set up business with a Mr Dinnin as a grocer but died 

suddenly from a burst blood vessel the following year at the age of 33.
25

 

It is unknown what musical training Davis had before he entered the army. However, he 

clearly had an interest and skill in composition and the band regularly played his works, not 

only at band concerts, but also in other concerts to which the band contributed.  

Annabell closes her study of Davis with the note that none of Davis’s works has survived. 

However, since she wrote these words the ability to search library holdings internationally 

has vastly improved and a number of these works, arranged by Davis for piano, have 

discovered to be held by the British Library, namely the Auckland waltz, Gallop to the 

diggings, Governor Wynyard polka, Wynyard quadrille, Rose Anne quadrille and the 

Ruapekapeka grand pas redouble (a quickstep). The British Library dates all of these to 1852 

on the basis of their registration at Stationers’ Hall.
26

 They were all published by the 

company of Robert Cocks and Co., which was based in London and built up a business 

publishing popular works for the domestic market, especially songs and piano arrangements.  

At the time of Cocks’ death in 1887, his firm was reported to have published 18,000 pieces.
27

 

Why should Davis have had these works published in London when they clearly had a more 

topical interest for those living in New Zealand? One reason may have been purely practical. 

At this time there was no facility to print musical notation in New Zealand. The 1840s and 

1850s saw a number of printing presses in operation, with a market for both newspapers and 

stationery printing, for example, ledger books. This was mostly achieved using letterpress 

printing, but typesetting music would have required a specialist set of type and punches as 

well as skills not readily available in the colony. To have the works published it was 

therefore necessary to send them overseas, and although music publishing had been 
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 “Death of Mr Daniel Davis”, New Zealander, 2 June 1858, 2. 
26

 The Wynyard quadrille was written for the anniversary festival in honour of Queen Victoria’s 

birthday in 1852.  
27

 OW, 5 August 1887, 32. 
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established in Australia since the 1840s, Davis no doubt preferred to approach the market 

with which he was familiar.
28

 

The second reason may relate to the potential market for the music. Despite the names that 

clearly link the works with the new colony, the British market was incomparably larger and, 

no doubt, contained many people who were closely following the progress of the settlement, 

including reports of the various disturbances and fate of the British regiments. The 1850s was 

a very active time for the recruitment of settlers, and New Zealand matters were regularly 

featured in the British press. It is possible that Davis saw a potential market for those back 

‘home’ with the titles providing a picture of the ‘exotic’ location. In this instance there also 

seems to have been some sort of financial relationship between the Regiment and the 

publisher, as Cocks is recorded as being the publisher “for Alexander F. Ridgway, Agent to 

the Band Committee of H.M. 58
th

 Reg”.
29

 It may be conjectured that the Regiment paid for 

the works to be published, perhaps as some sort of exercise in bringing to the attention of the 

English public the role they were playing.  

All six of Davis’s works were shipped back to New Zealand and advertised for sale in 

Auckland at J. Williamson’s, bookseller, in July 1854. His Auckland waltz was played by his 

band as part of a “Vocal and Instrumental Concert for the Benefit of Miss Debus”, on 18 

September 1854 (Figure 2.4).  It is organised in clear contrasting sections and the 

instrumentation of the band can be heard through some of the piano arrangement. The 

harmony is largely conventional throughout, but unusually the work starts in F major and 

finishes in B flat major. Some awkward moments in the arrangement invite speculation as to 

whether they originated with the publisher/printer or composer/arranger. 
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 See Prue Niedorf, “A guide to music dating in Australia”, (MA diss., University of Wollongong, 

1999) for a discussion of the development of music publishing and printing in Australia. 
29

 Ridgway was also a General army agent and Agent for the Auckland provincial Government. 
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Figure 2.4  Davis, The Auckland waltz, 1852 (© British Library g352jj(10)) 
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2.2 Werner, Bergmann and Neuzerling 

Davis was not the only bandmaster whose compositions were published. Louis Werner of the 

14th, William Neuzerling of the 50th and Eduard Bergmann of the 18th Royal Irish all had 

piano arrangements of their composition published. In these cases there was a significant 

difference to the Davis pieces: the works were printed and published in New Zealand.  

The works in question, Werner’s arrangement of his Fairy bells, his schottische Southern 

beauties, Neuzerling’s Light Brigade, and Bergmann’s Waikato waltz, were all published by 

John Varty from 1862 to 1864.
30 

 

The earliest of these are the works by Louis Werner, both of which were advertised for sale 

on 25 April 1862, with a second edition in May 1862.
31

 Unfortunately, there is no way of 

knowing the size of the print runs, but from all the evidence to date, these two works by 

Werner appear to be the first pieces of notated music printed and published in New Zealand. 

Unfortunately no copies of Southern beauties have been located. 

Eduard Bergmann’s Waikato waltz published in March 1864 was composed on the occasion 

of the taking of Ngaruawahia in January 1864
32

 and was dedicated to Miss Cherry, the niece 

of General Cameron.
33

 Bergmann was a flautist of some expertise and prior to coming to 

New Zealand a number of his works were published. Some were apparently self-published 

and others appeared as part of the Royal Military Music Journal.
34

  At the time the Waikato 

waltz was published, it was also being performed by Bergmann and the Band of the Royal 

Irish at their afternoon concerts in the Auckland Domain.
35

 

Neuzerling’s Light Brigade, which premiered in concert on 22 February 1864, was advertised 

for sale in July later that year (Figure 2.5). 

                                                     
30

 The score of Fairy bells is included in Appendix C, and a recording in Appendix D on the 

accompanying CD. 
31

 DSC, 21 May 1862, 3. 
32

 Some recent research by Arini Loader and Mike Ross of Victoria University, Wellington has 

investigated the Māori perspectives on these battles through waiata (songs) composed by Māori 

taken prisoner after the 1862 Rangigiri battle.  These waiata were written down but not published.  
33

 For a fuller discussion of Bergmann’s Waikato waltz see Elizabeth Nichol, "In search of Eduard 

Bergman, regimental bandmaster in the 1860s Waikato Land Wars", Crescendo, 71 (2005): 7-10. 
34

 The British Library catalogue lists eighteen works by Bergmann. 
35

 DSC, 16 January 1864, 3. 
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Figure 2.5   Daily Southern Cross, 12 July 1864, 4 

It cannot be mere coincidence that the work was included in the band concert a few days later 

on 5 August, although the band in question was the 50th under Gassner rather than Werner’s 

own. Again, regrettably, no copies are known to have survived. 

John Varty, the publisher of these works, was a colourful figure in the history of Auckland.
36

 

He arrived on the Evening Star in 1857 and almost immediately was involved in editing a 

journal of the trip out which was published in 1858. He established a reputation as a 

raconteur and reader, with reports of his readings of Dickens for groups such as the 

Mechanics Institute included in the newspapers.
37

 In 1860 he established a stationer’s and 

printer’s store in Queen Street and soon thereafter set up a circulating library. He published a 

Literary Circular which brought to readers’ attention “new books” including an appreciable 

amount of sheet music. In the third issue of the Literary Chronicle, five of the thirty-six 

pages are devoted to a listing of new music just arrived or due to arrive.
38

 This illustrates well 

the types of music which was imported. Most was for piano, but with small amounts for 

flute, cornet, harmonium, military band and, intriguingly, orchestra. 

Varty also published a book on the Ferns of New Zealand, a journal called Entertainment and 

a number of cadastral and other maps. In his spare time he was a member of the Auckland 

Volunteers, the inaugural Secretary of the Auckland Cricket Club, a member of the 

                                                     
36

 An account of Varty’s varied career in Auckland can be read in: Elizabeth Nichol, “Bookseller, 

circulating library owner, printer, publisher, agent, raconteur, freemason, volunteer soldier and 

cricket enthusiast – John Varty’s Auckland career, 1858-1868”,  Script & Print 38, no. 3 (2014): 

212-228.   
37

 See, for example, “Mechanic’s Institute”, New Zealander, 8 October 1859, 3.   
38

 This issue is in the collection of the Auckland War Memorial Museum Library. 
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Freemasons and a member of the Mechanics Institute. His shop expanded to include 

lithographic printing of all types, some general importing, and ticket sales for concerts. Such 

was his profile in the community that his shop even rated a mention in one of Charles 

Thatcher’s Auckland Songster poems, bemoaning the muddy state of Auckland streets.
39

 

Varty became a bankrupt for non-payment of his advertising costs and was imprisoned. 

Writing a heartfelt letter to the paper he pointed out that he could not work to repay his debts 

while in prison.
40

 His stock and equipment were sold with his lithographic presses being 

bought by Mr Wilson, of the New Zealand Herald Office.
41

 . He then appealed to the 

Provincial governor for work and was employed as a government agent. One of his tasks in 

that role was to assist Heaphy
42

 but in 1869 he resigned from the position, reportedly because 

of a disagreement about his rate of pay.
43

 He then left Auckland for Australia, and some ten 

years later a newspaper item recorded his death.
44

 This man of many interests and 

enthusiasms, but limited business acumen, appears to have been the first person to publish 

notated music in New Zealand. 

The quality of Varty’s lithographic publications was noted by the newspaper announcement 

of the publication of the Waikato waltz (Figure 2.6): 

                                                     
39

 Charles Thatcher, Auckland Songster (Auckland: J.Harris, 1864).  

Down at Fat Macready’s. The fourth verse reads: 

 

It sticks up every horse, 

And slews the female parties, 

The ladies can not cross 

To get a book at Varty’s: 

What with the rain and mire, 

My opinion now indeed is 

A ferry we’ll soon required 

Just down by Fat Macready’s. 

 

 
40

 “Imprisonment for debt”, NZH, 8 February, 1865, 5. 
41

 “Supreme Court”, NZH, 1 March 1865, 6. 
42

 Charles Heaphy (1820-1881) was a British-born explorer, artist, soldier and civil servant, 

winning the Victoria Cross for his actions in the Waikato wars. In 1869 he was the Member of 

Parliament for Parnell, Auckland. 
43

 “Auckland”, ODT, 28 October, 1868, 3. 
44

 NZH, 19 September, 1882, 4. 
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Figure 2.6  Daily Southern Cross, 19 March 1864, 4 

The regimental bandmasters thus provided a very small body of work which marks the 

beginning of New Zealand’s published music. The New Zealand experience of regimental 

bandmasters matched that of other countries, and indeed some of the bandmasters who 

visited New Zealand also spent time in other colonies: Gassner, for example, was also based 

with the Regiment in Sydney at one point. It was the nature of their role to provide the bands 

with topical music to play, and they could well have wished to receive wider recognition for 

their skills. A study of the experience of the British imperial bands in South Africa at 

approximately the same times reveals a similar experience. Fanie Jooste concluded that the 

bands in South Africa “exerted an important influence on the local music life”.
45

 As in New 

Zealand, they supported the work of amateur orchestral societies, performed at civilian 

events, and gave concerts along with their official duties. Many of the band members in 

South Africa chose to stay in the colony, providing a kernel of trained instrumental 

musicians, an experience which was also repeated in New Zealand. Graeme Skinner’s 

description of the activities and types of compositions associated with the regimental bands 

in Australia marries well with the New Zealand experience a few decades later.
46

 The 

Canadian experience also demonstrated the same involvement, “where regimental band 

string and wind players joined local instrumentalists to provide music for dancing, church 

services, concerts, theatrical events, and even circuses”.
47

 The experience of the imperial 

regimental bandmasters and their bands in New Zealand thus cannot be said to be unique but 

clearly provided a resource, created a set of circumstances and generated an impetus common 

to other settler colonies.  
                                                     
45

 Fanie Jooste, “The British influence on South African wind music during the latter half of the 

nineteenth century”,  Journal of Band Research 27, no.1 (1991):56-65. 
46

 Skinner, “Toward a general history of Australian musical composition”, 73. 
47
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Nor could it be said that they were alone in providing local compositions to appeal to the 

public and act as a means of advertising their skills. Over thirty other pieces are known to 

have been published in the 1850s and 1860s which have strong New Zealand links. Their 

composers include Harriet Barlow, John Henry Beale, Charles Bonnington, William Haydn 

Flood, Te HeuHeu, Charles de Thierry, Townsend and Y. T. Mata. From this time there is 

also the first known example of a popular overseas song being republished locally:  Candle 

in the air, by Robert Adams, published in Dunedin by Charles Begg. 

A brief look at the output and lives of three of these composers gives some picture of the 

environment in which the works were composed and published. 

2.3 William Haydn Flood 

William Haydn Flood arrived in New Zealand in late 1863 or early 1864. Organist at St 

Mary’s Redcliffe in Bristol, the reason for his emigration is unknown, although the death of 

his wife may have been one factor.
48

 The Musical Times of 1 April 1860 included a report of 

a well-received concert in St George’s, Gloucester at which he conducted and performed on 

the piano.
49

 While working as a music teacher in Melbourne en-route to New Zealand he 

published a set of quadrilles
50

 and on his arrival in New Zealand another work was quickly 

published. Published in colour with the use of blue, gold and silver, the attractive cover of the 

New Zealand cricket polka incorporates a small illustration of cricket wickets.  Its publication 

was announced in the Otago Daily Times in February, 1864.
51

   Flood was the Director of the 

Dunedin Philharmonic for a period in 1864 between living in Wanganui and Auckland and  

the All England Cricket Club toured Australia and New Zealand in 1863 and 1864.  The S. E. 

R. Jones to whom it was dedicated, and who organised the tour, is more than likely to be the 

horse dealer active in Dunedin in 1864.  

The work is in a simple polka format, familiar in style to many others available at the time. 

However, it clearly demonstrates that both the composer and publisher thought there was a 

market for local productions associated with particular contemporary events. His works may 

also have acted as a means for bringing the recently arrived immigrant to the attention of the 

music public.  
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 “The Organ in St. Mary Redcliffe, Bristol”,  Musical Times 53, no.833 (1912): 451-454. 
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 Musical Times, 1 April 1860, 252. 
50

 Le Bouquet de Victoria. Argus, 4 March 1863, 4. 
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 ODT, 5 February 1864, 4. 
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Flood went on to be a music teacher in Wellington for several years, advertising weekly in 

the local paper at locations including Guzhnee St, Willis St and Plimmer’s Terrace.
52

 His 

Clifton waltz (1871),
53

 was published by Robert Burrett, a well-known printer, book and 

music seller. He then moved to Gisborne, and it was during this time that his Canterbury 

Volunteers galop (1874) was published.
54

  In 1880 he arranged a song My spirit king as a 

cavatina for piano, which was again published by Burrett.
55

 As was the fate of many a 

musician during the depression period, he was brought before the courts for bankruptcy and 

again for failing to provide for his wife and family. In 1886 his Akaroa waltz was published 

by the Lyttleton Times.
56

  He moved to Napier, where he was organist at St John’s church 

and in the 1890s, bandmaster of the Hamilton Light Infantry Band. He died in a benevolent 

home in 1908 and his obituary makes for interesting reading, including reference to his being 

at the Duke of Wellington’s funeral and in the Māori Land Wars.
57

 

2.4 Charles de Thierry 

The second of the three composers discussed here is Baron Charles de Thierry.
58

 Known 

more for his various attempts to settle in New Zealand with the help of the French 

government and others, de Thierry led a remarkable life in which music played quite a 

significant part. As a young man he had been a diplomat attached to the Portuguese legation 

at the Congress of Vienna in 1815. While there he had played the harp at an evening’s 

entertainment and earned the approval of the Austrian Emperor.
59

 Harp playing had also 

assisted him when he fell on difficult financial times in Guadalupe, and he also turned to 

piano teaching and tuning at various stages of his life. Three of his published works relate to 

his time in New Zealand. 

The first of these is the North Star, named after a ship of that name that sailed the trade 

routes around New Zealand. The piece was printed in England and three publishers are noted 
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54
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on the cover: Henry Cucksey in Auckland, J. Cucksey in Greenwich and M. Stewart in 

Melbourne.  Henry Cucksey had set up business in Auckland in 1863 as a music instrument 

dealer and music seller, and he was also the publisher of La folle galop, a work composed by 

a Pakeha Maori.
60

 Later advertisements indicate the work was by De Thierry.
61

 Cucksey’s 

relationship with de Thierry is uncertain – de Thierry died in June 1864 and had previously 

tried to make some money selling some of his writings so it is possible he had sold Cucksey 

the rights to two of the pieces.  

The third de Thierry work is his Waitemata polka. This work appears to have been published 

simultaneously in Sydney (where it was printed) and Auckland, where Webb’s Royal 

Harmonium, Piano-forte and Music Hall is recorded as publisher. Its likely publication date 

is May 1862, just a few months after the appearance of Varty’s first two publications, and it 

was still being advertised in the Taranaki Herald in May 1864.
62

 The author Robin Hyde, in 

her research in 1937 for her novel Check to the King based on the life of de Thierry, recounts 

the story of interviewing a woman in Whangaroa who produced a copy. She commented: 

So far as I know, there lies the one and only Baron de Thierry music sheet 

surviving in New Zealand. Waitemata should be quite proud of it, but I don’t 

suppose Waitemata sets much store by the Polka, in these days of jazz.
63
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2.5 Charles Bonnington 1830-1883   

 

Figure 2.7 Charles Bonnington (Used with permission, artist unknown, 188?) 

Violinist, composer, publisher, retailer, pianist, organist, teacher, conductor, accompanist, 

and entrepreneur – these are some of the roles undertaken by Charles Bonnington.
64

 Few will 

have heard the name Bonnington as part of New Zealand’s music history. In fact, if the name 

Bonnington is associated with anything, it is with a distinctively flavoured cold and cough 

remedy called Bonnington’s Irish Moss, the invention of George Bonnington, a chemist and 

younger brother of Charles.  Yet in their time, Charles was as widely known as George and 

this modest man played a significant part in the musical life of the colony. A professional 

musician in a fledgling society, he was required to turn his hand to whatever he could to 

provide a steady income for himself and his family.  

Charles Bonnington’s musical education started in his native Chesterfield in Derbyshire 

where he received training on organ and violin from Tallis Trimnell,
65

 a musician who was 

himself to feature later in the history of New Zealand music. However, what might have 

developed into a conventional career as a church musician in England was altered by the 

emigration of his father to Nelson, as an assisted immigrant in 1849. The rest of the family 

soon followed. The diary of one passenger notes that the tedium of the journey to New 
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Zealand on the Mariner was broken by some “dramatic entertainments” followed by comic 

songs accompanied by Charles on the violin.
66

 

The Bonnington family (including nine children, several of whom were musically talented) 

settled in Richmond, just out of Nelson, where Joseph had purchased some land on which to 

farm. The original cob cottage still remains.
67

 

Bonnington threw himself into the musical life of the settlement.  On 28
 
September 1850, the 

twenty-year-old advertised in the Nelson Examiner that he was available for “instruction on 

the violin, piano, singing in Wilhelm’s class method and dancing” along with piano tuning 

and repairs.
68

 

Within a year he was part of a group which established the Nelson Amateur Musical Society 

and its sister organisation, the Nelson Amateur Dramatic Society. He was organist at the 

local Presbyterian church, and in her memoirs Mrs Elizabeth Caldwell recalled his taking 

part in the first public concert to be held in Nelson.
69

 Bonnington conducted the local 

Volunteer Regiment Band, the primary musical ensemble for formal and informal events in 

Nelson. He also worked as an accompanist to visiting soloists, including at the Nelson 

concert of Ali-Ben Sou Alle and his Turkophone.
70

  

The year after he arrived Bonnington made known his talent in composition. A notice in the 

local paper called attention to his recently published Emmeline polkas (1849?).
71

 Printed in 

London, a number of copies were apparently brought with him for sale in the new country. 

As a sixteen-year-old he had also published another piano piece, the Anna schottische. While 

no copies of this work seem to have survived, an arrangement of it was played by the Nelson 

City Band in 1860 and again in 1861.
72
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It was another three years before Bonnington’s next published work appeared. The 

Georgiana polka for piano was advertised in the Sydney Morning Herald on 23 April 1853.
73

 

In a list of “New Musical Publications” on a Woolcott and Clarke (Sydney) publication, the 

reader was also informed that the work was dedicated to Miss Richmond of Nelson, no doubt 

of the family after which the town of Richmond was named.
74

  

When considering why Bonnington chose to have this work published in Sydney rather than 

Nelson, it is important to remember the conditions existing in Nelson at the time. The 

settlement had been formed little more than ten years earlier, and at the end of 1850 the 

population of the town was 1,297.
75

 Nelson town was little more than a collection of a few 

businesses and houses. Although its first newspaper appeared in 1842, it was very unlikely 

that it had the specialist expertise or resources to print music. At this period trade and 

transport links between New Zealand and Melbourne and Sydney were very strong – stronger 

even than between some New Zealand cities. There is mention of a Mr Bonnington who was 

a passenger on a schooner travelling from Sydney to Nelson in December 1852; it may not be 

too fanciful to imagine that this was Charles returning from Sydney, having reached 

agreement for his music to be published, although there is no further evidence to confirm or 

refute this. The first New Zealand printed music was not to appear for almost another 10 

years. 

An Australian firm was also responsible for publishing Bonnington’s second ‘New Zealand’ 

work. The Australasian galop was produced by Joseph Wilkie’s, one of the leading music 

retailers and publishers in Melbourne. A contemporary advertisement from 1860 also shows 

that it was distributed for sale in Sydney again through the retailer J. R. Clarke
76

 What is 

interesting is that there was evidently no New Zealand advertising of either this work or the 

earlier Georgiana polka. However, copies of the Australasian galop did reach New Zealand 

shores as a copy is included in the music collection of the Kerr-Taylor family of Mt Albert, 

Auckland.
77

 It seems reasonable to suggest that copies were sent to Bonnington in Nelson for 

him to arrange for their sale and distribution in New Zealand. The work reached a wider 

                                                     
73

 “Advertising”, Sydney Morning Herald, 23 April 1853, 1. 
74

 Reproduced in Neidorf, 68. 
75

 John Wilson, Thematic historical overview of Nelson City, (Nelson: Nelson City Council, 2011), 

17. Accessed  http://www.nelsoncitycouncil.co.nz/assets/About-nelson/downloads/1176312-

thematic-historical-overview-of-nelson-city-OCT2011.pdf  
76

 Sydney Morning Herald. 15 December 1860, 8. 
77

 The copy is still held in the Heritage New Zealand collection at Alberton, the home of the Kerr-

Taylor family. 

http://www.nelsoncitycouncil.co.nz/assets/About-nelson/downloads/1176312-thematic-historical-overview-of-nelson-city-OCT2011.pdf
http://www.nelsoncitycouncil.co.nz/assets/About-nelson/downloads/1176312-thematic-historical-overview-of-nelson-city-OCT2011.pdf


  

56  

 

public through performance by the Nelson Volunteers Band. Similarly, the Southern Cross 

schottische, a second Bonnington work included in the Clarke’s advertisement, was 

performed by the Nelson band and later by the band of the 57th Regiment stationed in New 

Plymouth.
78

  

1861 was also the year that Bonnington moved to Christchurch.
79

 Here he quickly established 

himself both as a music teacher and as the owner of a stationer’s shop selling both books and 

music. His skills as a violinist were in demand and he led the first violins in a number of 

Christchurch orchestras and performed as part of a quartet at the opening of the Town Hall.
80

 

In the Southern Provinces Almanac of 1865 he is listed twice – once as leader and conductor 

of the Christchurch Musical Society and once as a bookseller and stationer.
81

 Jane, in his 

study of the development of Christchurch orchestral societies, wrote of the “substantial 

contribution to music-making in Christchurch”
82

 of the Bonnington family.  Bonnington’s 

business grew and his “Music Academy” provided a concert and teaching venue as well as a 

retail outlet for musical instruments and sheet music. It was during this period that 

Bonnington’s most successful composition was published. 

The Southern Alps schottische (1864)  (Figure 2.8) was dedicated to his fellow enthusiast in 

Nelson, William Stanton, co-founder of the Nelson Amateur Musical and Dramatic Societies. 

Its production was a much grander affair than the earlier works, with an impressively 

illustrated and coloured lithographic cover featuring the Hooker Glacier and Mt Cook. Again, 

it was printed in Melbourne, this time by the well-established general printers Troedel, and 

there is evidence of Bonnington travelling between Melbourne and Dunedin in late 1863. 

Stanton advertised its publication in the Nelson papers in November 1864 and from the 

number of copies still remaining it seems to have been well distributed. One keen pianist, 

Lizzie Brooking of New Plymouth, copied it by hand into her manuscript book of music.
83

  

Remembering the small size of the New Zealand market and the characteristics of those who 

may have been interested in buying the music it may be a misnomer to refer to a ‘New 
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Zealand market’ at all, since the practicalities of transportation and spheres of interest meant 

that for most part ‘markets’ were regional rather than national.  The survival of copies of 

Bonnington’s works in Auckland may have more to do with his later residency in that city 

rather than any active distribution of his works to other music retailers. Its inclusion in 

West’s catalogue from Dunedin does show that distribution through other retailers took 

place. The musically literate expected to purchase contemporary light works for performance 

at home as evidenced by the frequent lists of ‘new music’ appearing in the papers. The 

topical nature of the titles, and the fact that they were often advertised without naming the 

composer indicates that many works were perceived as something of short-term, almost 

novelty, value.  

Unlike Bonnington’s previous works, which seem to have disappeared from view soon after 

their publication, the Southern Alps schottische went on to have an extended life, being re-

published on three further occasions. In 1894 the Apollo music album was published by the 

Christchurch music retailer Milner and Thompson. It was a collection of popular, light ‘songs 

and pieces’ by a number of composers and in the second issue Bonnington’s work made a 

reappearance. They also produced a separate edition of the work, no doubt at a relatively 

greater expense since they employed the services of Alfred Concanon, one of the leading 

English lithographic artists of the time, to produce a splendid coloured cover.
84

 

  

Figure 2.8 Bonnington, Southern Alps schottische, 1864 (Howick Historical Village) 
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The printers and publishers W. C. Corrigan of Christchurch also issued a Pianola Music 

Album (1903?), a collection of fourteen short popular works for home pianist and possibly 

intended as a vehicle for advertising the skills of the printers. In this edition Bonnington’s 

work was extensively re-set, the original five page layout being reduced to little more than 

half a page by the use of repeat sections. However, the edition is otherwise faithful to the 

original.  

Why this particular work of Bonnington’s should have proved more long lasting than the 

others is not clear. Like his earlier compositions, it is a relatively slight piece in the form of a 

schottische, that is, “a round dance, like a polka, but slower”.
85

   Along with the waltz, polka, 

galop and quadrille, the schottische was one of the popular dance forms that dominated 

instrumental music in the settler society. A contemporary appraisal of the work reads:  

Of the merits of the composition it reflects the highest credit on its 

author, being not merely an ordinary ball-room measure, but a piece 

of music of exquisite melody, and requiring some considerable 

execution in its performance. At first sight we recognised it as an 

old familiar friend; but on looking further, we find some additional 

and elaborate variations, characterising it as a brilliant pianoforte 

fantasia.
86

 

From the standpoint of almost one hundred and fifty years later this seems a rather generous 

assessment. While pleasant enough, there is nothing particularly outstanding in its form or 

thematic material, nor is there any evidence that it remained popular during the thirty or forty 

years after its first publication. That both compilations were published in Christchurch is 

perhaps relevant – the Bonnington name remained familiar there and Charles contributed 

significantly to the musical life of the city. 

After the publication of the Southern Alps schottische Bonnington concentrated on his roles 

as retailer and violinist. By this stage he had seven children and so the need to provide for his 

family was paramount. Evidence of further compositions includes newspaper references to a 

vocal serenade Stars of the summer night, Mount Cook waltzes for orchestra, a Hannah 
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schottische and an anthem possibly used for Masonic services.
87

 In the late 1860s he seems to 

have abandoned efforts to see his own works in print and made his first appearance as a 

publisher of other people’s compositions. 

The first of these was by William Haydn Flood, mentioned above. As fellow members of 

Christchurch music society Bonnington and Flood would certainly have known each other. 

Bonnington was at one stage the conductor of the Canterbury Volunteer Rifles band and so it 

is perhaps appropriate that his first venture as a music publisher should have been Flood’s 

Canterbury Volunteer galop. The exact date of publication is unknown. From a handwritten 

note on the cover it was clearly published before 1875 but based on the dates Bonnington’s 

business was located in Cashel Street, Christchurch, a more likely date is in the late 1860s.
88

 

The local firm of Doyle and Jackson were the printers. 

Bonnington’s departure from Christchurch in 1869 was much lamented by the local musical 

society, and his influence on violin teaching and playing style in that city is the subject of 

ongoing research by Philip Jane.  Taking over Webb’s music instrument and retail shop in 

Wellesley St, Auckland, Bonnington once again promptly joined the Music Society. It was 

during this period, if his obituary is to be believed, that he gave instruction on the violin to 

the Duke of Edinburgh, Prince Alfred, during the Prince’s extended stay in Auckland in 

1872. Prince Alfred is certainly recorded as having played the violin during his visit, but so 

far no supporting evidence of Bonnington teaching him has been uncovered.  

The Auckland residency was personally distressing for Bonnington with two of his young 

children dying in the space of a few days.
89

 Whether for this reason or others, he moved back 

to Christchurch in 1872 and re-established himself as a retailer and violin teacher. His talent 

as a violinist saw him in much demand and he performed throughout New Zealand.  

However, in 1876 he moved his family to Wellington. The opening of his new ‘Music 

Academy’ in Lambton Quay was heralded with some fanfare in the local papers. The “novel 

and imposing appearance of the shop” and large stock was mentioned.
90

 His performance of 

Beethoven’s violin sonata Op.24 “with splendid execution and great expression” had the 

newspaper reviewer describing him as “being one of the best violinists in New Zealand, if 
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not indeed best of all”.
91

 Again the Musical Society beckoned - it was in this context that he 

would have met Miss Annette Eliza Wilson, sometime pianist of the Wellington Choral 

Society. 

Annette Wilson was another immigrant English musician and will be discussed in more 

detail in Section 3.8. Soon after her arrival in Wellington in 1879 Bonnington published her 

Village mazurka using the same Melbourne printers who had printed his Southern Alps 

schottische.  

In the following year, Bonnington published two further works. The first was the Wairarapa 

waltz (1880) by E. E. Martin. The notice in the paper on this occasion is little more than an 

acknowledgement and the work does not seem to have achieved the popularity predicted for 

it.
92

 The second was the Porangi polka by Angelo Forrest. 

Angelo Forrest had only recently arrived in Wellington. He had been appointed to the 

position of organist at St John’s with a substantial reputation both as organist and composer. 

Forrest and Bonnington had performed together on a number of occasions and moved in the 

same musical circles. 

The Porangi polka, published in 1880, was not intended as a serious work. Indeed it was 

intended as a joke. The cover hints at some story, with its reference to a court case and 

dedication to the Chief Justice. The full story was reported in an Auckland journal, the New 

Zealand Muse.  In short, Forrest was selected for jury duty on a case which appeared to be 

heading for a long duration. He was booked to conduct in a concert at the end of the week 

and appealed to be excused. The appeal was turned down. However, the presentation of 

arguments and deliberation of the jury concluded earlier than expected, giving him one hour 

to get to the concert in time. Forrest wrote the polka in thanks to the judge and jury. The 

Evening Post made mention that while intended as a musical joke the polka was “certain to 

attain high popularity, being sparkling, melodious and not too difficult for the ordinary 

pianist”.
93

 

For unknown reasons, that same year Bonnington decided to uproot his family yet again and 

move to the United States of America. He eventually settled in San Francisco but 
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unfortunately died a mere three years later in 1883 at the age of fifty-three. A fulsome 

obituary appeared in the Nelson paper, commenting on Bonnington’s modesty and regretting 

his “lost life” in relation to music in New Zealand.
94

 Given his family circumstances and the 

nature of New Zealand society at that time, Bonnington could not live exclusively as a 

professional violinist or composer. Throughout his life he turned his hand to a range of 

musical activities, using his own skills and supporting the work of others to make an 

adequate living.  

These few published works are important because they are the first known examples of music 

composed and published that has a clear New Zealand lineage, although they comprise only a 

tiny percentage of the music available to New Zealand residents (Cucksey, for example, 

variously advertised having anything between 6,000 and 40,000 pieces of music available).
95

 

Some of the composers may have been in New Zealand for a relatively short time, and, from 

a stylistic perspective their music could well have been written anywhere, but these 

enthusiastic composers made a real contribution to New Zealand’s social and musical life 

and their works formed the kernel of a developing art.  

In the following decades the number of works published increased substantially as did the 

number and diversity of the people writing the music. This is the focus of the next ‘waltz’ in 

the chain.  
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3 Waltz 2: Composers 

3.1 Overview 

In the period up to 1913, there were over 250 individuals with New Zealand connections 

whose compositions, mostly in the form of songs and light piano music, were published. This 

level of productivity signals strongly that this music served an important function in the 

colonial society. It is also clear from contemporary reporting that early European musician 

settlers wrote many more works than were published.  The act of publishing, it could be 

argued, helped to establish an acceptance, if not an actual expectation, that music could and 

should be locally composed and distributed. A 1894 reviewer of Hill’s Time’s Great 

Monotone commented:  

No country came to any good in anything without original effort. 

It is useless to familiarise our people with the works of the great 

masters, unless the familiarity is going to breed some 

independent enterprise among our people.
1
   

By examining the work of these composers we can learn something of New Zealand’s 

musical culture of the colonial period and of the enterprise of the early New Zealand 

composers.
2
 It will also bring to light the variety of experiences, training and traditions the 

musicians brought with them to living in New Zealand.  

As discussed in Chapter 2, several of the earliest colonial composers were bandmasters, 

temporarily in New Zealand with various British regiments. Alongside them local residents 

began to make their compositions available to a wider public through publication.  Typically, 

these were piano settings of dance forms or songs written by music teachers, music retailers, 

organists and choirmasters in response to a particular event or as light entertainment. As time 

progressed those who were drawn not just to write music but to have it published included  

school teachers (for example, John Rudall and Alexander Wylie), clergymen (William 

Marten, Arthur Purchas and Anson Cato), a bicycle repairer (Louis Benzoni), furrier 
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(Adolphe Weniger), theatre manager (Salvatore Cimino), journalist (Frederic Bond) and 

architect (Milton Varnham). 

Most were overseas-born and trained. In many cases the reasons for their immigration to 

New Zealand can only be speculated upon, but there are some common threads. Ill health 

was identified by some as their rationale (Tallis Trimnell, Arthur Boult, John McDougall and 

both Maughan and Neville Barnett for example) and economic advantage was clearly another 

reason. William Haydn Flood was one who left a secure position as organist at St Mary’s 

Redcliffe, Bristol, to try his luck in New Zealand, possibly triggered by the death of his wife.   

Some of the musicians arrived as members of touring companies or for special events and 

stayed either for a few years or permanently. Into this category fall Rafaello Squarise, James 

Schott, David Cope, William Spiller, Sydney Wolf and Frederick Leech.
3
 

As the decades progressed more of these composers were New Zealand born. Some received 

formal musical education both here and abroad, and others had a fairly rudimentary music 

education. In newspapers and the entries in the Cyclopedia of New Zealand musicians set out 

their credentials to prospective pupils including emphasising their musical lineage, especially 

where that lineage included British musicians whose reputation may have reached New 

Zealand shores or links to German conservatoria with their high international standing. For 

example Hugh Forrest and Annette Wilson were both at one time pupils of Sir Charles Hallé, 

and James May claimed to be a pupil of Moscheles and Vallis was a pupil of Stainer.
4
 Some 

travelled ‘home’ to Great Britain or further afield to Europe to undertake advanced studies, 

something which reinforced the compositional traditions already in place. As well as Hill and 

Sydney Hoben studying in Leipzig,
5
 Ernest Empson went to Frankfurt

6
 and Horace Hunt to 

Berlin.
7
 Beatrice Atkinson (Amohia)

8
, Victor Booth, Frank Hutchens, Adela Medley, George 

Moore and Isabella Stone are among those who went to London.
9
 Most of these individuals 
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returned to New Zealand and added to the repertoire of locally composed and published 

music. 

Of those not born in New Zealand most originated from Great Britain although a number 

came from European countries. Those from Italy included Salvatore Cimino, Antonio 

Vannini and Rafaello Squarise; from Germany or Austria were Paul Sonderhof, Carl 

Schmidt, Carl Zimmerman, and Johann Pfeifer; Guillaume Paque’s family came from 

Belgium via London; and Cailliau from France via New Caledonia. There were those who 

implied a more exotic background than they were entitled to, such as Maurice Leon-Driver 

who, in a French accent, claimed to be a pupil of Liszt but was in fact from Thames, 

Coromandel.
10

  Leo Carri’s deceits and lifestyle were such that his descendants stated “we 

would rather forget him”.
11

   

In 1870 Charles S. Thomas (of European ethnicity) was credited with producing the first 

published composition by a “native of New Zealand”,  meaning at that time someone born in 

New Zealand, neatly ignoring the song Whalers of the deep deep sea attributed to Te Heu 

Heu and published in London in 1857.
12

 Other Māori writers of songs published during this 

period included Fanny Howie, who performed as Princess Te Rangi Pai, and Wherahiko 

Rawei, the evangelist/travelling entertainer.
13

 It is interesting to note that it was 1887 before 

the phrase “New Zealand composer” appeared in the newspaper
14

 rather than the more 

generic ‘colonial composer’ used in the early 1870s, and these terms were to be in concurrent 

use for the next two decades.
15

  The idea of New Zealand-based musicians adding to the 

corpus of compositions available for performance and enjoyment was clearly not to be 

dismissed but rather demonstrated a burgeoning confidence of musical identity and 

capability. By 1895 the Christchurch Exhibition committee discussed a concert programme 
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consisting only of New Zealand composers
16

 and by 1911, there was some disquiet about the 

inclusion of a work by the English composer Frederick Cowen in the New Zealand concert of 

the Festival of Empire when there were a number of New Zealand composers whose works 

might have been included (in the end, the Adagio from Hill’s Maori Symphony was 

performed, along with two movements from the London-based but Wellington-born Arnold 

Trowell’s Cello Concerto).
17

 

While the majority of these composers were men, it is not correct to say that the voices of 

women composers were entirely silent. Alice Rowley and Ethel Wright will be discussed in 

more detail later, but Harriet Barlow’s 1858 New Zealand polka was one of the earliest New 

Zealand works.
18

 Amelia Lelievre-Lee, Mary Richmond, Jane Morison, Adela Medley, 

Madame Perichon and Isabella Stone all wrote and had published a number of pieces, some 

of which had a wide distribution. Medley was even suggested as one whose work could well 

have been performed at the Festival of Empire.
19

 Others contributed only one or two 

published works; Henriette Brabazon, Harriet Coupland, Minnie Hawkins and Beatrice 

Radford are amongst this company of women composers. Again, many were music teachers 

by profession, with some being religious sisters, performers, entrepreneurs and homemakers.  

Given the range of personalities and backgrounds it is hardly surprising that they were not 

always all law abiding. As this period covers the time of the long depression it may have 

been expected that a number were forced into bankruptcy, a sign of the hard times musicians 

faced during this period (Flood, Leonard Wilson, Martin Swallow and Charles Sykes).
20

 

However, there were also those convicted of not providing for their families (Flood again, 

along with Schott and Francis von Lubbe) and repeated drunkenness (Denis Quill and Clara 

Algar).
21

 Coupland was convicted of fortune telling, Bonnington of obstructing the footpath, 

and more seriously, Joseph Adgar of indecent assault.
22
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While Hill may be the most recognised composer of this period he had contemporaries who 

made notable impacts on New Zealand’s settler musical society. In the following section, a 

series of short profiles of some exemplar composers is presented. These composers each had 

a body of work published and illustrate a range of New Zealand colonial musicians with their 

varied backgrounds and traditions.  

3.2 Maughan Barnett 1867-1938 

 

Figure 3.1 John Maughan Barnett. (S P Andrew Ltd :Portrait negatives. Ref: 1/1-013492-G. Alexander 

Turnbull Library, Wellington, New Zealand. http://natlib.govt.nz/records/22719868 )  

John (Jack) Maughan Barnett (Figure 3.1) was without doubt one of the leading figures in 

late nineteenth-century and early twentieth-century music in New Zealand, especially in 

Wellington and Auckland. 

His first place of residence in New Zealand was in Napier (1893), where he took up the 

position of organist at the cathedral after spending a few years in Tasmania. Educated at the 

Crystal Palace School of Music, his professional career as an organist had started at the 

Church of King Charles the Martyr, Tunbridge Wells, and it was this musical tradition he 

brought with him and maintained. Ill-health provided the impetus for him to look to 
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Australasia for his future, and he remained domiciled in New Zealand from 1893 until his 

death in 1937.
23

 

Unlike his contemporary Alfred Hill, Barnett was primarily a performer (notably piano and 

organ) and teacher, who also composed a number of works for a variety of occasions and in 

various instrumentations. Even before emigrating he had published a number of songs, 

including the part-song It was Earl Haldane’s daughter (1886), and while in Tasmania he 

published further works such as the Serenade for piano (1892), and the Chanson sans 

paroles for piano (1892). 

Once in New Zealand Barnett was soon attracted to the role of organist at St John’s 

Presbyterian Church, Willis St, Wellington, becoming Wellington’s first City Organist in 

1908. He moved to Auckland in 1912, where he remained until 1932. He was active with 

various groups, including being President of the Society of Musicians and was for many 

years conductor of the Wellington Choral Society, conducting the first New Zealand 

performance of Elgar’s Dream of Gerontius in 1910.
24

 

Barnett was also a supporter of other New Zealand musicians. In his organ concert 

programme for 7 August 1909 he included the Triumph: Fantasia by Laurence Watkins.
25

 

The 1896 Wellington Exhibition concert which introduced Hill’s Hinemoa to the public also 

included an unpublished Concert overture by Barnett himself, along with Robert Parker’s 

choral setting of Psalm 8, and Tallis Trimnell’s anthem  The Earth is the Lord’s, and the 

fullness thereof: surely one of the first occasions of an all-New-Zealand-resident-composers 

programme.
26

 

Most of Barnett’s compositions during this period were published in England and were 

mainly piano works. The exception were his early New Zealand songs Gondola song and 

When all the world is young published in Wellington by Frederick Jones, and his two Odes 

(for the 1900 Christchurch Exhibition, and the opening of the Wellington Town Hall in 

1901), larger scale works requiring a combination of choral and orchestra forces (vocal 
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scores only published). The advantages of using an English publisher included the possibility 

of wider distribution and notice in the musical press. For example, Wilcock’s edition of 

Barnett’s Valse caprice is included in Lloyd’s Weekly Newspaper
27

 column of new music and 

his Albumblatt and Reigen were very briefly reviewed in the Musical Times in 1896.
28

 

Barnett’s method for the piano was also published in England. Barnett produced two versions 

of some works, including his Berceuse, which was published in editions for piano and organ. 

His Funeral march was published in 1910 for piano, but was also performed by Barnett at his 

regular organ concerts, recognising at a practical level that more people were likely to 

purchase a piano arrangement than one for the organ.  

Barnett regularly performed his own works and at one piano recital in Wellington on 8 May 

1897 he included ten of his own compositions (nine of which had been published).
29

 He also 

performed a number of his organ works on his frequent concert visits to other centres, 

including Berceuse and Remembrance. A listing of the works he included in his Wellington 

Town Hall organ recitals from 1906 to 1910 includes eight of his own works, only one of 

which was published for organ.
30

 But his works also had other champions. Jan Cherniavsky, 

the pianist of the Cherniavsky Trio, performed Barnett’s Valse as an encore item while on 

tour in Australia in 1909.
31

  

It is possible that some of Barnett’s piano works were written with his numerous pupils in 

mind. The Shadow dance and A Spanish dance are not difficult and captured the fashion for 

short pieces hinting at exotic locations. His Impromptu is an attractive work in which he 

demonstrates the skill of writing something that sounds more difficult than it is.
32

 The 

broken-chord figures supporting the melody fit well beneath the hand, and the work sounds 

highly effective, requiring a secure but not concert-level technique. As Heenen aptly 

comments: “Barnett’s most successful works, while seldom innovative in style, demonstrate 
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the instrumental mastery and accomplished musicianship for which all his musical 

involvement was noted”.
33

 

Known unpublished works during this period include the Song of Empire (1897) for solo 

bass, chorus and orchestra, a concert overture in E minor (1897), Valse lente, Village festival, 

Marionette march and Gavotte, and one movement of a Toy symphony (the other two 

movements being written by Hunt and Watkins)
34

, Variations on a Christmas hymn 

(Mendelssohn) for organ, Fantasie on national airs for organ (written for the opening recital 

of the Wellington Town Hall organ, 1906), and a chorus Aotearoa (1904). A much wider 

range of works was composed through his lifetime, including a concerto for piano and 

orchestra, piano trios, school songs, an ANZAC anthem for unison voice and piano, works 

for carillon and organ and some braille editions of his piano works. 

 

3.3 Alfred Hill 1870-1960 

  

Figure 3.2 Alfred Hill, 1896  (UA). 

Any discussion of New Zealand’s published music from 1850-1913 must acknowledge the 

pre-eminant importance of Alfred Hill (Figure 3.2) for the quantity of music he produced,  

the range and complexity of forms and musical expression encountered in his works, the 

larger-scale works produced, the frequency of their public performance and his reference to 

or use of aspects of Māori waiata and tikanga. Of particular interest to this study are those 
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works which were published from 1885-1913, most often contemporary with their 

composition and initial public performance. 

Hill’s life and work have been the subject of several substantial studies that have been 

referred to earlier in this thesis. He was born in Melbourne in 1869 and arrived in New 

Zealand in 1872, when his father, an amateur violinist and professional hat maker, moved to 

Wellington. Hill’s siblings were also musically talented, Hill himself playing the violin and 

cornet in their family group and other ensembles. His musical talent was recognised, and he 

and his brother John were sent in 1887 to study at the Leipzig Royal Conservatorium of 

Music. Returning to New Zealand in 1891, he immersed himself in a wide range of musical 

activities. After joining the 1897 Musin ensemble tour of New Zealand he settled in Sydney, 

continuing to cross the Tasman frequently over the next fourteen years as various 

opportunities arose.  

Such a trans-Tasman life makes it somewhat difficult to separate what might be categorised 

as Hill’s ‘New Zealand’ works from his ‘Australian’. Some have a clear reference to New 

Zealand or more specifically, Māori culture and others were published in New Zealand: this 

subset will be focussed on here, recognising that some Australian published works may well 

have been written in New Zealand and vice versa. Given the close relationship that existed in 

the trans-Tasman musical world at the time it must be questioned whether Hill saw much 

difference between the New Zealand and Australian market – Hinemoa was produced for 

audiences on both sides of the Tasman in close succession. Certainly his Boer War patriotic 

song The Empire’s call, although published in Sydney, was promoted and performed in New 

Zealand.
35

 

While in Leipzig a number of other songs were published by the Leipzig music publisher 

Constantin Wild. Those which have been examined also bear the imprint of New Zealand 

and Australian music retailers/publishers. Slumber Song includes Reichardt (Wellington), 

Paling (Sydney) and Allan (Melbourne). In addition, Wild published the first of his 

instrumental works, including the Scotch Sonata for violin and piano, and Albumblatt for 

cello or violin and piano. These editions do not appear to have been widely circulated in New 

Zealand.   
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 See, for example, “Patriotic concert”, Marlborough Express, 15 February 1900,  4. 
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Hill’s output during this period can be broken down into three categories. First, single songs 

for domestic or variety concert consumption; secondly, works connected to his stage 

productions or commissions; and thirdly, instrumental works. 

Individual songs. Many of his locally published works were individual songs. Frederick 

Jones, a local music retailer and aspiring composer himself, was the publisher of several of 

Hill’s earliest songs.
 36

  

My fairest child was first published in Wellington in 1895, with a later edition in 1908.
37

 It 

exhibits many of the characteristics of a typical drawing-room ballad, although it is through-

composed rather than in the more typical strophic form. The words are by Charles Kingsley, 

that is, an English rather than New Zealand author.  Sung in the 1895 season by John Prouse 

and A. H. Gee,
38

 it had been performed within a year in Wellington, Christchurch, Napier, 

Auckland, Blenheim and London. Prouse performed Hill’s song as part of his concerts as far 

afield as Vancouver, and Ada Crossley also added it to her repertoire.
39

 The harmonisation is 

certainly richer and more varied than many of its contemporaries and the accompaniment 

does not merely reinforce the melody but provides a more independent and complex support 

that enlivens the texture. Ad libitum parts for organ and violin are also included. 

Hill’s best-known song is Waiata poi.
40

 Shieff describes Waiata poi as the epitome of a 

drawing-room song.
41

 Technically accessible for singer and accompanist, it combines 

English and Māori language and rhythmic patterns that have been described as representing 

the movement of the poi.  Shieff and Lam both refer to comments made by Hill in which he 

recognises the potential value of including a novel element in his work, that is, the Māori 

element. Cross related Hill saying, “Here’s something novel.  If  I  can’t  make  a  success  

any  other  way,  I  might  be developing this idea of Maori music”,  although she tempers 

Hill’s comment by suggesting there may have been some self-editing of memories over 

time.
42

 An interview with Hill from 1913 indicates it was the rhythmic elements of Māori 

                                                     
36

 Jones and Hill performed together in Wellington. 
37

 The score is included in Appendix C, and a recording in Appendix D on the accompanying CD. 
38

 “Miss Fisher’s concert”, EP, 3 May 1895, 2; EP, 17 June 1895, 3. 
39

 “Ada Crossley concerts”, NZH, 12 February 1909, 10. 
40

 See Cross, “The forgotten soundtrack of Maoriland”, for a more detailed examination of the 

Maoriland aspects of the song. 
41

 Shieff, “Magpies”, 23-24. 
42

 Cross, “The forgotten soundtrack of Maoriland”, 16 and 4. 
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music which particularly attracted him rather than the melodic.
43

 Waiata poi (1907) was first 

published by John McIndoe in Dunedin, and it is unlikely to be a coincidence that McIndoe 

was Hill’s brother-in-law, husband of his artist sister Mabel.
44

 The song was immediately 

popular. McIndoe’s printed twenty-six editions, and the song was re-issued by Chappell in 

1908. Other individual songs which had an explicit Māori connection include Tangi, Maori 

canoe and Home, little Maori, home, with the referencing of Māori elements reducing 

considerably after his settling in Sydney. 

Theatrical and concert works. Some of his songs were included in theatrical productions: 

When I am dead was orchestrated and played in Australian productions of The Notorious Mrs 

Ebb-Smith. From contemporary evidence, the song was clearly performed and known before 

this date so theatrical performance seems unlikely to have been the primary motivation.  

McCredie defined the first stage of Hill’s creativity as focussed on the theatre.
45

  While the 

libretto of Hill’s earlier work, Hinemoa (1896) had been published in its year of production, 

neither the score nor any of the individual songs from it were made available in print for 

some years.
46

 Similarly, nothing was to emerge from Tapu. However, in 1905-1906 the 

Auckland publisher Eady did produce editions of songs from Hill’s highly successful 

operetta The Moorish maid which had had productions in both Australia and New Zealand. 

These songs were A brigand am I and Loverland. 

Hill also wrote for specific choirs and occasions. In a surviving letter to the Secretary of the 

Auckland Liedertafel Choir, Hill dedicates the hunting song Hounds across the seas to the 

choir in thanks for services rendered to him by members of the choir in the production of 

Hinemoa. The work was reproduced for use by the choir but apparently not for wider 

distribution.
47

 The choral work for which Hill is most remembered from this period and 

which was published for general distribution is his Commemorative ode. The 

Commemorative ode was written for the New Zealand and International Exhibition in 
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 “Maori music”, NZH, 9 September 1913, 8. 
44

 Shieff, “Magpies”, 9, states that Waiata Poi was first published by McIndoe in 1904. However, 

in the absence of any other supporting information, the advertisement describing it as “just printed 

and published for the author by John McIndoe” under the heading “New music” in the Evening Star 

16 September 1907, 7, has been taken as the date of the first published edition.  
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 Andrew McCredie, “Hill, Alfred Francis (1869-1960)”,  Australian Dictionary of Biography, 

National Centre of Biography, Australian National University, http://adb.anu.edu.au/biography/hill-

alfred-francis-6667/text11495, published first in hardcopy 1983, accessed 1 January 2017. 
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 The vocal score was published by Allan’s, Melbourne, in 1935 and Hinemoa’s song in 1936.  
47

 Letter, 6 March, 1897, S. J. Harbutt papers, NZMS 1868. Auckland Libraries. Sir George Grey 

Special Collections. 
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Christchurch in 1905. With words by Johannes Andersen, it called for large forces, namely 

orchestra (including two harps), four soloists and choir, and its reception was very positive. 

The baritone solo third movement includes the tempo indication “In the time of the ‘Haka’”, 

demonstrating Hill’s interest in incorporating elements or references to Māori music in his 

works, and particularly significantly in this work, providing some acknowledgement of the 

prior existence of Māori in New Zealand (see also pages 126-127 for further discussion of 

this work. 

A vocal score was produced and printed by the Lyttleton Times. It is uncertain whether they 

thought there might have been further performances which would require the availability of 

the score, or that those who had attended might like a ‘souvenir’ of the occasion. For 

whatever reason, a standard vocal score was published and distributed for sale.  

 

Instrumental works. Falling right at the end of the period under discussion was the 

publication of Hill’s first two string quartets. Although completed in 1896 (and thus shortly 

after the completion of Hinemoa), the works were not published until 1913.  Having clear 

references to New Zealand (the first is subtitled the “Maori” and the second given the 

description A Maori legend in four scenes), the works may be considered the first New 

Zealand instrumental ‘art’ music of any substance published.
48

 Their publication was barely 

noticed by the New Zealand press. Hill at this stage was resident in Australia and the works 

were published by Breitkopf und Härtel’s London branch. 

Hill wrote many more works during this period, both light music and also substantial works 

such as his Maori Symphony (also 1896). However, it is notable that the published works 

were the ones which appealed to the amateur performer for domestic or light entertainment 

and variety concerts, arguably targeted at the colonial music public. The larger works, 

although not published, speak to Hill’s personal ambition as a composer and his desire to 

create a more sophisticated musical environment in the colony.   
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 For an analysis of the second quartet, see Lam.  
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3.4  Walter Impett 1868-1952 

   

Figure 3.3 Walter Impett (The Triad, 2 November, 1896, AL) 

Born in 1868 in England, Walter Impett (Figure 3.3) arrived in New Zealand as a child. He 

was educated in Auckland and became a piano teacher with a long-standing role as church 

organist at St James Presbyterian Church in Auckland for over 40 years. 

Impett’s published works are predominantly pieces for solo piano. In the year before his 

move to Wanganui in 1895 two of Impett’s works, Echos de nuits (Figure 3.4) and The 

Chimes gavotte (Figure 3.5), were first published.
49

 

The first of these to be published was the Echos de nuit (1894). Performed by Eady’s 

orchestra during the Brough-Boucicault season at the Opera House in Auckland, the work is 

in the form of a waltz.
50

 The work was distributed both by Wright (the printer) and the 

composer and was described as a “complete change from the sing-song affairs with which we 

are too familiar”.
51

 His consideration for the capabilities of pupils at the intermediate level is 

demonstrated in the way in which the waltz’s supporting bass pattern is written, eliminating 

the need for the pianist to judge leaps in the bass. The easy arrangement, without the use of 

octaves in the bass line, makes the work more manageable for the less assured pianist. 

In 1911 Eady’s published a second edition. Comparison of the two editions shows some 

reworking:   

                                                     
49

 Impett was to spend 10 years in Wanganui before returning to Auckland. While there he 

developed close ties with the musical community of Wellington and on a number of occasions 

hosted the very young Alfred Hill and his brother John at some of his recitals, as well as performing 

works by Barnett. He was also very involved in encouraging choral music, being one of the 

instigators for the foundation of the Wanganui Liedertafel. 
50

 NZH, 6 January 1894, 4. 
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 Bay of Plenty Times, 2 March 1894, 7. 



  

75  

 

 a change to the time signature of the introduction from 3/4 to 4/4  

 replacement of the thematic material of the introduction 

 a much-reduced coda and  

 the complete replacement of the linking phrase between the introduction and first 
waltz 

 

In addition, there are a number of smaller changes including providing a fuller harmony for 

some chords, a change to some of the supporting harmonies, and the provision of a more 

decorated bass line. What these changes seem to indicate is a greater degree of confidence in 

the writing by the time of the second edition with its more sophisticated harmonic language.  

  

Figure 3.4 Impett, Echos de Nuit, 1894  (NLA) 

The work that Impett would remain best known for is his Chimes (Figure 3.5), described at 

different times as a Gavotte Humoresque or an Intermezzo (the name change perhaps 

reflecting the musical fashion of the time.) It was first issued as a free supplement to the 17 

November 1894 issue of the New Zealand Graphic when Impett was starting to make a name 

for himself as a music teacher and performer. The piece was inspired by the installation of 

the new clock and chimes in the Auckland Municipal Building (Town Hall) and incorporated 

the chimes into the short work in A major.  
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As well as the piano edition, Impett arranged the work for string quintet, and it was 

performed by orchestra at his second Annual Concert in December 1894.
52

 It was also later 

republished several times between 1895 and 1910, with Eady publishing one edition and 

Impett the fourth edition.  

 

  

Advertisement in The Triad, 1896 (AL)   4th edition  (NLA) 

Figure 3.5  Impett, The Chimes. 

 

As a professional music teacher Impett would likely have been pleased by the comment in 

the advertisement for Eady’s second edition of the work which announced that it had been 

adopted for teaching purposes.
53

  It cannot be discounted, however, that Impett himself 

provided or suggested the wording for the advertisement since Eady and Impett were well 

acquainted. 
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 “Local and general”, Wanganui Chronicle, 31 July 1900, 2. 
53

 AS, 20 March, 1895, 7. 
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Also surely written with the piano pupil in mind is Impett’s Night patrol.
54

 The march is 

tuneful yet simple, descriptive in its references to bugle calls and in its depiction of the night 

patrol arriving then passing into the night. It does, however, call for a secure left-hand 

technique for the bass octave work in the middle section which might have proved awkward 

for some pianists. 

In addition to his work as a music teacher and organist Impett was also a long-standing music 

critic at the New Zealand Herald and presented lectures both in person and also using the 

medium of radio.
55

 It is Impett who provided the title for this thesis: his Echoes de nuit was 

“dedicated to the colonial music-loving public”. Impett’s audience, as for most of these 

composers, was a local New Zealand audience. He had no greater expectations for the works 

– they served a local purpose informed by the traditions brought and perpetuated in the 

colonial setting. 

3.5 James Henry Phillpot 1861-1934 

  

Figure 3.6 James Phillpot. (NZH, 14 December 1937, 15) 

James Henry Phillpot (Figure 3.6) arrived in New Zealand in 1884 at the age of 23, having 

been organist at the Methodist church in Stockton-on-Tees, England.
56

  His most significant 

appointments in Auckland were as organist at St Paul’s and then from 1905 to 1937 at St 

Matthew’s. Like his contemporary Walter Impett, he was also a piano and singing teacher, 

conductor and music educator. 
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 The score is included in Appendix C, and a recording in Appendix D on the accompanying CD. 
55

 “Matters musical”, Northern Advocate, 16 January 1923, 5. 
56

 “Obituary”, EP, 15 December, 1937, 11. 
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Phillpot received some formal training at the Auckland University College, studying 

composition under Carl Schmitt and winning both the Junior and Senior Onslow medals for 

the top non-matriculated student.   

Phillpot’s published works were mostly in two categories: either associated with particular 

contemporary events such as the birthday of Sir George Grey, the Boer War, a rugby game 

and the death of Queen Victoria, or religious works written for performance in services or 

concerts.
57

 As well as the fourteen published works from this period there is evidence in 

newspaper coverage of a further thirty-five unpublished compositions which were performed 

locally. 

Using conventional musical language Phillpot showed a good level of technical 

understanding and competence. Recognising the limitations of his prospective performers 

(usually amateur church choirs) his choral works tend to be predominantly homophonic in 

style. Many were performed in services at St Matthew’s, but also at Liedertafel, Old 

Colonists’ and other local concerts and several anthems were published as part of the Wickins 

Church Music Series. Phillpot would have been personally acquainted with many of his 

performers, and wrote for them tuneful but not overly demanding music. For example, in his 

anthem Vesper bells (Figure 3.7), the final section evokes bell ringing and the writing is very 

approachable for an amateur church choir.
58

 The chorus is certainly where the musical 

interest in the piece lies.   

                                                     
57

 See Appendix A for a listing of Phillpot’s works. 
58

 The score is reproduced in Appendix C. 
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Figure 3.7 Phillpot, Vesper bells: four-part song, 1912? 

Phillpot wrote a broader range of compositions than might be supposed from his published 

output. He wrote two musical comedies for local societies, some small orchestral works, a 

number of pieces for the organ which he performed throughout his life, a large-scale choral 

work Excelsior, and the work for which he was perhaps best known during his lifetime, his 

cantata The Ascension, first performed at St Paul’s Church in 1902
59

 and then at St 

Matthew’s almost every year from 1905 for over thirty years. 

The work includes the normal mixture of recitatives and arias, chorales and choruses. Only 

the chorus and ensemble parts seem to have been published, possibly just for distribution 

amongst the choir. Consisting of seventeen very short movements, the Cantata was written to 

replace the sermon in the Ascension Day service and so needed to be relatively brief. Some 

of the arias were also performed on other occasions both liturgical and secular. The final 

Hallelujah, Amen chorus shows an understanding of fugal entries, although at thirty-five bars 
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 “Ecclesiastical”, AS, 8 May 1902, 8. 
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the movement is too short to afford Phillpot much scope to demonstrate his contrapuntal 

prowess. 

Phillpot’s activity as a composer was undoubtedly an adjunct to his work as choirmaster, 

church and masonic organist, itinerant conductor and one of the leading teachers in Auckland 

at the time. The volume of his work and its repeated performance lead to the conclusion that 

it was well-received and a welcome addition to the repertoire available. He brought with him 

his traditions as a church organist and no doubt his training in Auckland reinforced a style 

familiar to his performers and audience.
60

 

3.6 Richard Henry Rossiter 1871-1936 

   

Figure 3.8. Richard Henry Rossiter (CNZ, Canterbury Provincial District, 232) 

Christchurch was the base for Richard Henry Rossiter (Figure 3.8), more frequently referred 

to as Harry. Rossiter’s background and musical life was a little different from Phillpot’s. 

New Zealand born (in Lyttleton in 1871), he studied music with private teachers in 

Christchurch and Dunedin including Henry Towle, Arthur Towsey and Arthur Barth. From 

an early age he was composing works for performance in the local Catholic parishes and was, 

for a while, a member of the choir of St Joseph’s Cathedral, Dunedin.  

Rossiter was only twenty when he wrote what was to become his best-known piece, the 

Onslow waltz (1890). The piano piece was dedicated to the Countess of Onslow, wife of the 

then Governor of New Zealand, and contemporary reviewers noted “bright and pleasing 
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 Although outside the period under discussion it would be remiss not to mention Phillpot’s other 

work for which he has received longer recognition. There is a general acceptance that under the 

transliterated name Hemi Piripata he was responsible for arranging several collections of Famous 

Maori songs which were published first by Eady’s and later by Begg’s.  
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melodies are combined with good harmonies throughout, and which is never monotonous”.
61 

Rossiter himself promoted the work, playing it at a number of concerts, but there are also 

recorded instances of the work being performed as far afield as Auckland.
62

 Its popularity as 

a piece of dance music must have been widespread enough to persuade both the Dresden 

Pianoforte Company to produce its 1890 edition, and Reynolds of London its 1904 edition.
63

 

Rossiter was offered £550 by Reynolds for the work or a percentage of the royalties. He 

chose the latter
64

 and 3,000 copies were reported sold “in the colonies”.
65

 Changes were 

made in the Reynolds edition, for example the removal of a keyboard flourish at the end of 

the introduction. The waltz set is also somewhat unusual in that the first waltz features the 

melody in the tenor, an effect which was usually reserved for a later waltz in a set. 

Rossiter’s Barn dance (1892) was picked up by the London publisher Wickins for inclusion 

in their widely distributed Pianoforte Literature series (no. 404), and his recitative and aria 

Zealandia was published both as an individual item (1905) and included in the music 

collection the Apollo Magazine.  Other songs followed, including his well-received Our 

cycling song (1896), and the two piano works, Poppies and Vanora (both 1906), were praised 

for being the sort of pieces that music teachers were always on the lookout for.
66

 

The soprano Mademoiselle Antonia Dolores performed Rossiter’s setting of O salutaris 

hostia while touring New Zealand and advised him to have it published.
67

 Simply set, the 

piano accompaniment moves with the vocal line for much of the time. Also mentioned in 

reports but not published were settings of the Mass, an Ave Maria and a Benediction.
68

 

Despite having over a dozen works published within the space of sixteen years Rossiter’s 

output seems to have slowed, if not stopped, after 1906. Rossiter was employed in Milner 

and Thompson’s then Begg’s Christchurch stores and was a frequent conductor of a dance 

orchestra and ad hoc concerts. It may have been that these activities, along with his 

involvement in the Catholic church, took up all his available time.  Both Rossiter and 
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 ODT, 1 July 1890, 2. 
62

 “Amusements”, AS, 5 September 1891, 8. 
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 The score is included in Appendix C, and a recording in Appendix D on the accompanying CD. 
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 ES, 9 March 1904, 8. 
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Phillpot wrote music which supplemented and supported their other musical activities, that is, 

choral works featured strongly in Phillpot’s writings while the entertainment world was a 

greater influence on Rossiter. 

3.7 Alice May Rowley 1870-1940 

  

Figure 3.9 Alice May Rowley (CNZ. Christchurch Provincial District, 821) 

Alice Rowley (Figure 3.9) was born in the same year as Rossiter and also grew up in 

Christchurch.
69

 Frequently mentioned as being the first woman to have been awarded a 

Bachelor of Music in New Zealand she was, in fact, one of the first two graduates of that 

degree.70 From her early education at Christchurch Girls’ High School her talent as a 

composer and pianist was recognised, and she appears to have developed an ambition to be 

recognised as a composer. One of her earliest published works was her Hinemoa: morceau 

for piano, written some seven years before Hill’s opera. Descriptive in style, it depicts the 

arrival of Governor Grey and the legend as told to him. It was written before she started her 

University studies and although interesting conceptually in its depiction of a Māori legend, it 

is, for the most part, relentlessly diatonic and not greatly compelling musically.  

Rowley’s aspirations to establish a profile as a composer and the challenges she faced give us 

some understanding of the difficulties that would have been common to many colonial 

composers. Rowley had family connections to Sir George Grey and in one letter to him she 

expressed her desire to have Hinemoa published. Grey offered and indeed did pay for the 
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 See Judith May, "Alice Mackay Mus. Bac.", Music in New Zealand, Autumn, (1994): 35-37 for 

more biographical details. 
70

 Rowley graduated in 1900. The other was Laurence Watkins. The English examiners for 

Rowley’s cantata Prayer and praise included Sir John Stainer. 
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publication as encouragement for her. In a further 1891 letter she wrote of the ongoing 

difficulties she was having getting her work published:  

I can get none of the publishers at home to accept my music, I do 

not think they take the trouble to look at it. … I want the 

publishers to purchase the copyrights, as it is then to their interests 

to push the sale. 

A leading professional told me that if I failed in every other 

branch, I could make a good living by writing dance music, and 

having become popular in this way, that I might eventually find a 

sale for higher work”.
71

 

Rowley chose not to take this advice. In common with Phillpot she compiled an extensive 

catalogue of music composed but not published and in her case the repertoire is weighted 

towards solo songs, a form that was recognised as acceptable for a woman composer.72
 She 

set a number of New Zealand poets, among them her later sister-in-law, the renowned poet 

Jessie Mackay, along with Johannes Anderson and Arthur Adams.  While she was obliged to 

pay for the publication of some songs including her Song of the rose, its popularity was such 

that the publisher agreed to cover the costs of a second printing.
73

 

Among her later songs of this period is the nostalgic Homeward bound, a setting of words 

first published in the Sydney Bulletin.
74

 This is a sea song, the text describing the sailor’s 

excitement at the thought of returning home after a period away. Most likely written with a 

male voice in mind, the song is in E flat major and is in a simple strophic form. Bright and 

energetic and featuring a persistent dotted rhythm in the vocal part, the song has a strong 

sense of being a Scottish melody, perhaps to create a sense of where ‘home’ may have been 

for the sailor.  

One of the additional challenges in following the career of Alice Rowley is that her music is 

published under a variety of names. Born Alice Rowley she married Donald Maclean in 

1882. After his death she married John Forrester, and then finally William Mackay.  Rowley 

herself died in 1940. Her ongoing involvement in a number of musical societies in the South 

Canterbury area as pianist and sometime lecturer and her role as mother may have taken 

                                                     
71

 Letter from Alice Rowley to Governor Sir George Grey, GLNZ M14.1. Auckland Libraries, Sir 
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precedence over her desire to create a high profile as a composer. The evidence of her 

remaining papers does, however, show an on-going drive to compose.
75

 

3.8 Annette Eliza Wilson 1835-1902 

Annette Eliza Wilson arrived in New Zealand in the late 1870s. Already a published 

composer at the time she emigrated, she composed and had published a number of works 

while earning her livelihood as a piano teacher and performer. 

Wilson came from a family where music was part of the everyday fabric of life. Her father, 

Marmaduke Charles Wilson, was a “Professor of Music” in Westminster, London who 

moved in recognised musical circles and published at least twenty compositions for the 

piano.
76

 Annette’s maternal grandparents were Robert Elliston, an actor playwright, singer, 

and theatrical manager and his wife, Elizabeth, nee Rundall, a dance teacher who wrote the 

music for some of his productions.
77

 

It is possible that a relation had earlier emigrated to Sydney as a musician. Marmaduke 

Henry Wilson was active there in the late 1850s, but he does not appear to have been a 

brother or uncle.
78

 A maternal cousin (Florian Charles Elliston) worked as a clerk in the 

Customs Office in Wellington but it is not clear who emigrated first.
79

 She first settled in 

Wellington where she became accompanist for the Choral Society, which was at that time 

under the directorship of Robert Parker.
80

  

Wilson’s studies with Sir Charles Hallé and Sir John Goss were mentioned in her 

advertisements as a piano teacher.
81

 She was also an Associate of the Royal Philharmonic 

Society and had a broad musical knowledge. During the New Zealand and South Seas 
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Exhibition held in Dunedin in 1889-1890 a number of items owned by Wilson were put on 

display at the Begg’s stand – these reportedly included an ‘original’ score of a Mendelssohn 

symphony and autographs by Berlioz and Joachim.
82

 The Exhibition was also the occasion of 

the performance of Wilson’s orchestral Gavotte. 
83

  

Although her earliest known composition was the March of triumph, published in 1856, she 

did not appear to start to compose with any frequency until the mid-1870s. She wrote not 

only piano works in the popular forms of waltzes, gavottes, mazurkas and marches, but also 

songs, choral works and some for instrumental ensembles, which were not published. A 

concert given in Dunedin in 1895 was made up entirely of works by Wilson and gives a good 

overview of the range of music she was writing.
84

 It is interesting to note that all her 

instrumental works (other than for the piano) and most works for more than one voice were 

not published, leading to a conclusion that neither Wilson nor any music publishers 

considered there was a sufficient market for music other than solo songs, piano pieces and 

anthems. 

Tarantella (1877) for the piano was most likely written before she arrived in New Zealand.
85

 

Although mentioned in the Evening Post of 1878, the British Library copy was received in 

1877. The work is more substantial than many ‘popular’ works, being some nine pages long, 

and is the first of three works invoking baroque forms, the others being a Gavotte and 

musette (1879) and a Bouree (1882). The Gavotte and certainly the Bouree would appear to 

have been written after her arrival in New Zealand. Capturing the essence of the baroque 

styles, the Gavotte and musette, and the Bouree were perhaps written as teaching pieces.
86

 

All show an aptitude in writing for the keyboard.   

Wilson’s facility at composition was recognised in her being ‘commissioned’ by Begg’s to 

set a number of sea songs to music. White Wings (1888) (Figure 3.10) was an arrangement of 

well-known songs in a style such that “Amateur performers will find no difficulties to 

overcome”.
87
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 “Exhibition news”, OW, 7 November 1889, 28.  
83

 “The Exhibition”, ODT, 13 March, 1890, 2. 
84

 “Invitation concert”, ODT. 18 September 1895, 3. 
85

Available from the Bodleian Library at: 

 http://www.whats-the-score.org/asset_collections/4f0b6cf03233ff0533009d8f 
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 A modern edition of part of the Bouree has been published in Living echoes: the first 150 Years 

of piano music in New Zealand, ed. Gillian Bibby (Wellington: Sunrise Music Trust, 2014). 
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 ES, 28 March 1888, 1. 

http://www.whats-the-score.org/asset_collections/4f0b6cf03233ff0533009d8f


  

86  

 

 

Figure 3.10   Wilson, White Wings waltz, 1888 

In contrast to the baroque-inspired works, the Village mazurka (1879) and the later New 

Zealand Jubilee waltz (1887)
88

 were both written in forms that were familiar for a ‘local’ 

composer.
89

 Both are in a class above many of the other locally written works in these forms. 

The New Zealand Jubilee waltz used the device of quoting from the first three lines of the 

National Anthem, God save the Queen, both in its original form and also inverted.
90

 Through 

this “Antipodean melody” (Figure 3.11), Wilson played on the idea of New Zealand being 

‘upside down’ to England. The piece can stand as a metaphor for the situation of many New 

Zealand-based composers. The link with Great Britain is acknowledged without question, but 

at the same time there is a clear statement of the particular nature of living and working in 

New Zealand. Wilson’s willingness to identify with her New Zealand home is also 

demonstrated through naming her house Kia-Ora (Māori, for greetings, or hello), a name she 

also used as a  pseudonym when publishing her Genevieve gavotte, one of her two works 

which were played at the Crystal Palace by August Mann’s orchestra.
91
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 The jubilee in question was for Queen Victoria’s Golden Jubilee. 
89

 Bonnington (1879) and Begg’s (1887). 
90

 The score is included in Appendix C, and a recording in Appendix D on the accompanying CD. 
91

 “Local and general”, OW, 28 March, 1895, 18. The other was the Good luck march which Wilson 

reported was arranged by the famous bandmaster Charles Godfrey. Reports vary as to whether it 

was played at the Crystal Palace, or at Windsor Castle – perhaps both. 
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Figure 3.11 Wilson, New Zealand jubilee march, 1887 (AL) 

Wilson was also the author of a small (thirty-two page) book on musical grammar.
92

 

Instrumental in establishing the Trinity College of London examinations in Dunedin, she also 

explored aspects of music beyond the pedagogical. At its October 1892 meeting she 

delivered a paper to the Otago Institute entitled Analogy between light and sound: are they 

convertible? In this she argued that the relative proportions between the vibrations of light to 

achieve the different colours of the spectrum are the same as the vibrations of sound between 

the notes of the major scale, and that red, yellow and blue (the primary colours) are 

equivalent to the tonic, mediant and dominant of the major chord.
93
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 Annette Wilson. First stepping stones in the grammar of music (Dunedin: Otago Daily Times, 
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From her description that she experienced a Beethoven symphony “rendered by electric 

flashes of coloured light” and her demonstration of a number of melodies in their colour 

equivalents, it can reasonably be concluded that she experienced musical synaesthesia. 

Wilson travelled back to England on several occasions while living in New Zealand. In 1897 

she sold her grand piano (but not her property), indicating that she was planning a longer 

visit.
94

 Her connection with New Zealand remained strong and her song March on (1901) 

was written for the New Zealand soldiers returning from the Boer War. 
95

 She died in 

England in 1902.  

Wilson’s works demonstrate a facility and assurance not always present in many local 

productions.  Her compositions were stylistically more sophisticated and complex and she 

produced a wider range of works. Yet those that were published were still a sub-set of her 

performed works.  

 

Figure 3.12  Wilson, Advertisment from, First stepping stones in the grammar of music, 1895 

(HC) 
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 “Auctions”, ES, 8 January 1897, 3. 
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 Weekes, 1901. 
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3.9 Ethel Gertrude Elizabeth Wright 1881-1970? 

Songs were also the preferred genre for Ethel Wright. Educated in Auckland she learnt the 

piano from Miss Jessie Adams and passed various Trinity College music exams. Her earliest 

published piano work, Impish revels for piano, was included in the Australian Glen’s Federal 

Music Album No. 58 (1902), which would have received wide circulation in Australia and 

New Zealand.  

A point of difference in Wright’s story is that her songs were mostly published in Australia. 

Her first song Mine only mine (1902) received a somewhat muted yet encouraging review.
96

 

In 1904 she produced a further song, By the old stile, which was published by Eady’s in 

Auckland.
97

 Her remaining five songs to the end of 1913 were published in Australia. One, 

City glorious (1906),
98

 incorporated a violin obbligato part and another, Lilacs, was included 

in the J. C. Williamson’s 1907 production of the pantomime Mother Goose. Music retailers 

such as Begg’s advertised Lilacs as a “high class ballad” in their list of songs from the show 

available for purchase.
99

 Wright was herself a member of the Dannevirke Amateur Dramatic 

Society and so had first-hand knowledge of what was effective on the stage. 

Lilacs was an example of where the higher profile associated with the inclusion of the song 

in a theatrical production increased the market for it. Wright herself appears to have paid for 

the first printing of the song, while after its inclusion in the pantomime Allan’s were prepared 

to take on the costs. A comparison of the two covers shows the inclusion of the invaluable 

by-line “As sung by …” on the cover of the second printing, which is otherwise identical to 

the first.
100

  

The song (available in C major, D major and E flat major) opens with a simple descending 

tune doubled by the accompaniment. The first two verses, expounding the love growing 

between the singer and her beloved during the spring time of lilacs, use the same material. 

When the words move on to the death of the lilacs in winter the accompaniment and tune 

become more agitated, returning to a reminiscence of the opening verses in the final section, 
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 New Zealand Illustrated Magazine, 1 November 1902, 142. 
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 Bush Advocate, 8 February 1904, 2. 
98

 The copyright of this work was transferred to her brother, George W. Wright, who arranged for it 

to be printed by Allan and Co. in Melbourne.  
99

 “Amusements”, ES, 11 October 1907, 5. 
100

 The score is included in Appendix C, and a recording in Appendix D on the accompanying CD. 
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with its text signalling the return of spring and lilacs. Overall, it is technically undemanding, 

charming and unpretentious as well as well-crafted. 

The manager of Nicholson and Co., in Sydney commented that the sales of Wright’s Two 

songs published in 1912 had been “simply phenomenal” to the extent that the firm published 

another of her songs, You could never forget, in 1914.
101

 

Wright’s life after her husband’s early death in 1917 is uncertain. An Ethel Gertrude Mackay, 

late of Dannevirke, married in Auckland in 1918, although there was another Mrs Ethel 

Mackay who taught music in Wellington. Whatever her future, her last known published 

work appeared in 1917 (Valse Beth). 

So are these eight composers any different from the dozens of musicians who wrote and had 

published one or two songs or dances?  Do they add anything specific to the legacy of New 

Zealand musical history? In my opinion these musicians are examples of people for whom 

composition was an integral part of their musical identity and activities as colonial musicians 

but, of necessity, an intermittent and modest part. In this, they were little different from many 

composers in other countries, especially away from the main centres, where musicians were 

required to seek other employment in order to eke out a living, or turn their hand to whatever 

musical opportunities presented themselves. They did, however, help establish an 

environment where it was not exceptional to see or hear something by someone with local 

ties. Whether the pieces were for amateur performance or light entertainment does not detract 

from the fact that they were being written and, as importantly, published for a wider 

audience. In the society and time in which they were working there was little call for 

anything else, remembering that Hill had to leave New Zealand to fulfil his musical 

ambitions. They were producing works which resounded strongly with their local audiences, 

and these works helped to maintain their profile as multi-tasking professional musicians.   

The published work of these colonial composers illustrates an important phase in New 

Zealand’s musical legacy, one in which the acceptance of their work by the local music-

buying public foreshadowed future possibilities of New Zealand-based and New Zealand-

focussed composition. This was not a uniquely New Zealand experience. Indeed, as Skinner 

has shown, it closely mirrors the Australian experience.  The published material was 

certainly a subset of the music composed and performed, but it played an important role in 
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providing an ongoing reminder of the presence of musical composition in the immediate 

locality. Many of the composers exhibited the characteristic of a ‘settler’, that is, they came 

to New Zealand intending to stay and make it their new home, imposing their traditions on it. 

However, there were a significant number who passed through New Zealand before returning 

to Britain, and another group for whom the Australasian colonies provided a transnational 

unit, with frequent movement between Australia and New Zealand.  By the end of this period 

there also appeared to be signs that some of the composers were looking beyond meeting the 

needs of the “colonial music-loving public” to a wider potential audience. As a contemporary 

journalist wrote: 

Perhaps in time the colonies, with the development of musical culture, will 

develop a characteristic taste in music. Our preferences at present appear 

to be a medley of the tastes of many lands. Young countries do not seem to 

be prolific in musical composers, and our national “school” of music has 

yet to be evolved.
102

 

 

As indicated at the beginning of this ‘waltz’, there were a considerable number of composers 

who added only one or two items to the repertoire. There was also a considerable amount of 

music published as part of the resources needed for specific functions such as educational 

and religious services.  The different genres of music composed, and particular subsets of 

that music, are examined further in the following ‘waltz’. 
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4 Waltz 3: Genres of published music 

4.1 Solo songs 

Many of the sub-genres of songs written and published in New Zealand will be discussed in 

separate sections of this chapter, namely, patriotic songs, songs associated with the theatre or 

sport and songs of devotion. 

As stated in the introduction, this study is not concerned with exploring the particular 

characteristics of popular music, or the differentiation between ‘art’ music and ‘popular’ 

music. The theoretical arguments advanced by writers such as Theodor Adorno and Richard 

Middleton, while part of the broader context, are not particularly appropriate at this juncture, 

particularly given the period under examination.
1
 The approach taken is, rather, to break 

down the sum of the musical evidence into subsets which have features in common, 

highlighting the social, political or functional contexts of the music.    

In his 1997 article Charosh examines the antecedents of the phrase ‘popular song’ and 

distinguishes it from folk song.
2
 He also notes that the current common use of the phrase was 

not that necessarily understood and used by nineteenth-century publishers. He refers to a late 

nineteenth-century advertisement from the American publisher Ditson, which contained an 

explanation of what was meant by ‘popular’ songs. Charosh concludes that popular song at 

this period meant songs intended for the use of the general populace, not ones which had a 

particular style or form. This definition rings true for the New Zealand published music being 

considered here: they were intended for use by the populace, or by performers for the 

populace, rather than being of a particular genre or form. 

Songs were written and published exhibiting a wide range of subjects, styles and purpose. 

There were romantic songs, songs of pathos, songs of devotion, songs for children and 

religious settings. There were ballads, choruses, humorous songs, hymns, and uplifting and 

melancholy songs. There were songs about scouting and songs about politicians, alongside 

                                                     
1
 See, for example, Theodor Adorno, Philosophy of Modern Music, translated by Anne G. Mitchell and Wesley 

V. Blomster (New York: The Seabury Press, 1973);  Richard Middleton, Studying popular music. (Buckingham: 

Open University Press, 1990). 
2
 Paul Charosh, "Studying nineteenth-century popular song", American Music 15, no. 4 (1997): 459-92. 
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songs recalling ‘home’ and those celebrating the new country. There were settings of New 

Zealand poets, overseas poets and the composers’ own words. There were topical songs, and 

songs whose sentiments are timeless. There were songs which we would hesitate to sing now, 

not necessarily because of a lack of musical originality but because their subject matter and 

language is now anathema to us, such as the coon songs. I will discuss some of these types of 

songs in the following sections, but there are many more which cannot be mentioned in the 

space available. 

4.1.1 Sentimental songs 

Two early examples of songs that pulled on the heart strings are Estelle’s Only a tiny glove 

(1879) (Figure 4.1) and Swallow’s A little bunch of flowers (1880) (Figure 4.2), both 

reflecting on the death of a loved one. In Estelle’s case the simple strophic form and sparse, 

plaintive accompaniment enhance the idea of innocence and grief for the dead child.  

 

Figure 4.1   Estelle, Only a tiny glove, 1880 

 

Swallow wrote both words and music of the canzonetta A little bunch of flowers. The text, 

which was set in three short four line verses, concerns a man at a graveside seeking 
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forgiveness from a lost love. The setting for mezzo-soprano and piano is simple but effective, 

with a spare, unobtrusive accompaniment to the melody. The first and third verses are in E 

major, the second, more melancholy in nature, in E minor. The well-balanced melody 

contains a good internal structure with growing tension in the third line resolving in the final 

line. It is a small, intimate work and the more effective for it.  
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Figure 4.2 Swallow, A little bunch of flowers, 1880 (AL) 

 

While the greater proportion of songs is for female voice, there were a number clearly written 

for bass or baritone, and it would have been normal for the songs to be sung by a variety of 

voices.
3
 Zimmermann’s The organist (1896) was dedicated to John Fuller, a leading tenor in 

New Zealand and manager of a vaudeville troupe.
4
 Earee’s When swallows come and go 

(1901) is one of the few songs written in a bass clef.
5
  

While there are many songs of romance there are not quite the quantity that might be 

expected. This may be because of the large number of such songs being imported. Some 

                                                     
3
 While published in the treble clef, the songs were performed by a range of voice types. 

4
 Published in The Triad, September, 1896. 

5
 McKee, 1901. 
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examples of those which did add to the repertoire are Harold Light’s Love awakening (1908), 

Raymond Hope’s Let me forget (1907), Benzoni’s Sunshine of my soul (1909) and W. H. 

Webbe’s My love, I love thee best (1886).
6
 

4.1.2 Songs of nostalgia and ‘home’ 

Several of New Zealand’s European settlements were the results of planned immigration 

programmes and prospered through their links with the New Zealand Company or 

associations with the Church of England (Christchurch) or the Free Church of Scotland 

(Dunedin). New Zealand’s immigration patterns were heavily dependent on movement from 

Great Britain. Although there were other migrant groups such as the Bohemians in Puhoi and 

Danes and Norwegians in Dannevirke, these were exceptions.
7
 It is not surprising therefore 

that songs which recalled the ‘home country’ in a nostalgic and rose-tinted way were readily 

accepted.  

Recalling the Irish homeland were songs such as Erin (1900), and Fair Ireland is ever the 

home of my heart (1886).
8
  John McGlashan

9
 wrote a number of ‘Caledonian’ songs and 

Higham’s use of the pipes in The land where the old folk lie (1907) recalls a romantic 

highland ideal. The term “home”, however, is also used with New Zealand as home rather 

than always with a sense of harking back to Britain. John Grigg’s My own New Zealand home 

(1879) was taught at many primary schools and Arthur Purchas’s Hurrah for our bonnie 

island home (1894) combines both the idea of New Zealand as home with recognition of the 

Scottish origins of many of the immigrants through the use of the word ‘bonnie’ in the title.  

 

4.2 Entertainment: Dancing, the theatre and sport 

Much of the New Zealand music published during this period was written with entertainment 

in mind. Whether for dance band, as a piano arrangement, or by providing access to songs 

performed in local theatres, much of the music was written for specific purposes and with 

                                                     
6
 Harold Light, Love’s awakening (London: Novello, 1908); Raymond Hope, Let me forget (Sydney: Myers, 

1907); Louis Benzoni, Sunshine of my soul (Wellington: Begg’s, 1909). W.H.Webbe, My love, I love thee best 

(Auckland: Berlin Piano Co., 1886).  
7
 See Roger Buckton, Bohemian journey: a musical heritage in colonial New Zealand (Wellington: Steele 

Roberts, 2013) for the Bohemians’ story. 
8
 Uarda, (Auckland: Eady, 1900), and Phillpot, (Auckland: Brett, 1886). 

9
 Not the Dunedin entrepreneur of the same name but the Wellington violin teacher. 
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particular audiences in mind.  By examining both the primary and secondary sources such as 

contemporary newspapers it is possible to establish some common threads in the music 

published at this time and some of the uses it was put to.  

4.2.1 Dancing 

Balls and dances had provided a popular form of entertainment from the early days of the 

New Zealand settlements. They provided a means for the small population to mingle, to meet 

new neighbours and potential marriage partners. They were a diversion from the day-to-day 

and, according to Thomson, a means of keeping strong the musical links with Britain and 

Europe.
10

  McKnight (in his study on American instrumental music) noted that a dance was 

held for almost any and every occasion, a pattern which also seems to be true for New 

Zealand.
11

   

Both public and private balls were held, the latter often organised by a figure such as the 

Governor or through private subscription. Community dancing remained a popular pastime 

throughout the period of this study, and the dances were so ubiquitous that the European 

dance forms were even enjoyed at Māori gatherings.   

I returned to Auckland in the middle of May; but before I left, Tenatahi, the owner of 

the island, invited me to a ball in the native runanga. All the inhabitants of the island 

were present, mostly Maoris, with two Portuguese and two white girls to represent 

the white race. Dance music was provided by a Maori playing waltz, polka, mazurka, 

and quadrille music on an accordion. The polyglot Chief sang snatches of English, 

Maori, Portuguese, and even German songs, and about midnight we sat down to a 

supper of bread, honey, and tea.
12 

 

The music for such occasions was often provided by regimental or volunteer bands and the 

extant dance progammes clearly illustrate the range of dance forms included (Figure 4.3).
13
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 John Mansfield Thomson, “The indefatigable pursuit: glimpses of the colonial ball in New Zealand”, Stout 

Centre Review, November (1992): 8. 
11

 Mark McKnight, “Morceaux de salon, elegant polkas, and grandes variations brillantes: instrumental forms in 

nineteenth-century American sheet music”, in Music publishing & collecting: essays in honor of Donald W. 

Krummel. ([Urbana, Ill.]: Graduate School of Library and Information Science, University of Illinois at Urbana-

Champaign, 1994), 95-112. 
12

 Andreas Reischek, Yesterdays in Maoriland: New Zealand in the eighties (London: Jonathon Cape, 1930): 92-

93. Accessed through New Zealand Electronic Text Centre http://nzetc.victoria.ac.nz/tm/scholarly/tei-

ReiYest.html. 
13

 Note in this example the inclusion of the Waikato waltz, written by Bandmaster Bergmann and published in a 

piano arrangement four years earlier. 

http://nzetc.victoria.ac.nz/tm/scholarly/tei-ReiYest.html
http://nzetc.victoria.ac.nz/tm/scholarly/tei-ReiYest.html
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Figure 4.3 “Government House, New Zealand”, Ball programme of Mrs E. Isaacs, 28 

May 1868, Government House Auckland, [Record ID 974] (AL) 
 

It is only to be expected that during the sixty-year period covered in this study, fashions 

changed. These changes are reflected not only in imported dance music, but also in that 

locally composed. Thus the quadrilles and galops featured in the 1868 programme were 

largely superseded by forms such as the d’Alberts and barn dance in a representative 1896 

programme (Figure 4.4). 
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Figure 4.4 Ball programme, “Oddfellow's Ball, Warkworth”, 28 May1896, OCM Ephemera, 

[Record ID 1840] (AL) 

 

There is no doubt that many of the pieces were written for use at local dances, but also that 

this was not their sole use. We have seen earlier a piano arrangement of Bergmann’s Waikato 

waltz was published in 1864; it was performed at a Government House ball in 1868, and it 

featured in the Sunday afternoon band concerts at Albert Park on several occasions.
14

 George 

Beath’s Airship waltz was performed at the Lawrence dance in October 1909 and several 

publications include the words “as performed by” with reference to dance orchestras on their 

title-pages.
15

 The fact that many of the dances were sold in piano arrangement but with 

orchestral parts also for sale provides further evidence that the intention was for them to be 

performed by whatever instrumental band was locally available. The orchestral parts may 

have been prepared by the composer although in some cases it appears that an arranger was 

used. This is certainly the case with Hope’s Buds and blossoms, where the orchestral parts 

were arranged by the prominent British arranger Henry Geehl, later a professor at Trinity 
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 See, for example, NZH, 2 December 1864, 4. 
15

 Tuapeka Times, 2 October 1909, 3.  
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College London. The advertising of orchestral parts was not a mere vanity – instrumental 

parts were sold and still exist for some pieces (a set could consist of as many as ten parts plus 

piano).
16

 However, given the paucity of extant copies, it is questionable whether they would 

have been printed for all the dances which advertised them. It is possible that they were 

produced in very small numbers in response to orders.  

The published versions of the dances were then almost always for piano. Depending on the 

background of the composer, the original composition may have been for an orchestral/band 

instrumental combination and then adapted for piano (Bergmann, Werner, Lithgow and 

Runcie Chisholm for example): the band instrumentation is on occasions evident in the 

musical language and style. On the other hand it also appears that some were written and 

published with domestic piano performance in mind and for which there is no evidence of 

performance in the dance hall.  

Providing an accurate numerical comparison of the different types of dance music published 

is problematic. Not only do some publications fail to mention the dance form for which the 

music is intended, but hybrid forms are also encountered. There are polkas, mazurkas and 

polka mazurkas, schottisches (on which it is noted that they may be used for the barn dance), 

and waltzes brilliants which are more of a display of piano technique than a more elaborate 

form of the dance.  

Based purely on the dance forms named on title-pages a pattern emerges. Approximately half 

the published works are waltzes, with over one hundred and thirty examples. Marches make 

up the second largest group, but it is difficult to be certain which were intended for dancing 

and which were processional or merely based on a recognised style. Polkas, mazurkas and 

galops were more common than schottisches, quicksteps and lancers, with galops fading from 

popularity after the 1890s. The newly-invented tango was mentioned in the local press from 

1910, but no local composers seem to have ventured into exploring the new style by the close 

of the period under discussion. 

It is clearly neither feasible nor desirable to spend time analysing all of the pieces in each 

form. Instead a few representatives have been selected.  
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 Dominion, 18 April 1913, 7. A set of parts is held at the Alexander Turnbull Library. 
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The Waltz or Valse. Variations include the Hesitation waltz, the Boston and the Valse 

Cotillion.
17

 

Waltzes were the most featured and most published dance through the entire period, and were 

commonly based on the Viennese chain waltz form; that is, an opening introduction (which 

may be in duple or quadruple time) followed by a series of waltz movements, concluding 

with a coda and emphatic conclusion. The entire waltz if played with all its repeats could be 

quite lengthy: indeed, Theresa Buckland writes of the form in general that each waltz could 

last up to eighteen minutes with dance couples joining and leaving at dance at will. “This was 

essential not only to guard against tiredness, but also to prevent giddiness”.
18

 

Andrew Norberg’s Overton waltz (1888) (Figure 4.5) was most probably written on the 

occasion of the completion of Overton house, near Marton in the Rangitikei. It was built for 

Francis Arkwright and designed in Tudor style by Frederick de Jersey Clere
19

 and Mrs 

Arkwright was the dedicatee of the waltz. Norberg was a music teacher resident at that time 

in Palmerston North. Published in 1888, the waltz was performed at the Dannevirke 

Bachelors’ Ball in 1889, after which it was described as “a pretty waltz and a very pleasant 

one to dance to”.
20

 The dancers would have had plenty of time to enjoy this chain waltz 

which also featured a solo cornet part, doubling the tune for much of the piece.  

This waltz, like so many others of its ilk, had a short life and does not appear to have entered 

the repertoire of local bands or concerts. Unusually, the work was printed in Sydney by S. T. 

Leigh, a company which did not appear to have any great expertise in setting music. The 

alignment between the hands is poor, the spacing within the bar confusing and, at times, it is 

not always easy for the performer to read. This may have been a contributing factor to its 
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 Descriptions for this and all following dances have been taken from the International Encyclopedia of Dance, 

ed. Selma Jean Cohen and the Dance Perspectives Foundation. Oxford University Press, 2003. Online edition 

accessed 21 August, 2009. 
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 Theresa Buckland, Society dancing: fashionable bodies in England, 1870-1921 (London: Palgrave 
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 The house is now a Category 1 Historic Places and further information can be found at 
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20
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limited success, despite being distributed as far afield as Blenheim (where Norberg had 

previously resided), Wellington and Christchurch.
21

 

 

 

 

 

Figure 4.5 Norberg, Overton waltz 

 

 

 

Two of the most reprinted and popular pieces through this period were Dennis Quill’s Nikau 

waltz (1907) (Figure 4.6) and Adrian Hope’s Silver fern waltz (1907) (Figure 4.7). Quill’s 

Nikau waltz was first published in 1907 and was an instant success. Its longevity in the public 

affection is clear in that it went through over twenty editions and was still in print in the 

1940s. The cover design changed between the first and second edition, and thereafter 

remained consistent for over twenty years until a change of copyright owner. The work seems 

to have caught the imagination of the public and became a standard for piano pupils.
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 See mentions in the Marlborough Express, 9 May 1891, 2, the Evening Post, 22 December 1888, 3, and the 

Press, 5 January 1889, 4. 
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Figure 4.6 Quill, Nikau waltz. 

3
rd

 edition 

 

 

Adrian Hope’s Silver fern waltz was published by Begg’s in 1907. By July 1908 a second 

edition was being advertised, and such was its popularity that it had reached a seventh edition 

by the middle of 1910 and thirteenth edition by 1911.
22

  The composer is recorded as Adrian 

Hope, a pseudonym for the prolific Dunedin composer James Brown. The Silver fern waltz 

was not only performed in a domestic setting but also as part of the music accompanying 

silent cinema.
23

 It was distributed throughout Australia (Begg’s advertised the work for sale 

in the Sydney Morning Herald)
24

  and is known to have been performed in Port Eliot, South 

Australia.
25
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 Sydney Morning Herald, 13 May 1911, 3. 
23

 Marlborough Express, 13 May 1909, 5.  
24

 Sydney Morning Herald, 13 May 1911, 3. 
25

 “Country intelligence”, Southern Argus, 2 September 1909, 3.   
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As with the Nikau waltz, the Silver fern waltz is a further example of a chain waltz. Its appeal 

must have lain in its melody, which is memorable and engaging, the clear and distinctive 

rhythms which differentiate each section, and an appearance, if not always an actuality, of an 

advanced keyboard technique.   

 

 

 

Figure 4.7 

Hope. Silver Fern,13
th
 edition. 

 

 

 

 Polka – a round dance for two persons in duple time, The Berlin Polka was a variation on 

the dance, combining polka and galop steps. 

Frederick Gardiner, a music retailer and band leader in Wellington, self-published “The 

Favourite” Berlin polka in 1897 (Figure 4.8). The stamped “2nd edition” at the top of the 

page indicates that the music must have enjoyed a reasonable level of success for Gardiner to 
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release a second edition. The cover of the second edition was a different colour from the first 

and also carried the imprint of the Orpheus Publishing Co., London, while the first edition 

was produced by McKee & Gamble in Wellington. 

On this dance, as on several others, the dance steps and performance instructions are printed 

on the verso of the cover.
26

 Of interest is the note on the cover that the dance was the “most 

popular dance in the fashionable balls in Great Britain and the Continent”. The New Zealand 

public were well informed about the latest fashions and trends, and New Zealand composers 

had to be seen to be ‘up with the times’.  

 

 

Figure 4.8 Gardiner, “The 

Favourite” Berlin polka, 2nd 

edititon, 1897 

 

  

                                                     
26

 See for example Spiller’s Tennis dance and King’s Glasgow d’alberts. 
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Mazurka – a dance for at least four couples or in a circle, made up of numerous figures. 

 The Merry dancers’ mazurka appeared in 1892 and was composed by Milton Rhodes 

Varnham, an architect and also Bandmaster of the Greytown Brass Band. Printed in 

Wellington by Bock and Co., it appears to have had very limited circulation.  

 

 

 

Figure 4.9 

Varnham.,Merry dancer’s mazurka, 

1892 

 

  

The polka mazurka (a combination of the previous two dance forms) was also popular. 

Salvatore Cimino’s Peeping daisy polka mazurka (1873) (Figure 4.10) was first published 

and printed by Robert Burrett in Wellington in 1873 (Burrett was a well-established general 

and music printer), and a second edition was later produced by Bonnington using the leading 

Melbourne printers Troedel. A copy of the second edition has a copyright registration date of 

August 1880.  



  

107  

 

 

 

 

Figure 4.10 Cimino, “Peeping 

daisy” polka mazurka, 2nd edition, 

1880 

Image ©Musical Heritage New 

Zealand 

 
 

Galop 

A lively dance in 2/4 time. Considered to be the simplest of all nineteenth-century ballroom 

couple dances, it was also the quickest and most chaotic. Partners held each other in round-

dance position, as in the waltz, and performed a galloping combination of turning glissades 

and chassé steps. 

R. H. Holloway’s Tenakoe galop (1884) (Figure 4.11) included an advertisement for a further 

Holloway publication, a New Zealand album of new & popular dance music. However, there 

is no evidence of it ever having been produced.  
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Figure 4.11 

Holloway, Tenakoe gallop, 

1884 

(NLNZ) 

 

March 

Marches were written both for the dance form of march (a promenade around the floor) but 

more frequently as a piece for band processions and piano piece in that style.  

Alex Wiseman’s Akarana march (1896) (Figure 4.12) was published by Glen’s in 

Melbourne.
27

 Wiseman left Auckland to pursue a career in music in Australia, returning to 

New Zealand in 1903 to start his practice as an architect. He makes effective use of dynamic 

contrasts both in the march (in E flat major) and the trio (in C minor). 

 

                                                     
27

 “Musical and dramatic”, NZH, 21 November 1896, 4 (Supplement). 
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Figure 4.12 

Wiseman, Akarana march, 1896 

(NLA http://nla.gov.au/nla.obj-

181517051 ). 

 

 

 

Other dance forms which were represented included the schottische (Bonnington’s Southern 

Alps and Vannini’s Picton), barn dance (Frederick Jones and James Beck), quickstep 

(Frederick Stoke’s Zealandia,) and d’Albert (Edwin King’s Glasgow d’Albert).
28

 

Mention has been made earlier of two of the most popular works to be published during this 

period. Some further mention should be made of the work of the prolific composer of one of 

those, James (Jim) Brown, most of whose works were published under the names Raymond 

Hope or Adrian Hope.
29

 Twenty-six of his compositions seem to have been published 

between 1904 and 1913, with his output continuing after this period. Most frequently waltzes, 

                                                     
28

 Charles Bonnington, Southern Alps schottische (Melbourne: 1864). 

Antonio Vanini, Picton schottische (London: Chappell, 1883). 

Frederick Jones, Barn dance (Wellington: Jones, 1891).  

James Beck, Zealandia: the skipping barn dance (Wanganui: Willis, 1902). 

Frederick Stokes, Zealandia quickstep (np: 1902). 

Edwin King, Glasgow D’Albert (Wellington: King, 1896). 
29

 My thanks to David Murray for providing background information to Brown’s life. 

http://nla.gov.au/nla.obj-181517051
http://nla.gov.au/nla.obj-181517051
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his pieces appear to have been very popular both on the dance floor and in the home, with 

several works running to multiple editions. As well as Silver ferns, his Buds and blossoms, 

Golden shadows and Cupid’s whisper were widely promoted through Begg’s and, based on 

the number of extant copies throughout the country, widely purchased. While not particularly 

original, they show a thorough understanding of the conventions of the genre, and their 

melodies and approachability made them highly successful and fashionable dances.   

4.2.2 Theatre 

The history of opera and musical theatre in New Zealand has been examined elsewhere by 

writers including Simpson, Commons, Harcourt and Downes, as noted on page 23. The focus 

here is those songs which were performed in the theatre and which also appeared in a 

published edition. This was not necessarily standard practice, and there are some significant 

omissions if one considers the theatrical activity of the time. Hill’s Hinemoa was produced in 

1897 and Tapu was produced in 1905, both in a number of centres. Similarly The Moorish 

maid opened in Wellington in 1905. None of the scores of these works was published at the 

time of their first performance: and in fact they did not appear until after the period of this 

discussion. Rather than the complete score, individual songs from the work were published 

(A brigand am I, from The Moorish maid, is an excellent example of the practice), as the 

potential market for a complete score would have been very limited. Popular theatrical events 

such as the touring pantomimes regularly resulted in the publication of some of the more 

popular numbers. 

There appear to be two main aspects linking the songs to the performances: first, when the 

song was so popular in a theatrical production that a published version was produced to meet 

demand and secondly, where the work may have been composed outside of the theatrical 

setting, but was picked up and featured by a performer, thus earning the endorsement “As 

sung by …”. Some performers also made their songs available for purchase at the venue. 

Where these were soloists or companies taking part in an Australasian tour, then the songs 

may have been printed in Australia and brought with them for sale in New Zealand.
30

  

The Lizzie Morgan songs, that is, three songs performed by Miss Lizzie Morgan during her 

tour of New Zealand, are examples of pieces which were part of a theatrical show and which 

                                                     
30

 To appreciate the scale of the shared Australasian opera and musical theatre history see Adrienne Simpson, 

“Opera in the antipodes”. 
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achieved huge popularity. Their overseas popularity was repeated in New Zealand. Lizzie 

Morgan toured New Zealand several times and Silver threads among the gold, and Whip-

poor-will were both published locally and arranged by local composers over several years 

(Figure 4.13). The following list details works published as a direct result of theatrical 

productions: 

Table 1 Music published from theatrical productions 

1867 Reyloff E. Wouldn’t you like to know 

1868 Bayley H. I’ll watch for thee 

1868 Linley,  G. I cannot mind my wheel 

1868 Reichardt A. Loves request 

1875 Danks H. Silver threads among the gold 

1875 Millard H. Whip-poor-will 

1876 McComish James Silver threads 

1876 McComish James Whip-poor-will 

1878 Russell Charles H. When will ye think of me? 

1879 Morley Carmini O love of mine 

1879 Work H Grandfather’s clock 

1882 McComish James I love thee still 

1882 McComish James Silver threads 

1882 McComish James Whip-poor-will 

1888 Gilbert   Gilbert and Sullivan 

1893 Kehoe Percy The Dauntless march : a sailor's knot 

1895 Kennedy Harry Au revoir, but not good-bye 

1896 Rossiter R.H. The Village coquette 

1896 Taylor W.E. Ben Bolt 

1899 Gleeson Horace Speak to me speak 

1900 Kennedy Harry Say au revoir but not goodbye 

1900 Key Harry When de stars begin to shine 

1902 Gardner George Till time shall be no more 

1904 Lampe ? Ma Maori belle 
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1905 Hill Alfred A brigand am I 

1905 Hill Alfred Loverland 

 

Figure 4.13 Millard, Whip-poor-will, 1875 

Music published locally for entertainment not only provided an available form of the music 

that was heard and performed at local dances, but also made accessible the songs which were 

especially in vogue as theatrical productions toured the country. While the dances were 

almost all composed locally, the songs performed by touring or local singers in pantomime, 

variety, operetta or other theatrical occasions also included local editions of songs already 

published elsewhere and made popular by the singers. It met an immediate demand from an 

audience fresh from hearing it in performance, matching contemporary fashions and 

reflecting topical interests. 
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4.2.3 Sport 

Sport has been central to New Zealand society and culture since the early days of European 

settlement. Ron Polanski confirmed a first stage of organised sport in the New Zealand 

colony when the sporting codes and mores of the colonial homeland were practised.
31

 It is not 

surprising, then, that the first instance of sport as the subject of a locally published piece of 

music is associated with a cricket match. 

The New Zealand cricket polka was published in Dunedin in 1864 on the occasion of the tour 

of the All England team and was heralded as the first piece of music to be published in 

Otago.
32

 The composition might be viewed as somewhat opportunistic, taking advantage of 

the interest in the travelling team, but at the same time it can be seen as being up-to-the 

minute and relevant to contemporary events.
33

  

The second cricketing example dates from thirty-two years later. Although described by the 

National Library of Australia as an Australian work, Hurrah for the bat and ball was written 

by G. W. Russell, the Member of the New Zealand House of Representatives for Riccarton, 

on the occasion of the tour by the Australian cricket team to New Zealand in 1896.
34

  The 

song is a stirring paean to the game of cricket throughout the British Empire, with several 

verses and a rousing chorus in four parts.  

As well as cricket, various other sports were celebrated in music. Rowing was the subject of a 

song composed by Woodley Squire.
35

 The music of Up-stream was described as “very 

pretty” and the cover featured the “two flags of the Wanganui Clubs, crossed over a pair of 

sculls”.
36

  In 1894 James Brown’s Tarakoi waltz was dedicated to the Dunedin Amateur 

Boating Club, Tarakoi being the name of one of their boats.
37

 Premiered at the opening of the 

Club’s new boathouse, it was also performed by the Kaikorai Brass Band at a fundraising 

concert for the Dunedin Cricket Club and by the orchestra during the interval in the 

                                                     
31

 Ron Polanksi, The making of New Zealanders (Auckland: Auckland University Press, 2012), 270. 
32

 The newspaper coverage of the day’s play, including the reduction in entry fee in order to increase attendance, 

was followed by a mention of the publication of the music. See also page 50. 
33

 The interest in the touring side was so great that the Otago Witness dedicated its entire front page to portraits 

of the team. OW, 6 February 1864, 1. 
34

 The reason for the confusion is no doubt because of the picture of the Australian cricket team on the cover and 

lack of publishing details. Its publication was noted in the Wellington press. “Mimes and music”, EP, 24 

October 1896, 2. 
35

 The name was a pseudonym, according to the local press. Wanganui Herald, 9 February 1885, 2. 
36

 Wanganui Herald, 9 February 1885, 2. 
37

 “Dunedin Amateur Boating Club”, ES, 19 March 1894, 4. 
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production of the “romantic military drama” the Relief of Lucknow at the City Hall in 

Dunedin in 1895.
38

  Again, the music was described as “very pretty”, an epithet used 

frequently in newspaper notices. ‘Prettiness’ was clearly an attribute such music was desired 

to deliver.  

Perhaps surprisingly, there are also two examples of works with airships as their theme. 

Written in 1909 and 1910 respectively Beath’s Airship waltz (Figure 4.14) and Chisholm’s 

song My aeroplane reflected a public interest in flying.
39

 Beath’s work was intended as a 

dance tune, and the composer performed it at a function in the Lawrence Town Hall.
40

   The 

arresting cover, with its illustration of an airship, would certainly have attracted the attention 

of any prospective purchaser; the music is rather less memorable.   

 

Figure 4.14 Beath, Airship waltz, 1909 (ANZ) 

In contrast to the world of flying, which would have been beyond the experience of most of 

the music-buying public, bowls was a sport they would have been very familiar with. George 

Laidlaw was very active in musical circles in Dunedin, especially in the brass band 

movement, and his song Bowling (Figure 4.15) was performed by the Kaikorai Band in 1912, 

with Mr James Jago featuring as soloist.
41

   John McDougall, the composer of The Good old 

                                                     
38

 “City Hall”, ODT, 26 February 1895, 3. 
39

 George Beath, (Dunedin, 1909) and T.Runcie Chisholm, (Auckland, 1910). The New Zealand Flying School 

was established in 1910. 
40

 Tuapeka Times, 2 October 1909, 3. 
41

 “The Kaikorai Band”, ODT, 6 August 1912, 6,  It was still in Jago’s repertoire in 1914. 
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game of bowls (1910),
42

 is described in the local advertising as “A Brother Bowler”, 

establishing a connection and credibility between the composer and his potential audience.
43  

Such songs had a role in reflecting the social activities and values of the community.  

 

Figure 4.15       Laidlaw, Bowling, 1912 

 

 

The late nineteenth century saw a marked interest in cycling. Cycling clubs were established 

all around the country, and there was even a cycling band established in Christchurch in 1898 

(Figure 4.15). It is not surprising, then, that cycling also found itself as a subject of popular 

music. Three songs were published in the decade 1890-1900, the first of which was John 

Mansfield’s The wheel’s the life for me.  Mansfield, a Wanganui-based journalist and writer, 

was a self-taught musician who played the banjo.
44

  The Otago Witness reviewer mentioned 

that “the chorus which given with full force from the lungs of a body of cyclists out on tour 

should rouse the enthusiasm of the most despondent rider”.
45

 There was also a positive 

review in the London Referee and talk of an English edition.
46

 It therefore appears that the 

song was successful in its probable purpose as an uncomplicated song with a pleasing melody 

                                                     
42

 The song was based on the incident of Sir Francis Drake completing a game of bowls before going to defeat 

the Spanish Armada. AS, 18 October 1910, 4. 
43

 McDougall was a member of the Mt Eden Bowling Club and distributed some copies of his song at one of 

their functions.   
44

 The publisher A. D. Willis took copies of the song with him when travelling and Charles Begg’s advertised 

the song in Dunedin over a period of some months. Wanganui Herald, 23 August 1892, 3. 
45

 “Notes by Demon”, OW, 1 September 1892, 31. 
46

 Wanganui Herald, 5 January 1893, 2. 
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and rhythm which could be sung by a gathering of people without requiring great 

concentration or technical ability.  

 

Figure 4.16 Christchurch Cycling Brass Band (Christchurch City Libraries CCL PhotoCD 5, 

IMG0053 ) 

Copies have also survived of two other cycling songs. Harry Rossiter’s Our cycling song was 

introduced to the public by Mr A. Rosewarne in April 1896 at a Grand Cycling Carnival and 

Concert in Christchurch and published that same month.
47

 While not musically complex or 

particularly inventive, the steady figuration effectively captures the regular pattern of the 

spinning of the wheels. 

The text for the Rossiter song refers to the ‘boys’ who were cycling. In fact, cycling was also 

an acceptable and popular activity for women. Clara Algar and Alison Booth’s song Our 

bykes and we was published in 1898. Moffat describes the musical accompaniment as “the 

steady waltz beat of the verse and frenzied semiquavers of the chorus mirroring the 

satisfaction of ‘gliding ever onwards’ and the thrill of ‘flying faster ever’”.
48

 The structure, 

which appears to be the norm for this type of work, is again strophic with a chorus. The 

choruses were suitable either for unison or four-part singing, enabling the works to be sung 

by groups gathered in the cause of their mutual sporting interest, or as an alternative, at a 

family gathering. 

                                                     
47

 “Amusements”, Press, 6 April 1896, 1. The following year it was sung “with great success” by Abel Rowe at 

the Auckland Cycling Club. 
48

 Moffat, Pianoforte: stories and soundscapes from colonial New Zealand, 110. 

http://christchurchcitylibraries.com/heritage/photos/disc5/img0053.asp%20)
http://christchurchcitylibraries.com/heritage/photos/disc5/img0053.asp%20)


  

117  

 

However, while a number of sports may have been included in the repertoire, there was a 

heavy weighting towards songs and dances concerning football, that is, rugby, even in the 

early days of the colony.
49

 Thirteen different titles have been identified, the earliest being an 

1885 song for the Otago Rugby Union. Others include Brace ye up your muscles, boys 

(1888),
50

 a song composed after the first game between England and Otago, The Game’s 

glory (1899),
51

 and two songs written for the All Blacks, Welcome, All Blacks (1906)
52

 and 

Haere-mai, welcome to the All Blacks (1907), which was written by the Australian composer 

Bert Rache for the visit of the All Blacks to Australia in 1907.
53

   

Particular mention must be made of the songs of Edward Secker, because one of them, On the 

ball, (Figure 4.17) reached such a level of popularity and longevity that it is still recognised 

today. Annabell and Thomas have discussed elsewhere the background to the work and its 

growing adoption into wider use.
54

 The composer, Ted Secker, was the captain of the 

Manawatu Rugby Club and also a keen contributor of material for the after-match 

entertainment or smoke-concerts.
55

 He wrote the words and music to On the ball in 1886 and 

the song was sung on the New Zealand Native team’s tour of England in 1888. Begg’s 

published an edition in 1889, and it continued in print for many years. The easily singable 

verse and memorable chorus with a simple text are certainly factors in its popularity. Secker 

went on to write two further rugby songs, King Football (1896) and Rugby ev’ry time (1914). 

An unusual football song was composed by Leon Smith, a Taranaki musician. His Bring out 

dat team (1904) was written in the ‘coon song’ style that was popular at the time. The text 

and imagery on the cover make it clear that the game is American football and it is curious as 

to why he thought this might have been popular in New Plymouth. It may be that Smith used 

                                                     
49

 See Max Cryer, “Sing a song of rugby”, New Zealand Listener, 10 September, 2011, Accessed 

http://www.noted.co.nz/archive/listener-nz-2011/sing-a-song-of-rugby/, for discussion of rugby songs during 

this period and later. 
50

 Joseph Moss, (Dunedin: Dresden, 1888). 
51

 The song by Carri was written after an incident in a Taranaki-Otago game in which a player was seriously 

injured. The composer gave an 8p royalty to the player’s mother. Hawke's Bay Herald, 27 October, 1899. 
52

 Harold Light, (Auckland: Brett, 1906). 
53

 Bert Rache, (Sydney: Davis, 1907). 
54

 For discussion of the background and adoption of On the ball as a New Zealand rugby anthem see 

Annabell, Angela. “New Zealand's cultural and economic development reflected in song: aspects of the New 

Zealand folk song ethos”, (PhD diss., University of Auckland, 1976), 217-232, and Allan Thomas, “’On the 

ball’: New Zealand’s rugby song”, in Sport, society & culture (Wellington: Stout Research Centre, 1999): 111-

122. 
55

 A “smoke concert” was an informal gathering for men at which the participants discussed politics, smoked, 

and enjoyed light entertainment.  
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the coon song style as an exotic reference, in much the same way as overseas composers had 

used New Zealand. 

 

Figure 4.17     Secker, On the ball 1889  

(New Zealand Rugby Museum) 

Other sports celebrated in music included sailing, ice-skating and ping pong.  Using the 

pseudonym ‘A. Player’ the composer of Ping Pong (1902) was Jean Corbett of Manukau Rd, 

Auckland.
56

  New Zealand’s first Ping Pong tournament was held in 1902 so it is not 

surprising that this newly popular game was the subject of a piano piece that same year. The 

light texture and ‘bounce’ of the tune and accompaniment does capture something of the 

game. 

Moffat refers to these types of works as “musical eulogies to sport, reflecting the popularity 

of British sport and musical forms”.
57

 If their purpose was for supporters and enthusiasts to 

join together to celebrate their shared enthusiasm, then their form, range and limited 

harmonic language all contributed to this end.  In most cases the composers were speaking to 

a local audience in a musical language well understood and commenting on events or 

activities that were a shared experience at that particular time. Through this they show us an 

aspect of musical activity in colonial New Zealand which is both colourful and illuminating 

and the way in which locally composed music was important to the community.  

                                                     
56

 Her identity is included on the copyright register form, held as part of the Register of Copyright at Archives 

New Zealand 
57

 Kirstine Moffat, “Concerts and socials for the promotion of good fellowship: amateur pianists perform”, 

Journal of New Zealand Studies NS15, (2013): 63-76. 
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4.3 Politics and public events 

Throughout this discussion there is the suggestion that the published works and their 

composers illustrate a growing confidence in a sense of ‘New Zealand’, not in the sense of a 

particular idiosyncratic musical style, but in the sense of responding to the location and its 

society, be that through the use of local place names and language, referring to local 

practitioners (teachers and performers) or through responding to events and political 

circumstances which affected the New Zealand population. 

‘Local’ here has a continuum of meaning. It can mean the very local, applying to a particular 

geographic area which would have been a natural boundary for residents, the provincial 

districts of the time and also to New Zealand when viewed in the context of imperial or 

global events. It is clear that music which responded to public concerns was written and 

disseminated not just through performance but also by publication. At the same time, 

significant public events were celebrated and locally composed music incorporated into a 

ceremonial setting at a number of formal occasions. 

4.3.1 Politics 

During the period under discussion there were a number of political causes and movements 

which might be expected to have resulted in some musical responses. Of particular note were: 

 The Boer War (1899-1902) 

 Richard Seddon 

 The temperance and suffrage movements 

 The union movement 

4.3.1.1  The Boer War 

The Boer War, or second Boer War, 1899-1902, was a conflict between the South African 

Transvaal Government and Great Britain.
58

 Premier Richard Seddon offered to send two 

hundred troops to support the British troops and the move was widely accepted and supported 

                                                     
58

 See the New Zealand history website at http://www.nzhistory.net.nz/war/south-african-boer-war/introduction 

for an explanation of the background and New Zealand’s role in the conflict. 

http://www.nzhistory.net.nz/war/south-african-boer-war/introduction
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in New Zealand.
59

 In October 1899 two companies of just over two hundred men left from 

Wellington. Other British colonies such as Australia and Canada also supplied troops to the 

conflict. 

Examination reveals that there were between thirty and forty patriotic songs published during 

the duration of the Boer War (Figure 4.18 illustrates two examples).
60

 Some unashamedly 

called on the links to the mother country and empire (for example, Arthur Boult’s The 

Motherland shall never die (1900), Wyndham Earee’s Nation-mother’s call (1900) and Hill’s 

When the empire calls (1899)) while others appealed to a sense of New Zealand’s particular 

contribution to the cause (e.g. Arthur Barth Sons of the Southern Cross (1900), Charles 

Clarke-Irons, Boys of the Southern Cross (1900) and Walter Newbould’s Good luck to our 

Rough Riders (1900). John Crawford, when writing about the impact of the war on society, 

commented that there were three major elements to a more assertive national identity that 

developed at this time. These were: 

1. Pride at being British and part of the British Empire 

2. A new colonial identity, with features in common with Australian and 

Canadian troops, and 

3. A developing part of their national identity which was distinctly New 

Zealand.
61

 

These three aspects all seem to be represented in the songs that were written locally. 

As the campaigns continued there was a shift in emphasis, and by 1902 a number of the songs 

were on the subject of the return of the soldiers from a campaign which had involved over 

6,500 men and cost seventy-one New Zealand soldiers’ lives through combat and another one 

hundred and fifty-nine from associated disease or accidents.
62

  The Kipling poem The Absent-

minded beggar was already very popular in its setting by Sir Arthur Sullivan, but the 

                                                     
59

 See John Crawford and Ian McGibbon, One flag, one Queen, one tongue: New Zealand, the British Empire 

and the South African war (Auckland: Auckland University Press, 2003) for more information on the New 

Zealand response.  
60

 See, for example, songs between 1899 and 1902 by Barth, Boult, Boyes, Cato, Clarke-Irons, Duncan, Earee 

(two), Easton, Forster, Fuller, Garry, Hill, Impett, Kehoe, Key, Leech, Manning, McLean, Newbould (two), 

Phillpot (two), Pooley, Richmond, Rossiter, Stebbing, Stokes, Symons, Thomas, Thompson, Trussell, Watkins, 

White, Whiteley, Williams, Wise, and Wolfgang. 
61

 Crawford and McGibbon, 209. 
62

 New Zealand history,  http://www.nzhistory.net.nz/war/south-african-boer-war/introduction . 

http://www.nzhistory.net.nz/war/south-african-boer-war/introduction
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Christchurch music retailer and composer Robert Thompson wrote his own self-published 

setting, the proceeds going to support the wounded and families of those killed.
63

 

  

Figure 4.18 Manning, Colonial patriots, 1900, and, Whyte, Victory, 1898 (NLNZ) 

Taking one song as an example, John Easton’s New Zealand’s answer (1900) (Figure 4.19) 

was written near the end of the campaign in 1902. The text exhorts the listener to support the 

British cause and defend the empire against foes, even to the point of death: “Nay rather die 

than let disgrace invade Britannia’s isle”. The music, in G major, is martial and includes 

phrases imitating bugle calls and drum patterns.  

The end of the war was not quite the end of the musical references to it. Mention should be 

made of the December 1903 song Two veterans (Figure 4.20) which the husband-and-wife 

combination of Horace Stebbing (words) and Clarice Brabazon (music) wrote to remind the 

public not to forget those who had returned. The song sold 500 copies within the first week 

with the funds from those sales going to the new Veterans’ Home in Auckland (later re-

named the Ranfurly Home in honour of the then Governor, Lord Ranfurly, who led the fund 

raising campaign).
64

 

                                                     
63

 The “Absent minded beggar” became the name given to a wide-ranging fundraising campaign throughout the 

Empire. John Lee’s presentation from the Voluntary Action Day 2010, Institute of Historical Research, 

University of London provides a case study on campaign. http://www.history.ac.uk/podcasts/voluntary-action-

history/following-absent-minded-beggar-case-history-fund-raising-campaign. 
64

 “A popular New Zealand song”, Waikato Times, 22 December 1903, 2. 
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http://www.history.ac.uk/podcasts/voluntary-action-history/following-absent-minded-beggar-case-history-fund-raising-campaign
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Figure 4.19 

Easton, New Zealand’s answer, 

1900 

(AL) 

  

 

Figure 4.20 

Brabazon, Two veterans, 1903 (AL) 
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4.3.1.2 Dominion Status  

1907 saw the granting of Dominion status to New Zealand. No longer a colony of Great 

Britain, New Zealand’s new sense of independent identity and pride was reflected in a few 

songs produced at the time. New Zealand song of Empire and Dominion of beauty both 

appeared in 1907, but the new status did not result in a great flurry of local composition. 

4.3.1.3 Seddon  

The Premier of New Zealand from 1893 to 1906, Richard Seddon achieved almost cult status 

amongst his supporters. The New Plymouth-based magazine The Stockwhip, a pro-Seddon 

publication, included a number of pieces of music by the local composer and bandmaster 

George Garry. Seddon was the dedicatee of Hartwell’s They’ll ‘elp to rule the waves (1906) 

and on Seddon’s death in 1906 two songs were published lamenting the passing of the much-

loved politician. 

One of these was by the Aucklander Arthur Culpan. A manuscript held by the Auckland War 

Memorial Museum Library shows that Culpan had some difficulty getting the work published 

and distributed and Culpan’s son recalls his father travelling the country attempting to sell 

copies.
65

 Given this, the accuracy must be questioned of a contemporary account which 

reports 1000 copies being taken by a Mr Williams for distribution throughout the country.
66

  

The work was written for piano or organ, with or without a baritone solo and quotes two 

well-known songs: Hard times come again no more, in reference to Seddon’s championship 

of social welfare and, in honour of Seddon’s Irish heritage, The wearing of the green.
67

 

4.3.1.4 Unions 

The Maritime strike of 1890 and the associated anti or pro-Union feelings also resulted in 

some expression in song. It seems more than likely that a larger number of songs were 

written or adapted and performed at variety and other concerts than were ever published. On 

the pro-Union side was John Hulbert’s God bless our trade unions (1890), while from the 

opposing viewpoint was Wilson’s God bless our brave free working men (1890). Adela 

                                                     
65

 Auckland War Memorial Museum. “Seddonia memoriam”, M1614 Cul. 
66

 “The ‘Barrel’ boat”, Northern Advocate, 10 November 1906, 2. 
67

 AS, 13 September 1906, 4. 
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Medley’s Battlesong of the unionists (1911) was published by Novello in England in 

response to a later period of union unrest.  

4.3.1.5 Temperance and Suffrage movements 

Two of the most important social and political movements during this period were the 

temperance and suffrage campaigns. Yet surprisingly there are few instances of songs being 

written and published on these topics.  

In the case of the temperance movement this may be because a considerable number of 

existing songs were brought in from the United States and other countries along with 

speakers, dramatisations and other published materials. Various “cantatas” were sung at Band 

of Hope meetings which included a number of temperance songs but none of these seems to 

have been printed.
68

 The more common practice seems to have to set new words to existing 

well known tunes, a tradition well established and put to good effect by the goldfield 

balladeers Charles Thatcher and Joe Small. Nevertheless, a new local setting of the 

temperance gospel anthem Bit of blue (referring to the blue ribbon worn by supporters) was 

published and sold in Christchurch in 1885.
69

 Opposing views were represented:  The No-

licence rally song (1908) was on the side of no sale of liquor licences while George Garry’s 

song bore the title Don’t forget to leave the top line as it stands (1905), being a reference to 

the voting option which continued liquor licences in the district.    

Remarkably, no examples of published songs relating to the suffrage movement have been 

identified, which perhaps indicates something of the nature of the movement in New Zealand 

not lending itself to campaign-style songs. Those songs on a suffrage theme reproduced 

within The Prohibitionist were further instances of new words applied to well-known tunes, 

thus eliminating the need to reproduce the music.
70

  

4.3.2 Events 

As in any similar society, particular events were acknowledged with the composition and 

publication of songs or other music. Many were civic events, although visiting dignitaries and 

royal occasions were also memorialised. One particular event which resulted in the 
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 See, for example, AS, 21 May 1884, 2. 
69

 “New music”, Lyttelton Times, 18 May 1885, 5. 
70

 The Prohibitionist was published in Christchurch from 1890-1893.  
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composition of a number of local songs was the Saturday Advertiser’s competition for a new 

national song. 

4.3.2.1 National Anthem competition 

In June 1876 the Saturday Advertiser launched a competition to set the words of a poem God 

defend New Zealand, by Dunedin poet Thomas Bracken. The story of the competition and the 

path to the setting becoming New Zealand’s national anthem has been well documented 

elsewhere, particularly in Ashley Heenan and Max Cryer.
71

 The competition was judged in 

Melbourne by Alberto Zelman, Julius Siede and Thomas Zeplin, and the winning entry was 

declared to be that by John Joseph Woods, a school teacher and local government officer 

from Lawrence.  

The first attempt to publish the winning setting was abandoned after a considerable time 

delay and a poor-quality product. After this, the copyright was handed back to Woods, who 

arranged for an edition to be published by the London firm of Hopwood and Crew. Some 

criticism followed the design of the front cover, which only featured an image of Bracken. 

This was amended in the second edition which featured a picture of Woods as well, was 

published by the local Dunedin firm of Charles Jeffrey and printed by Thomas George.  

Over the years numerous other attempts were made to write a national hymn, song or anthem, 

among them those by William E. Thomas, Sydney Hawker and James Phillpot.
72

  

4.3.2.2 Openings 

Town Halls, bridges, churches and exhibitions are just some of the openings which took place 

during this period, a time when cities and towns were expanding and national infrastructure 

was becoming established.  

Maughan Barnett provided a two-part male-voice song for the opening of the Wellington 

Town Hall in 1901 along with an ode for the opening of the 1900 Christchurch Exhibition. 

The Wanganui and West Coast Exhibition of 1887 had caused Katterns Manning to write his 

All Hail to Britannia’s greatest Queen.
73

 Carl Schmitt in Auckland contributed a setting of 
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 Heenan, New Zealand national anthem; Cryer, Hear our voices, we entreat. 
72

 Thomas, New Zealand national hymn (1879); Hawker, Young New Zealand’s national song, (1897); Phillpot, 

God defend New Zealand (1899). 
73

 Manning, (Willis, 1887). 
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the O Salutaris (1888) for the opening of the new St Benedict’s Church, which was printed 

by Brett’s.
74

 

The most significant work written for such an occasion was without doubt Alfred Hill’s 

Commemorative ode, written for the Christchurch 1905 Exhibition.
75

 A competition held at 

the beginning of the year for a text of between eighty and one hundred lines was won by 

Johannes Andersen, with Alfred Hill commissioned to write the music (Figure 4.21). On a 

scale rarely seen before, the work required full orchestra, soloists and choir. It was the 

occasion of the gathering of the first large-scale orchestra in New Zealand and a choral force 

of over one hundred and fifty singers. From the perspective of this study, it is also somewhat 

of a landmark in that the vocal score was published. At some sixty-three pages it was printed 

by the Lyttleton Times, a company not only geographically close to the event but with almost 

fifty years’ history of printing music. The score was published and made available for 

purchase some two months before the actual performance.  

The work called on large forces, namely soprano, tenor, and baritone soloists, SATB chorus, 

orchestra, brass band, and organ. Its structure was: 

1. Opening Chorus of Welcome    

2. Soprano solo - Long, Long She Lay        

3. Baritone solo - Not Unsought the Isles Were Found 

4. Tenor solo, quartet, and chorus - Tillage and Shepherding 

5. Chorus - The Lakes, the Trees 

6. Chorus - Open Stands New Zealand's Gate 

7. Tenor solo, chorus, fugue, and chorale - Joyously, Joyously. 
 

The work was received with great applause at its first performance on 1 November 1906. 
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 Schmitt, (Brett, 1888). 
75

 Sometimes referred to as the Exhibition ode, the title on the first page of the score. 
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Figure 4.21 Hill, Commemorative ode, 1905 
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4.4 Maoriland/Zealandia 

There is a group of works which externally and internally make reference to the concepts of 

Zealandia and Maoriland. These terms are not interchangeable but have quite different 

derivations and connotations, the difference of which composers may or may not have been 

consciously aware. 

Zealandia is the daughter of Britannia.  She is, therefore, inextricably part of the family of the 

British Empire. She may be on the other side of the world, but her values, traditions and 

allegiances lie with her mother, that is, Great Britain. By extension, references to Zealandia 

place the music within the broader context and traditions of the British Empire, with Great 

Britain at the centre, but Zealandia is nevertheless a separate, identifiable, geographic entity. 

Zealandia also has a quite specific meaning in a geographical and geological sense, referring 

to the continental fragment which dislodged from the Australian continent. The colonial 

usage was, however, broader.     

Maoriland was used to refer to that somewhat idealised place where Māori lived and an 

associated romanticised view of Māori life. This, in part, distinguished New Zealand from 

Australia, and also added to the sense of place different from Great Britain and Europe. In 

fact Stafford and Williams go so far as to state that it was in common usage in Australia when 

referring to New Zealand in the 1890s.
76

   It also specifically allowed writers and composers 

to create works which, by perception at least, were inspired by or referenced Māori traditions 

and culture. Stafford and Williams have determined that with regard to New Zealand 

literature, Maoriland references occurred from 1872 to around the beginning of World War 

One, and that one of the key elements of Maoriland literature was a dependence on Māori 

sources. Maoriland can be thus interpreted at two levels; firstly, a superficial trading on 

Māori language and identity, and secondly, alluding to specific aspects of Māori tikanga.  

So, somewhat simplistically, Zealandia was a separate place within the British colonial 

family with Britain at its centre, whereas Maoriland’s reference was to the unique 

characteristics of the new country.    
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 Stafford and Williams, Maoriland: New Zealand literature 1872-1914, 10. 
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These two differences can be illustrated through some of the music written. There exists a 

corpus of work which trumpets the Zealandia theme, and another corpus which alludes to 

Māori, be it through title or musical inspiration.   

Zealandia. In this group of works there are examples both for voice and piano solo. Many of 

the earliest works include a place name or reference to New Zealand’s location in their title 

which helped to establish their sense of place. Examples of these include Harriet Barlow’s 

New Zealand polka (1858), the early Davis works including the Ruapekapeka grand pas 

redouble (1852), Bonnington’s Southern Alps schottische (1864), May’s Otago polka (1870) 

and Flood’s Akaroa waltz (1886). A number of composers used the actual term Zealandia in 

their titles including Rossiter (Zealandia: a song), Innes’ children’s songbooks (Zealandia 

Vols. 1-3), Beck (Zealandia: the skipping barn dance) and Searelle (Zealandia: polka 

mazurka). The words of Rossiter’s 1905 song (Figure 4.22, words by R. H. Thompson) lead 

to no doubt about the sentiment expressed through the song. 

From forest gloom and rugged mountainside 

No sound as yet is heard 

Save where the plaintive cry of kiwi, of kiwi 

Holds its mournful note, or toneless dirge of Maori chant 

In weird and solemn echos fills the glen. 

And basking in the warmth of southern sun 

In dreamless life the silent ages run 

New Zealand sleeps, her race not yet begun 

New Zealand sleeps, her race not yet begun. 

But now at length a hardy band appears 

Of western life the chosen pioneers 

And soon arising from her sloth supine 

She takes her place among the nations of the earth to shine. 

At New Zealand’s birth all nations of earth, 

Envied England her daughter so fair, 

And the lands of the West sent their strongest and best,  

To watch o’er her child with care. 

She can now stand alone for her sons are full grown, 

And with pride of their intellects stand,  

In the strength of their purpose united and free 
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A happy and prosperous band. 

 

The text is reinforced through the use of a major key and strong, almost martial rhythms. 

Corballis notes that the characterisation of Zealandia is somewhat superficial, with Māori 

chant being heard in the glen and no attempts to imitate either that chant or any native bird 

call.
 
In Rossiter’s work some other effects may be seen as in the accompaniment in e minor 

opening representing the pre-European Zealandia contrasting with G major which is 

associated with the arrival of European settlers. The setting of the word ‘kiwi’ in the third 

line is surely an attempt to represent the bird-call, even if it may not be an accurate 

transcription of the actual call. The unison accompanument to “In weird and solemn echos” 

certainly is perhapsintended to evoke a chant-like melody. 
77 

 

 

Figure 4.22 

Rossiter, Zealandia, 1905 

 

                                                     
77

 See Corballis, R. “Tribute to Zealandia. (Part 2)”, Turnbull Library Record 38 (2005): 65-83, for a discussion 

of the derivation of the name Zealandia and this work. A full online copy of the work is available from the 

National Library of New Zealand at: 

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20693525 

My thanks to Dr Inge van Rij for her thoughts on the musical depictions including in this work, and alerting me 

to the writing on exoticism by Ralph Locke. 



  

131  

 

 

 

An expression of Zealandia can also be seen through the multitude of patriotic songs 

produced at the time of the Boer War, previously discussed in section 4.3.1.1 above. 

Maoriland. There are many examples of composers who chose to incorporate a reference to 

Maoriland or Māori in their titles, and also a smaller group who seem to have made a 

conscious effort to allude to something of Māori music or traditions. Of the first group, Alice 

Cornwall’s Maori march (1874) may be the earliest, while the use of the term “Maoriland” 

seems most common in the 1900-1913 period (Frederick Mumford, Albert Vare and William 

Boyes, for example).
78

  

There is always an exception to almost every pattern, and in this case it is a work of James 

May, published in 1882, which combines both ideas. Since his Zealandia (Maori land) 

fantasia was published by Robert Cocks in London, it is possible that he was appealing not 

only to the link of empire, but also targeting those who may be tempted to purchase a piano 

work with a hint of the exotic unknown signalled in the title. The work itself does not seem to 

include any reference to Māori music in its melodic or rhythmic ideas.  

One might expect that any composers of Māori ancestry might have incorporated something 

of te reo (Māori language) or tikanga (Māori culture and practices) in their music. One of the 

very few instances of a Māori composer adding to the published repertoire is seen in the 

songs of Te Rangi Pai.
79

 Born Fanny Rose Howie in Tokomaru Bay she was educated in 

Napier and Wellington. She studied singing in Australia and toured there before moving to 

England in 1900. There she achieved considerable success as a contralto before returning to 

New Zealand in 1905. Without doubt her most successful song was Hine e hine (or Heine e 

heine as it appeared in the 1912 edition). This song not only captured the affection of 

contemporary audiences but has remained an instantly recognisable part of the New Zealand 

song repertoire over the decades, being adapted for many uses and arrangements. The use of 

te reo in a title also appeared in the supplement to the April 1889 issue of the New Zealand 
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 Frederick Mumford, Maoriland, (Christchurch: Dresden, 1910); Albert Vare, Maoriland march for banjo, 

(Wellington: Chivers, 1908); William Boyes, Dear Maoriland, (Otahuhu,1902). 
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 For further biographical information see, Tony Chadwick. 'Howie, Fanny Rose', Dictionary of New Zealand 

Biography, vol. 3, 1996. Te Ara - the Encyclopedia of New Zealand, 

https://teara.govt.nz/en/biographies/3h40/howie-fanny-rose (accessed 27 August 2016) 
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Musical Monthly, for the cornet duet He mea aroha, in Hill’s Tangi and Pechotsh’s Kia ora: 

Maori intermezzo. 

While Hill was without doubt both the most successful and most prolific composer 

illustrating this combination of Western traditional music with explicit reference to Māori 

elements, he was not alone. He was not even the first to set the Hinemoa legend. Alice 

Rowley composed her descriptive piano work while still a student, publishing it in 1889. 

Dedicated to Sir George Grey, and including an introductory section depicting the arrival of 

Grey it is a programmatic retelling of the legend with some conventional word painting such 

as the ‘water’ music that depicts Tutanakai swimming to the island and Hinemoa. In 1880 

Samuel Keesing had written his Hinemoa waltz (1880), which was published in the New 

Zealand Muse, but musically there is nothing in that piece that suggests Māori influence nor 

does it attempt any programmatic description of the legend.  

Maoriland was also the home of exotic beauty. This aspect was highlighted not only by those 

composers who were viewing New Zealand from afar such as Maxime Heller and Percy 

Godfrey (see also section 4.8 following) but also by those writing for the local market such as 

Jessie Kinear (Maori belle polka, 189?) and Paul Sonderhof (Maori belle waltz, 1901). While 

they may have been in Maoriland they were still at some distance from Māori, and so the 

‘Maori belle’ was exotic to many of the local music-buying public as well. Since most of the 

Maoriland works are for piano rather than song, it is not possible to examine the text for 

further insight into the nature of the Maoriland being portrayed in the music. 

Alfred Hill undoubtedly made specific reference to Māori culture and traditions, as has been 

mentioned above. As well as the often mentioned operas Hinemoa and Tapu, solo songs and 

string quartets explicitly demonstrate a conscious effort to incorporate some reference to 

Māori music. Yuen Ching Lam’s analysis of the Māori elements of the second String Quartet 

concludes that Hill was attempting to incorporate Māori elements into the music rather than 

quoting or transcribing Māori music directly into his composition.
80

 This may be seen as a 

progression from a more backwards-looking romantic Maoriland concept to a more 

innovative approach to taking elements of the two musical cultures and producing something 

new. It also was consistent with contemporary European examples of incorporating national 

musical characteristics into larger forms. 
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Jane Morison paid more than a cursory glance at some features of Māori culture, notably in 

her Maori-land valse, and more particularly in the rhythm of her Maori haka rondoletto. As 

Turner has noted, Morison had a serious interest in Māori music
81

, writing a paper published 

in the Transactions of the New Zealand Society on national melodies.
82

 In her rondoletto, the 

percussive rhythmic patterns are surely intended to represent the strong, dynamic rhythm of 

haka.  Morison herself commented that she did not think it was possible for a non-Māori to 

reproduce “real Maori music”.
83

 

The existence of music reflecting Zealandia and particularly Maoriland does not necessarily 

signal the burgeoning of a new national style. In fact, given that the nature of settler 

colonialism in part involves a replacement of the indigenous culture with that of the settler 

colony, the ‘Maoriland’ examples may be seen more as an appropriation of the idea of Māori 

for the furtherance of the musical tradition of Britain, the coloniser. By utilising the name and 

various aspects of tikanga, the colonial musicians were claiming them as part of their new 

home and culture, superimposing them on the musical forms and language transported from 

Great Britain. However, in the examples of Hill and Morison, there is an indication that as the 

colony developed, some composers acknowledged that the unique value and characteristics of 

Māori tikanga had greater significance than being mere examples of exoticism. 

4.5 Instrumental music 

The music published was fairly evenly split between music for voice and music for 

instruments. Of the instrumental music, the greatest proportion by far was for the piano. 

Much has been written about the significance of the piano to households in New Zealand.
84

 

During this period the rise of schemes for paying by instalment was one factor which 

improved the affordability to a wider range of households. Brown’s research into the 

importation of pianos into New Zealand demonstrates that the period of greatest activity was 
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 Paul Turner, “New Zealand music and the First World War: the music of Miss Jane Morison”. Journal of New 
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 Transactions of the New Zealand Society 25 (1892): 514-515. 
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in the late 1890s through to the mid-1910s.
 85

  Pianos were, however, not the only instruments 

in widespread use in colonial New Zealand.
 

4.5.1 Brass and wind 

New Zealand had a flourishing brass band movement, originating with the regimental and 

volunteer garrison bands mostly formed in the 1860s and 1870s. The brass band movement 

developed a strong network, with regular reporting in the newspapers of the various band 

personnel, performances and competitions. There was also regular contact and exchange with 

Australia, particularly through journals such as the Intercolonial Bandsman. Composers for 

brass band and competition judges (quite often the same) moved freely between Australia and 

New Zealand and the band competitions provided the impetus for new compositions and 

arrangements. The popularity of some of this music is evidenced through the piano 

arrangements which were then published and retailed locally. 

 However, it is not the piano arrangements which are under discussion at this point. Rather it 

is music published intended for performance by bands. This was a very small proportion of 

the music published, with known examples barely reaching double figures.  

There already existed a long-standing practice of brass band music being published in 

specialist periodicals. From the early Boosey Military Journal through to the widely 

distributed Wright and Round Band Journal this mechanism seemed to meet the needs for 

distributing new works and arrangements throughout the brass band community.  Balclutha-

based, the New Zealand Musical Monthly included several supplements for brass instruments.  

In 1888 the short-lived Colonial Brass and Military Band Journal published a number of 

issues including music, four of which featured the local Hawera musician Joseph Higham.
86

 

Also from Taranaki was the New Plymouth-based George Garry. Garry was a multi-talented 

musician who has been mentioned earlier. His band competition piece Struck oil (1895) 

remained in the repertoire of a number of bands for some years.
 
 

Brass band competitions created a demand for new repertoire. Thomas Bulch, an Australian 

composer and band master, was a regular judge at the various New Zealand competitions. His 
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 Michael Brown, “The piano in New Zealand government statistics, 1877-1931”. Paper presented at the New 

Zealand Historical Association Biennial Conference, University of Otago, Dunedin, 20 November 2013. 
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 Zealandia, Defiance, Waikato and Colonial belle appeared in issues 1,2,4 and 7. Higham was the bandmaster 

of the Hawera, Stratford and Manaia bands as well as being a piano teacher and tuner.  
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Dunedin navals (1894?) was performed by massed bands at the 1896 Dunedin competition
87

 

and continued to be performed on both sides of the Tasman for some years, and his Moa 

march was later published in an arrangement for piano.
88

 The name more likely to be 

recognised in connection with band compositions was Alex Lithgow. Trained and with his 

first band experiences in Invercargill, Lithgow was a prolific composer of band music.
89

  

Lack of work in New Zealand was the reason he gave for taking up a role in Tasmania in 

1894, and he continued to live in Australia for the rest of his life, publishing many of his own 

works under his Commonwealth Band Music Publications imprint.  Nevertheless, he 

considered himself a New Zealander and incorporated New Zealand references in the titles of 

works such as the Kia ora march, (Figure 4.23), Dannevirke and Land of moa. 

 

 

Figure 4.23 Lithgow, Kia ora, 191?  (Tasmanian Archive and Heritage Office  SD_ILS:615955 ) 
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 “Band contest”, OW, 29 October 1896, 54. 
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 Published first by Begg’s in 1896 and then again by Reynolds in London in 1902. 
89

 Lithgow’s most well-known composition was named after the city of Invercargill. Written in 1908 after he 

had moved to Australia it continues to be popular and has become one of the international band movement’s 

core repertoire. 

https://stors.tas.gov.au/smu127665545
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In a not dissimilar way, the other band movement that existed throughout the country and 

which also called for a continuing supply of new music was the Salvation Army. Although 

most of the settings were distributed through their British journal the Salvation Army Brass 

Band Journal, there were also local additions. In particular, the work of Harold Scotney 

received praise and was widely adopted. His Ruahine march (Figure 4.24), won the first prize 

at Australasian Competitions 1910, the Dannevirke march (Second Prize 1911) and his New 

Zealand melodies were performed in Melbourne in 1912. These were all published as part of 

Salvation Army Brass Band Journal.
90

    

 

Figure 4.24 Scotney, Ruahine march, 1910? (NLA) 

In addition to this music for band, there are a very few instances of pieces employing a brass 

or wind instrument in an obbligato role. Norberg’s Overton waltz for piano included a part for 

cornet solo, and Higham’s Land where the old folk lie refers to the Scottish homeland by the 
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use of the [highland] pipes.
91

 Military musicians were also catered for with the New Zealand 

Army and the Cadet Branch of the Education Department both producing bugler’s manuals.
92

 

4.5.2 Strings 

The violin also appeared in several more works to provide an obbligato line. Martin 

Swallow’s Saviour of the helpless, (1900) (Figure 4.25), Ethel Wright’s City glorious, (1906) 

and Adrian Hope’s Teach me to forget (1906) amongst others called for a violin obbligato, 

while Richard Hutchens’ Inasmuch (1900) went so far as to be described as a song with 

violin. In the Hutchens example the violin part merely supported the melody, contrasting with 

the Swallow song, where the violin part provides an independent line. 

 

 

Figure 4.25 Swallow, Saviour of the helpless, 1900  (NLA http://nla.gov.au/nla.obj-167590815) 
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 Higham suggests that the effect of the pipes could be obtained by a combination of cello and oboe. 
92

 New Zealand bugler’s manual (1899) and, Bugler’s manual and bugle marches for the public school cadets 

(1903) 

http://nla.gov.au/nla.obj-167590815
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As well as supporting or decorating the vocal line, the violin also appears as the primary 

focus. Joseph Higham again seems to have been interested in using a range of instruments in 

his works – his Rawhiti mazourka (sic) for violin and piano (1896) precedes Light’s Romance 

in B flat for violin and piano (1905). More notable is Hill’s Humoreske for violin and piano, 

published in Australia the year after he left New Zealand to settle there, and of course, his 

string quartets No.s 1 and 2, and his violin sonata (1913). W. E. Thomas’s Berceuse, for 

violin and piano (1901) was published in London, but I have not been able to locate any 

copies. 

Other string instruments are very much the exception. Guillaume Paque’s Gavotte “Joyeuse” 

for cello and piano is perhaps not unexpected since Paque was himself a cellist and teacher at 

the Auckland University College.
93

 Albert E. Vare was the composer of a Kia Ora polka and 

his Maoriland march (1908) was written for banjo solo.
94

   

4.5.3 Ensemble 

The most usual way in which the ensemble player’s desire for locally produced music was 

met was through the different arrangements that were available of a work. Barnett’s Shadow 

Dances was available with violin, flute, cornet or clarinet parts available at 3d each. It was 

very common practice for a piece which was primarily issued as a piano version to also be 

available in a range of other instrumental combinations.  The Lithgow work mentioned above 

was available for piano or military or brass band. Adrian Hope’s Buds and blossoms was 

advertised as being available for piano, piano duet, piano and violin, and string orchestra. 

This was not merely an advertising ploy; the parts for Hope’s Buds and blossoms are 

available in the National Library of New Zealand. This may represent an unusual case but 

certainly one or two alternative arrangements were common. 

There is contemporary evidence of works being written for other instrumental combinations, 

such as Annette Wilson’s Gavotte being performed by the orchestra at the 1889-1890 New 

Zealand and South Seas Exhibition in Dunedin, and, in the following year, her trio The 
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 Gavotte “Joyeuse” appears to have been Paque’s only cello work published. He was, however, reportedly 

responsible for the cello part in Webbe’s published song Madeleine, which also included parts for violin and 

cello. 
94

 During the first part of the twentieth century Mandolin, Guitar and Banjo orchestras were in vogue so the 

writing of such a work for banjo is not as unusual as it would now be. 
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Evening Cloud, for voice, clarinet and piano at her annual pupils’ concert.
95

 Barnett’s Song of 

Empire for solo bass, chorus and orchestra was first performed in Wellington in June 1897
96

 

with a Nelson performance in 1898, and his Trio for piano, violin and cello appears to have 

been first performed in 1894. These works, however, were not published and the scale and 

nature of unpublished works composed and performed in New Zealand during this period is a 

complementary research area which warrants its own detailed investigation. 

It is surely relevant that because of the frequent shipping, travel and importation of current 

British newspapers, New Zealand residents were very aware of what was happening 

musically in Great Britain and Europe. Although there was no permanent full-size orchestra, 

attempts were made to perform orchestral works with the forces available. As has been 

previously mentioned, the regimental bands joined with other orchestral forces to provide the 

orchestral accompaniment for choral works, and the Auckland Choral Society orchestra 

boasted a complement of thirty-three players when it was founded in 1884. A December 1885 

programme included overtures by Cherubini and Rossini, Weber’s Konzertstück, the finale 

from Beethoven’s Eighth Symphony and various vocal and instrumental ensembles.
97

  

4.5.4 Organ 

It might be expected that a considerable quantity of organ music would have been published, 

given the significant number of musicians who had roles as church organists and 

choirmasters. However, there appears to have been reluctance on the part of many organists 

to publish their own compositions. In the biography of John Bradshaw of the Canterbury 

University College and the Christchurch Cathedral, Bradshaw is noted to have destroyed all 

his own compositions, including a symphony and a processional.
98

 There are frequent 

mentions in contemporary newspapers of organists performing voluntaries of their own 

composition. However, very few were published. Swallow’s Nun’s processional may have 

been marked for organ but it is a simple manuals-only work, and Hardeman, who was 

organist at Oamaru, wrote a set of voluntaries for “the organ, harmonium and American 

organ”. What this may reflect is that with the exception of a few large city organs, there were 

still relatively few pipe organs of any size.  
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 “Miss Wilson’s concert”, ES, 4 December 1891, 2. 
96

 “Mr Maughan Barnett’s Musical Society”, New Zealand Times, 17 June 1897, 3. 
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 AS, 11 December 1885, 2. 
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 F. K. Tucker,  J. C. Bradshaw, Mus.D (Manchester), F.R.C.O., L.R.A.M., A.R.C.M., Hon. F.R.M.C.M: a 

memoir (Christchurch, 1955). 
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One significant exception is the Motivo piacevole by Neville Barnett. Barnett was English 

and arrived in New Zealand in 1879 after receiving his fellowship of the Royal College of 

Organists. His piece was written for the occasion of the inauguration of the organ at 

Christchurch Cathedral in 1884, the specifications for which he oversaw. Barnett himself left 

Christchurch soon after and in 1888 took up a position as organist at Sydney’s St Mary’s 

Cathedral.
99

 Although he had performed the piece several times in New Zealand, it was not 

until after he had actually moved to Australia that Novello published the work.
100

 

The preceding sections raise the question: Why was so little instrumental music other than for 

the piano published? It was clearly written and even performed but the small size of the 

market, both in terms of general population but also the number of competent performers of a 

range of instruments was, I suggest, the significant factor. The additional costs in producing 

separate parts may also have been an issue, but a lesser one than the fact that most amateur 

musicians were pianists or singers. 

4.5.5 Piano 

The vast numbers of dances published for the piano have already been discussed. There was 

also a quantity of piano music written in other forms, particularly as the period under 

discussion progressed. Seven piano works appeared between 1904 and 1908 under the name 

Seaton Rivers. Nothing has been able to be discovered as to whether this was a pseudonym or 

not, but no other works appeared after this burst of activity. The works were morceaux de 

salon, a nocturne and an intermezzo rather than the more frequently produced dance forms. 

The works seems to have met with considerable success and a number of copies have been 

located in Australia. 

As early as 1884 a sonata by “Omega” won the Auckland Society of Arts music competition, 

but the work was never published.
101

 The title of Walter Impett’s The Chimes changed from a 

gavotte-humoresque in the first edition (1894) to an Intermezzo in the third and back to a 

gavotte-humoresque for the fourth edition (1905?).   
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 E. J. Lea-Scarlett, “Barnett, Neville George (1854–1895)”, Australian Dictionary of Biography, (Canberra: 

National Centre of Biography, Australian National University), http://adb.anu.edu.au/biography/barnett-neville-

george-2940/text4259, accessed online 28 December 2014. 
100

 See, for example, “Mr Neville G. Barnett’s second organ recital”, AS, 12 December 1884, 2. 
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 “Opening of Arts Exhibition”, AS, 25 April 1884, 2. 
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Descriptive works included Sykes’ Sunshine and tempest (1894) (republished in an 

Australian edition after Sykes moved to Melbourne) and Impett’s Night patrol (1901). There 

was also a group of works possibly written for the advanced pupil such as several of the 

piano pieces by Barnett. Barth also contributed a work seemingly designed for the concert 

stage, although whether for a local concert of pupils or intended for a more formal piano 

recital is unclear. He performed his Welcome to spring: morceau de concert for the piano in 

1882
102

, soon after his arrival in Dunedin and his daughters continued to teach it to pupils of 

the Barth School of Music for many years (published by Weekes in 1878, it pre-dates his 

arrival in Dunedin). Barth also performed his locally published Marcia in F (Begg’s, 1892) 

(Figure 4.26) over several years.
103

  

 

 

Figure 4.26  Barth, Marcia in F, 1892 (AL) 
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 “Choral Society concert”, ODT, 4 May 1882, 3. 
103

 See, for example, “Entertainments”, ODT, 23 October 1902, 2. 
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Reasons for the lack of instrumental music other than for the piano, and the fact that the 

locally composed music does not include more examples of ‘art’ music, can be put down to a 

number of factors. Market size, immediacy and topicality are certainly elements, but there are 

other considerations which may have also played a part. Jennifer Hill suggested that in 

Australia there may have been an expectation that locally composed music was to be light 

and untaxing. She quotes song-writer Esther Kahn as saying that publishers were only 

interested in publishing light music.
104

 This aligns particularly strongly with the experience of 

Alice Rowley in New Zealand and also her dealing with English publishers. Perhaps there 

was an expectation that colonial composers could/should only produce this genre of music. In 

addition, Prue Niedorf suggests that local publishers may have been acting in self-interest as 

many of them were retailers and possibly wished to protect their sales of music imported 

from Great Britain.
105

 However, as a sizable amount of the music imported into New Zealand 

was of the light-music variety, this argument does not seem particularly convincing for the 

New Zealand experience.  

4.6 Religious music 

The first two examples of music printed in New Zealand were of hymn tunes. Although not 

using staff notation, the collection of tunes reflects the place of the Church of England in the 

early settlement, and also the utilitarianism of some of the music printed. It was composed 

and published because there was a practical need for it. As the colony developed there was 

also an increase in the number of choral works composed both for liturgical use and on the 

concert stage. Alongside these works were pieces which expressed personal devotion. 

The following discussion will therefore divide the works into groups focussed on: 

1. Liturgical, including hymns 

2. Festivals and choral works 

3. Solo songs of devotion 

4.6.1 Liturgical works 

In order better to understand the context in which these works were created and used it is 

important to recognise New Zealand’s early denominational differences. In the early days of 

settlement, different parts of the country reflected different traditions. While the Free Church 
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in Otago were reluctantly agreeing to the introduction of hymns and the organ into church 

services, the diocesan authorities in Auckland and Christchurch were actively promoting 

diocesan choral festivals. Catholic liturgical music was determined by the particular service, 

and individual churches could potentially draw on an immense repertory. However, a number 

of local composers did produce settinsg of smaller liturgical texts.   

a) Hymns 

The first two books of hymn tunes were collated by Arthur Purchas in Auckland and 

published by St John’s College. They use a figured notation (Figure 4.27) rather than staff or 

tonic sol-fa, and Purchas commented in the text that the method of the Tunes for different 

metres (1848) was intended as an introduction to the more “beautiful and appropriate, but 

more complicated” notation.
106

  

 

Figure 4.27  Purchas, Tunes for different metres, 1848 (AWMM) 
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 Purchas, Tunebook, Appendix. 
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Purchas’s most significant work, however, was the compilation of the Tunebook for the New 

Zealand hymnal published in Auckland by Wayte and Bagnall in 1866, after some delay,  

having failed to find a lithographic printer.
107

 The New Zealand hymnal had been published 

two years earlier, but in that edition the tunes were merely indicated by name. The London 

publishers Collins later took on the costs of publishing a combined New Zealand hymnal with 

tunes (1871) which was used in many, but not all, New Zealand Church of England parishes 

for some years. While most of the hymn tunes in the Tunebook were well recognised and in 

standard use, Purchas did include eight tunes he had written himself. Although he commented 

on this fact in the introduction, he did not identify the hymns. However, in the Collins New 

Zealand hymnal with tunes (of which Purchas was the editor) he included some twelve of his 

tunes, and included dates of composition. Hymns carried across from the first hymnal 

included St Arvans (1847), Agnus Dei (1864), Treloch (1848) and Via Vitae (1864) (Figure 

4.28).  
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Figure 4.28 Purchas, Via vitae, New Zealand hymnal, 1871 (AL) 

When stocks of the hymnal with tunes were reported to be depleted there was considerable 

discussion about the possibility of reprinting it. However, the consensus was that as the 

Church of England was in the process of producing a new hymnbook, it would be better to 

wait for that to become available.   

Purchas was not alone in writing hymn tunes. Amongst others were R. Leslie Hunt, organist 

of St Mary’s Auckland, who was responsible for the musical supplement to A manual for the 

Holy Communion (1898), A. L. Wylie’s collection, Twenty hymn tunes, published by 

Novello, and several other hymns published for specific events or congregations such as the 

Hanover St Baptist Church Anniversary service (1904). 

The carol may be considered a specific type of hymn. Carols for solo voice and also choir 

were both published. Interestingly they were often published in alternative formats. Thus 

while Parker’s Like silver lamps in a distant shrine (1880) was published as a song sheet by 

Reichardt’s in Wellington, Forrester’s carol from 1911 was produced on a postcard, Barth’s 

Our New Zealand Christmas song (1882) was printed on a Christmas card and Impett’s New 

Zealand carol appeared in the 1903 Christmas edition of the newspaper the New Zealand 

Mail. This latter work (Figure 4.29), displaying a conventional harmony and rhythm in a 

fairly homophonic setting, acknowledges its New Zealand location and summer Christmas in 

its text by the local poet J. L. Kelly: 

Peace on earth goodwill to man 

Thus the ancient carol ran 

Sung in sweet angelic strain 

Far on Judah’s wintry plain  

Two thousand years ago 

“Peace, Goodwill we sing today”  

In a joyous roundelay 

In New Zealand bright and gay  

Mid the summer’s glow. 

 

Peace on earth doth here abide 

Not alone at Christmastide 

Joy doth evermore engage 

Cheerful youth and easeful age 

Here we dread no foe 

All are free to till the soil,  

all enjoy the fruits of toil 
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Earth gives corn and wine and oil,  

no one want may know. 

 

Chorus: 

Sound the grand old story, ring the gladsome bells 

Where in radiant glory fair Zealandia dwells 

Here, where strife and tumult cease 

Here, where all men live in peace.  

 

 

Figure 4.29 Impett, A New Zealand Christmas carol, 1903 (NLNZ) 
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The above examples should not be taken to mean that there was no music printed in response 

to the needs of other denominations. The New Zealand Weslyan included a number of hymns, 

and composers such as Albert Vallis and Amelia Lelievre-Lee provided their contributions to 

the Catholic service and solo music.  

4.6.2 Festivals and choral works 

 

George Tendall, organist of Christchurch’s Cathedral, also wrote a number of hymns 

specifically for the Christchurch Diocesan Choral Festivals.
108

 Both Auckland and 

Christchurch Diocese established Choral Festivals to promote music in the churches. The 

Auckland Festival was established in 1873 and the Christchurch Festival by 1882 (although 

the Choral Association was formed in 1876).
109

 While the repertoire was almost without 

exception neither original nor local, orders of service or booklets were printed which 

contained the hymn tunes and some other musical incipits. The Auckland Orders of service 

(printed by Reed and Brett) were praised in the Church Gazette for their clarity and were 

clearly typeset each year to meet the needs of the choristers involved (Figure 4.30).
110
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 “Diocesan Choral Association”, DSC, 26 February 1876, 3. 
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Figure 4.30 Auckland Diocesan Choral Association, Order of Service, 1874 (HeritageNZ) 

Outside these formal Choral Festivals a number of “Services of song” were performed. These 

were services in which music played a particularly important part and were often for 

celebrations or themed services. For example, a Centenary service of song was held in 1880 

by the Sunday School Union to commemorate the establishment of the first Sunday School in 

Great Britain. The programme was set in England, but the thirty-two pages of words and 

music for the Auckland service were printed in Auckland by Wilson and Horton.  

A number of large-scale choral works were composed and performed. Phillpot’s Ascension 

cantata was performed at Easter for over twenty years at St Matthew’s Church in Auckland 

and Thomas’s Nativity, Op31B, for Soprano, Alto, Tenor, Baritone and Bass soloists, chorus 

and orchestra was first performed in 1907, repeated in April the following year and revived in 

1916 (Figure 4.31). Both were published, but the Phillpot seemingly only for distribution to 

the choir. The Phillpot is a duplicated manuscript and the Thomas printed by Brett in both a 

vocal score version and choir parts-only version.
111

 

 

 

Figure 4.31. Thomas, The Nativity, 1907 

(AL)  
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 Manuscript orchestral parts are in the Auckland Libraries, Sir George Grey Special Collections. 
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While contemporary reports point to the performance of other unpublished locally composed 

larger-scale choral works
112

 most of the religious choral works which were published were 

shorter anthems. The most prolific composers of these were James Phillpot and Edward 

Craston, and Thomas Trimnell published a number of works during his slightly more than ten 

years’ residence in New Zealand (all but one were published in London). 

4.6.3 Solo songs of devotion 

Songs of devotion were written by those with a variety of backgrounds. A Catholic sister set 

the New Zealand evening hymn (1874), Cato, an ordained Church of England priest, wrote a 

solo-voice anthem On wings of faith (191?) and Hoban, a professional pianist and music 

teacher, added a violin obbligato to his setting of the Ave Maria (1895). W. E. Thomas wrote 

a number of songs in this genre including Kingdom of love (1903) and The holy child (1905). 

His works shows a more sophisticated harmonic language than many, as might be expected 

from the Professor of Music at Auckland University College. 

The number of songs of devotion is a relatively small proportion of the number of songs, 

much smaller than the patriotic and entertainment genres. This may reflect the ease of 

obtaining such songs from overseas: the content was less specific to a particular place of 

composition or publication. One interesting note with respect to the publishing of this 

material was that when the music was of a sacred nature it tended to have a more austere 

cover, with a simple black and white text design.  

4.7 Educational music – music for schools, music for music students, 

tutors and methods 

Although it might be expected that local composers would have written material as local 

teaching aids, both for individual children and also for groups, during this period there 

appears to have been very little published in the way of music targeted specifically at the 

individual child.  

The educational material has been subdivided into two categories for the purposes of this 

discussion: 
                                                     
112

 For example, Varnham is reported as writing the music to an Arbor Day cantata in 1892 entitled The new 

Arbor Day (the text only is held in the George Grey Manuscript Collection, Auckland Libraries), Pooley 

composed a cantata Jonah, and although Carl Schmitt’s cantata Art and Mind was reported as being sent for 

publication to Johann André’s in Germany there is no mention of it in their archive catalogue. 
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1. Music for the classroom, or for massed singing 

2. Tutors and methods 

4.7.1 Songs for classroom use 

Songs for school use provide the largest number of examples, with most from the later part of 

the period under discussion.
113

  The Department of Education Course of instruction in public 

schools singing prescription for Standard 1 pupils in 1904 required: 

A sufficient number of easy and suitable songs in correct time and tune, and at a 

suitable pitch. These should be chosen as far as possible both for the words and for 

the music. The teacher should aim at getting sweet singing, and all tendency to 

harshness or strain should be checked at once. To this end, the songs must not exceed 

the range of the children’s voices.114
 

One important mechanism for publication of suitable songs was the School Journal which 

was launched in New Zealand in 1907. Up until 1913 most of the songs and tunes included in 

the School Journal were notated in tonic sol-fa. The first song included in staff notation was 

The Flag of Britain (1908) and there followed a limited repertory of well-known and patriotic 

songs such as The King, the King.
115

 The first significant embracing of a New Zealand setting 

was in the inclusion of five songs by the Hokianga-based school teacher J. H. Rudall. 

Rudall’s songs, both in the School Journal and in a set which was published separately as A 

garland of songs, were written early in his career as a teacher and would no doubt have had 

the singing prescription in mind. Rudall also wrote the text for several of the songs which 

refer to nature and the seasons, but without reference to any particular flora or fauna native to 

New Zealand.
116

 While Rudall was the most frequently represented, he was not alone as a 

New Zealand composer. Other songs reinforced a specifically New Zealand patriotic ideal 

such as Pope’s New Zealand, my homeland.
 117
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 See Braatveld, for a broader discussion of the context and principles relating to music in schools during this 

period. 
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 Quoted in Braatveld, 74. 
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 Music by W. V. Vine (vol.5, 1911). 
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 For example, Wake up little daisy (vol.5, 1911), Ring out, wild bells (vol.5, 1911), A Spring song (vol.6, 

1912) and Christmas carol (ol.6, November 1912) 

His Garland of flowers set consisted of: 

Wake up my little daisy / words anon.  

A spring song ; O Dolly dear ; Cradle song / words J.H. Rudall  

The dawning day / words Thomas Carlyle  

A boy's song / words James Hogg. 
117

 School Journal, vol.5, 1911. 
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In contrast to the School Journal, the songs in Zealandia, a three-part song collection edited 

by school teacher and inspector J. Innes, introduced songs about the New Zealand natural 

world and with a New Zealand theme into the classroom.  Initially published as a tonic sol-fa 

edition (Innes was a strong local advocate for the method), the three-volume Zealandia song 

books were published by Curwen’s in London. The later staff-notated volumes were 

republished by Curwen and Upton’s in Auckland in 1907 and the collections were 

“authorised to be used in public schools by the New Zealand Education Department”. Many 

of the New Zealand songs were contributed by Innes himself, although a number of songs by 

Edward Craston were included in the third volume.
118

 

The first volume contains almost no New Zealand references with the exception of Innes’s 

song Come into the bush-land, with its reference in the second verse to bellbirds.   The 

second volume included his two-part song The tui bird, which was to achieve a popularity 

lasting for some years,
119

 and third volume contains several songs of a highly patriotic (that 

is,  relating to New Zealand, rather than Britain) nature. Titles included God defend New 

Zealand (Craston),
120

 My native land (Innes), New Zealand (Craston), The new motherland 

(Innes), The old land and the new (Wills), Dunedin from the bay (Innes), O ship, speed o’er 

the ocean (Craston) and A hymn for New Zealand (Innes). This was no doubt in response to 

the granting of Dominion status to New Zealand in 1907, the date of this edition. The 

Zealandia collection thus stands as a specifically New Zealand songbook, rather than as a 

collection of songs collated overseas and used in New Zealand schools. 

Mary Elizabeth Richmond’s Songs of childhood (1908) are didactic in their texts and aimed 

at a younger kindergarten age group. They include no reference to New Zealand, possibly as 

they were published in London with a wider audience in mind. Songs included those with 

subjects such as addition, good behaviour (in which the boys are instructed not to wriggle and 

be noisy, and the girls to behave as little princesses, always saying please and being 

“obedient, willing and gay, So kind and so careful and clean”.
121

 The musical setting of these 

two songs certainly illustrates the text, with the ‘wriggling and squirming’ well represented 
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 Walter Impett also had a song included in Volume 3, as did W. R. Wills. 
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 See Annabell, “New Zealand's cultural and economic development”, 154-162, for discussion on the 

distribution and longevity of this song. 
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 Richmond, The little princess, verse 3. 
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through the decorated quaver patterns, while the ‘princesses’ are more sedate (see Examples 

1 and 2). These songs contrast with the slightly subversive children’s song by Wolf, decrying 

the educational method of ‘cramming’.  

 

Example 1  Richmond, Good boys and bad. From: Songs of childhood (1908) 
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Example 2  Richmond, The little princess. From: Songs of childhood (1908) (NLNZ) 

 

 

Adela Medley’s songs for children were also published in England. A school music and piano 

teacher (and teacher at Wellington Girls College from 1908), Medley was also an artist of 

some talent,
122

 and although her music would not appear to have been widely distributed in 

New Zealand, its quality was such that Novello’s forwarded copies of Cradle song and 

Woodland melodies for mention in the American publication Kindergarten Magazine Vol. 

15, Sept 1902–June 1903. Another song, Swinging: junior unison song, was also included in 

the Novello periodical, The School Music Review (no. 101). 

                                                     
122

 Medley had a screen exhibited in the1885 Wellington Industrial Exhibition. “Industrial Exhibition awards”, 

Wairarapa Daily Times,10 October 1885, 2. 
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Thus the music published for children was primarily published with a formal educational use 

in mind. A very small number of works were published for the family and the junior piano 

pupil.
123

   

At a more senior level, although published in Australia, the Australasian Student Songbook 

(1909) contains a number of New Zealand school and university songs including Auckland 

University College, Canterbury College, Varsity Anthem (Otago), Victoria College, 

Christchurch Girls High School, Christ’s College, New Plymouth High School and Te Aute 

College.
124

 Alongside these were a number of tutors and methods some of which were to 

have quite wide distribution and adoption. 

4.7.2 Tutors and methods 

Arguably the most successful of the tutors and methods produced during this period was The 

Pianist’s ABC primer and guide (1900), written by W. H. Webbe. Webbe ran a highly 

successful piano school (along with his daughter Madeleine) as well as being the manager of 

the London and Berlin Piano Company based in Auckland.
125

 Claiming a family connection 

to the English composer Samuel Webb [sic], he also composed a number of songs and piano 

pieces, some of which were given away as a bonus with new music and piano purchases. 
126

 

First published as an 80-page booklet, Jottings, Part 1. Pianoforte playing: the piano and 

American organ (1893), the treatise proved popular and was expanded to form the basis of 

his more substantial book The pianist's ABC primer and guide, published by Forsyth’s in 

London in 1900. Included in the over 500 pages were topics such as musical notation, scale 

and intervals, touch, the art of practising, harmony, forms and a section on music 

examinations. The Appendix, which was issued both separately and as part of a ‘complete’ 

edition, covered repertoire, musical journals and a guide to music publishers.   
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 The Triad’s children’s edition of November 1913 included works by Schumann, Chopin, Grieg, Schubert, 

Mendelsohn and Gade. The general merchandising firm of J. M. Innes also made available and branded an 

edition of Milne’s Family Album, a practice which also occurred in Australia.  One of the very few examples of 
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 For further discussion of the Webbe’s School of music see Ubeda, “Keeping time”. 
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Figure 4.32   Webbe, The pianist’s ABC primer and guide 

The work was well reviewed in the Musical Times and the Musical Opinion & Music Trade 

Review, along with a number of other newspapers and journals (positive reviews were 

included in the advertising materials see (Figure 4.33).
127

 Its distribution was clearly 

international in scope and it was positively reviewed in the St Louis journal, Kunkel’s 

Musical Review 24(2) 1901, as well as the Sydney Morning Herald (Figure 4.34),
128

  one of 

only a few works of New Zealand origin to have had wide international success.   

 

Figure 4.33 New Zealand Herald, 24 November 1900, 1 
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 Musical Times, September, 1900, 605; Musical Opinion & Music Trade Review, October 1900, 19. Accessed 

online through ProQuest British Nineteenth-Century Periodicals.  
128

 Sydney Morning Herald, 10 November, 1900, 4. 
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Figure 4.34  Sydney Morning Herald, 10 November 1900, 4 

Maughan Barnett’s  A short course of pianoforte technique (London: Reynolds, 1904)
129

 was 

a more modest thirty-four pages “for the use of amateur pupils, few of whom are able or 

prepared to devote to technical practice the time required for a thorough study of the 

numerous exercises contained in the standard works on Pianoforte Technique”. M. Gellrich 

has discussed the growth throughout the nineteenth century of technical manuals for the 

pianist determined to master the technical challenges of some compositions, illustrating a 

shift in practice from improvisation and composition to a reproductive interpretative art.
130

 

Even though focussing on developing technical mastery, Barnett clearly recognised the 

reality of his likely audience. It was not intended for the student who might aspire to study in 

a conservatoire or similar, but for the amateur pianist who required a solid foundation of good 

technique to explore the wide repertoire available to them.  Its level presumes that the student 

wished to perform works beyond the very simple ‘popular’ items produced mostly for the 

domestic market, exploring repertoire which required a more advanced pianistic technique. 

The inclusion of information on methods of practice as well as the technical exercises 

themselves was innovative. 

Each of the sections is introduced by a short set of instructions followed by the exercises 

themselves. The eight sections presumably equate to Barnett’s consideration of key areas of 

technique to be mastered: 

1. Finger exercises (with sustaining fingers) 

2. Finger exercises (without sustaining fingers) 

                                                     
129

 Barnett made contact with Frederick Harris, who was touring New Zealand as the agent for Reynolds, in 

1903. Harris accepted the manuscript for publication and it appeared in print in 1904.  
130

 M. Gellrich and R. Parncutt. “Piano technique and fingering in the eighteenth and nineteenth centuries: 

bringing a forgotten method back to life”, British Journal of Music Education, March, (1998): 5-23. 
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3. Exercises preparatory to scales and arpeggios 

4. Exercises  preparatory to scales in double 3rds and 6ths 

5. Shakes 

6. Wrist staccato 

7. Octaves chords 

Eleven photographs illustrated hand and wrist positions. Restricting the content to these 

particular technical areas contrasts with extensive collections of studies popular at the time by 

writers such as Czerny, Burgmuller and Hanon among others, and is likely to have derived 

from Barnett’s own experiences as a piano teacher in Wellington. There does not appear to be 

anything particularly original in Barnett’s approach to these technical issues; rather his 

intention appears to be to focus the pupil’s attention on what he considered to be the core 

technical skills that needed to be mastered in order to be able to perform the wider piano 

repertoire.  The work was mentioned in the Musical Opinion and music trade review, 

(February 1906, 341), with the following notice: 

Maughan Barnett’s “A Short Course of Pianoforte Technique” is intended 

for the use of amateurs. The exercises, scales and arpeggios are preceded 

by thoughtful and serviceable remarks fully explaining the methods of 

practice necessary for their proper execution. On the first page is exhibited 

a group of eleven photographs, showing the various positions of the hands 

and fingers, - a capital idea. A very considerable amount of important not 

to say indispensable matter lies between the covers of this excellent 

volume. That it will answer the purposes for which it is intended cannot for 

a moment be disputed. 

 

Webbe and Barnett were not the only writers of books on musical instruction.  Harmony was 

addressed by François Cailliau and Hugo Carleton, and Cailliau and Charles Baeyertz both 

wrote on vocal technique. Annette Wilson, John Pooley, George Williamson and James 

Hardeman all contributed short treatises on piano technique.
131

  At the other end of the 

spectrum was Thomas Carter’s intriguingly titled How to play the piano without any 

knowledge of music in 20 minutes, or the Excelsior vamping chart (1898).
132

 Widely 

                                                     
131

 Annette Wilson, First stepping stones in the grammar of music (Dunedin: Otago Daily Times, 1895); John 

Pooley, Technical exercises for the pianoforte (London: Wood, 1883); George Williamson, How to practice and 

what to practice (Napier: Harding, 1885). It is not entirely clear whether James Hardeman wrote two books or 

one. His Pianist’s vade mecum, published in Ireland by Deacon in 1900, contains an advertisement for another 

Hardeman work, the Pianist’s rudiments of music, although contemporary references in the Oamaru newspapers 

make the content of the two titles sound very similar.  
132

 Unfortunately no copies of this vamping chart have been able to be located. 
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advertised from the late 1890s, the vamping chart was not the only such tool produced locally 

with Bowman’s Patent popular chord indicator having been sold in Christchurch in 1894.
133

 

A very few instructional works were also published locally for other instruments, among 

them a small volume entitled Talks to amateur violinists (1911) by Herbert Bloy, a leading 

violinist in Wellington. 

The appearance of the tutors and methods indicates a maturity and confidence within the 

music teaching profession. It also indicates that the authors felt there were enough serious 

music students to warrant making their individual teaching methods and philosophies 

available to a wider audience. At the same time it must be recognised that the standard 

methods such as Czerny, Hanon and  others were readily available in imported copies and 

their dominance was confirmed with the appearance of locally printed editions (Czerny, 

Pischna and Hemy were all republished locally by Eady’s and Robertson’s in Auckland also 

added their imprint to an edition). The locally produced tutors and methods can therefore be 

seen as supplementary materials, again providing name recognition for local purchasers and 

further enhancing the reputation and avowed expertise of the local musicians.  

4.8 New Zealand from afar  

Rather than reflecting the more common viewpoint of New Zealanders looking back to 

‘home’ a number of works were written from the more unusual aspect of others looking 

towards the still largely-unknown New Zealand. 

The use of the Pacific and Oceania as an exotic feature in music was not new. As early as 

1785 and the performance in London of William Shield’s Omai, or Trip around the world 

there had been some musical interest in exploring the unknown Pacific, the furthest corner of 

the world.
134

 Approximately a hundred years later the idea of depicting New Zealand in a 

musical work appeared in a number of guises.  

                                                     
133

 The chart could be placed in front of the piano keys visually indicating a repetitive chord pattern which could 

be played against many popular tunes. 
134

 For a discussion of the early appearance of the Pacific as a subject in music see David Irving, “The Pacific in 

the minds and music of enlightenment Europe”, Eighteenth-century music, 2, no.2 September, (2005): 205-229. 

See also the recent Hoskins edition of Shield’s Ode to Captain Cook, from Omai, or, a trip around the world 

(Auckland: Artaria, 2009). 
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Barnes introduces her study of the relationship between New Zealand and the London 

metropolis by discussing a shift that took place in the later nineteenth century.
135

 Before that 

time, New Zealand had been considered separate and foreign, but by the end of the century it 

had come to be seen as an integral part of the ‘imperial metropolis,’ part of the life and 

culture of Greater Britain. To Londoners, New Zealand represented a kind of rural hinterland 

while to New Zealanders, who lived in a country without great cities, London was their 

metropolis. Melbourne and Sydney provided some closer facilities and activities associated 

with a larger centre, but London remained the ultimate metropolitan centre.  Some of the 

music written outside New Zealand but with references to New Zealand may illustrate this 

relationship to a certain extent, referring in their titles to something externally different yet 

internally providing a form and language reassuringly familiar.   

In 1877, Te Ora, or the Zauberflöte of New Zealand, an opera by A. Nizel, (Alfred Tansley), 

was published (Figure 4.35).
136

 What remains of Tansley’s composition is a piano 

arrangement of some of the individual numbers, which were published separately and later 

re-issued as a set. Among the selections are an Overture, Scherzo fantastique, Andante dolce 

legatissimo, Grande valse de concert and Grand finale. 

Tansley the piano teacher is evident both in his dedications and also in some of the technical 

features included in the music.
137

 He sets aside an entire page for a cadenza, which he uses as 

a teaching device to instruct players on his piano trill technique - the Nizelle Repeater.
138

 

 

                                                     
135

 Felicity Barnes, New Zealand’s London. (Auckland: Auckland University Press, 2012), 2.  
136

  The Death song is marked as by Alfred Tansley (“Nizelle”). If Tansley had a New Zealand connection it 

remains undiscovered. There are certainly hints that he may have – the pseudonym “A. Nizel”, using the key 

letters of N and Z seems to be too close a reference to New Zealand to be entirely coincidental.  It may that he 

chose the pseudonym based on the subject of his work. The question arises as to how a London music teacher 

with no known New Zealand connections would have become aware of the Maori legend of Te Ora.  The 

answer lies almost certainly with Charles Dickens. In his weekly magazine Household Words Dickens included 

a recounting of the story in which a chief, Taoni, is forced to re-visit killing one of his enemies every time he 

plays on the flute made from the bone of that enemy and his tragic love for Te Ora. The iconic Doré image of 

the New Zealander on the bridge had also appeared in 1872. 

Why Tansley chose to set this legend some 27 years after its publication in London remains a mystery. 
137

 For example, the dedication ‘To my esteemed pupil, Miss Jessie Naake’, on the Grande valse. 
138

 The name is spelled variously Nizel or Nizelle throughout publication. 
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Figure 4.35 Nizel, Teora, 1877 (© British Library H.1779.c.(20)) 

Tansley was certainly ambitious in his scope for the work, clearly aiming for something 

spectacular and dramatic. Although the work is arranged for piano and voice, his annotations 

make it clear that he was expecting, or imagining, resources which included full orchestra, 

fifes, drums, cornet, harp, organ, bass soloist, soprano soloist (who is required to reach to top 

C sharp (that is, c♯ ’’’),  boy treble and full chorus. His musical ideas did not quite match up 

to these high expectations. The extant material suggests that Tansley made frequent use of 

extreme dynamic contrasts for dramatic effect and padded the music with long repetitive 

passages. The final transformation scene includes an angels’ chorus, boy solo and triumphant 

chorus in a resounding setting of Thou hast gained the victory and Amen, leading to a 

somewhat drawn-out cadence. In contrast there had been earlier echoes of the opera comique, 

especially in the Grande valse de concert which appears as a light-hearted interlude with its 

humourous depiction of the dance.
139

 It may be that Tansley was taking pleasure in writing 

something which his pupils would enjoy playing that was full of drama and contrasts, and the 

sections published may have been the only completed parts. No evidence of any performance 
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 Tansley gives the instruction for the vocal part to be sung “in a serio-comic voice”. 
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has been traced. There is certainly no attempt to include Māori elements in the music and 

indeed with the exception of the death song scene barely any references to the legend at all. 

Several other English composers used the idea of New Zealand as a subject. One was the 

ubiquitous Charles Rawlings, who wrote under literally dozens of pseudonyms. For these 

three piano pieces he used the name Maxime Heller. Two, Maoriland waltzes (1905) and The 

Zealandia: waltz, (1910) (Figure 4.36), were published by Frederick Harris and Co, London 

and had attractive covers featuring a young Māori woman.
140

  The third, Moonlight on the 

Wanganui, was also published in a Paling’s dance album issued in Sydney. On the cover of 

the Zealandia waltz is a reference to another exotically titled piece by the same composer, the 

Africana waltz, establishing a pattern of such works. The music itself is tuneful and displays a 

facility to be expected by such a successful and prolific writer who targeted the capable 

amateur player, asking neither too much of their technique nor of the musical language they 

were comfortable with. 

The practice of writing short accessible pieces with foreign exotic sounding titles was not 

restricted to Heller. In 1909 Percy Godfrey published a series of short travel-based pieces 

including a Creole love song and Zulu war dance, and in 1911 his Maori love song was 

published.
141

 Ernest Reeves’ works with foreign locations as their themes included Hobomok: 

an Indian romance and Cocheco: an Alaskan love song. His Kiwi (a Maori Moon song) two 

step was published in London by Chappell in 1910. 

 

                                                     
140

 There is an oral history tradition that records that the subject of the cover figure used on Heller’s Maoriland 

Waltzes was Heeni Mahuika, who was asked to pose for the sketch near Westport. Accessed 5 November, 2012. 

http://www.vaikal.com/f_maori_art.htm. 
141

 Percy Godfrey came from a family tradition of bandmasters and composers. Dan Godfrey and Charles 

Godfrey were names that would have been recognised from the mid-1850s on as being synonymous with band 

music and arrangements. The covers included an explanation about the inspiration for this work:  The idea of the 

song is based on the legend that, in the springtime, a maiden, wandering in the forest, was seen and wooed by a 

god & thus became herself immortal.   



  

162  

 

 

 

 

 

 

Figure 4.36 

Heller, Zealandia waltz, 1910 

 

 

This attraction to New Zealand as a source of the exotic was not limited to Britain. Victoria, 

British Columbia, was also the home of two further examples.  In the lyrics of one, Herbert 

Leiser’s, Manono: a Maori love song, are occasional Māori terms such as “waka”
 
and 

“pipi”,
142

 which indicates some familiarity with New Zealand.
143

 The William Tyler Maori: a 

                                                     
142

 (Victoria, British Columbia, 1907) Writer of "Castle courteous", "V", and "Canadian girl" among others.. 

Verse 1. 

Far away in Maoriland; 

 liv'd a band of natives grand;  

their chief was a warrior bold; 

 lots of gold, so I am told;  

He loved a princess so fair;  

light brown hair, complexion rare; 

 In his waka boat every day; 

 heart so gay, to her would say;      

 

Refrain: Manono, manono, come while gentle breeze blows;  

"neath the southern skies aglow, for you know I love you so; 

 Don’t say no, love will grow, 
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Samoan is perhaps using the word ‘Māori’ in its general Polynesian meaning of ‘people’, 

although Downes postulates that Tyler was aware of some Māori music when writing the 

tango.
144

 

There is a risk of over-emphasising the importance of these pieces: given the publishing 

output of the period they are a very few indeed. Nevertheless their very existence represents 

an aspect of the relationship between colonial New Zealand and the outside world. These and 

similar works do not seem to be part of any artistic movement such as the orientalism that 

exerted such considerable influence some twenty years earlier.
145

 They do not attempt to 

include or convey anything that might be perceived of as a New Zealand or Māori character 

in the music.
146

 In most of these examples any sense of strangeness created through the use of 

Māori words in their titles was countered by a safeness and familiarity in the music itself, 

allowing the performer to have an impression of exploring boundaries without actually 

having to risk going into the musical unknown. As Ralph Locke has commented, exoticism is 

not limited to the inclusion of foreign-sounding elements but is equally present when exotic 

locations and people are represented in musical works, that is, exoticism is also achived 

through consideration of all musical elements and considering the full context of the music.
147

 

Their New Zealand reference does not musically differentiate them from similar repertoire by 

their composers. 

The discussion of the various genres above shows that multitude of ways in which New 

Zealand’s published music was used and experienced. The range of music is wide and the 

quantity larger than some previous studies might have predicted, covering the full gamut of 

musical activity in the colony, from education and religious observances, to both domestic 

and public entertainment. Songs and dances were written to acknowledge many other 

sentiments and occasions. The gold rush produced Y. T. Mata’s Gold diggers song (1868), 

                                                                                                                                                                   
 down the stream of life we'll row; I will guard from every foe,  

Manono. 
143

 The other work was by Violet Bridgewater, a reportedly well-known musician under her maiden name, 

Violet Powell. Investigations into her waltz The Maori’s dream reveals that the work was dedicated to Captain 

Halsey of the navy vessel H.M.S. New Zealand which was visiting Canada at the time. It is also recorded that 

Bridgewater had started the piece some four years earlier so the New Zealand in the title was a response to a 

particular local event and no actual connection to New Zealand the country. 
144

 See Peter Downes, “William H. Tyers – a composer and his ‘Maori’ twins”, Crescendo 72 (December, 

2005): 16-19, for a fuller discussion of the work. 
145

 For example, Sherwin’s 1892 Oamaru polka and Margaret Lindsay’s 1913 Kia-ora: waltz.   
146

 It should also be remembered that the Festival of Empire was held in London in 1911, which may have raised 

the New Zealand profile. 
147

 Ralph Locke. “A broader view of musical exoticism” Journal of Musicology 24, no. 4 (2007): 477-521.  
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the arrival of the American “White Fleet” in 1908 a song by Joseph Adgar, the arrival of the 

ship Orari a waltz (1876) by Sidney James. A newspaper had its own mazurka in Michael 

Jones’ [Otago] Daily Times mazurka (1882), and the Auckland Exhibition had Herbert 

Rountree’s Auckland Exhibition barn dance (1879). All these show that this music had a 

function in celebrating and highlighting various events in the life of the colony, whether those 

be of entertainment, education or religious purposes. For many, life in the colony was still 

hard, especially during the depression of the 1880s and 1890s. Locally produced music 

provided some measure of distraction as well as reinforcing a sense of community and 

awareness of the particular nature of the country they were living in. 

While most of the songs and dances were published as sheet music, available for purchase as 

individual items, there was an alternative mechanism for obtaining locally published music. 

The next waltz in the chain examines the publication of music in New Zealand magazines 

and newspapers.
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5 Waltz 4: Music published in periodicals and newspapers 

Although individual sheet music sold through retailers was the predominant avenue for 

distributing published music, there was another means by which an appreciable quantity of 

music was made available to the music-loving public. This was the distribution of music 

published either as an integral part of a magazine or newspaper, or as a special supplement to 

an existing publication.  

Music printed in periodicals and newspapers as a genre has attracted some interest from 

musicologists, among them Krummel, who has written on music in periodicals of the 

nineteenth century.
1
 Typically, however, as Bonny Miller observed in her article in Notes, 

music in generalist periodicals has been neglected as a resource for musicological enquiry.
2
  

In a country such as New Zealand, with its small, widely dispersed population, publication in 

a newspaper or periodical was one means to achieve a wider audience. This mechanism 

ensured distribution of the music both to the subscriber list as well as to the occasional 

purchaser. Throughout the period under discussion there were various initiatives to establish 

a music periodical in New Zealand, several of which included printed music. There were also 

various general magazines which had periods of regularly issuing music supplements, as well 

as a number of irregular and seemingly ad hoc publications. As over one hundred ‘music 

supplements’ were published, these form a significant subset of the total printed output and 

warrant some closer examination.
3
 

5.1 Music periodicals 

Previous surveys of New Zealand music periodicals by Seaman
4
 and Pritchard

5
 discussed 

periodicals which had content relating to the full gamut of musical activities, that is, 

composition, performance and reviews. The emphasis of their research is on musical 

                                                     
1
 Donald Krummel, “Searching and sorting on the slippery slope: periodical publications of Victorian music”, 

Notes 46, no.3 (1990): 593-608. 
2
 Bonny Miller, “A mirror of ages past: the publication of music in domestic periodicals”, Notes 50, no. 3 

(1994): 883-901. 
3
 A full list of music located in newspapers and magazines is included on the University of Auckland’s Data 

Publishing and Discovery Service (https://auckland.figshare.com).   
4
 Gerald Seaman, “New Zealand periodicals with musical content”, Fontes Artis Musicae 39 (1992): 211-219. 

5
 Brian Pritchard, “Music periodicals in New Zealand”, Fontes Artis Musicae 49 (2002): 79-93. 
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activities rather than the publishing of music that may have been undertaken by the 

periodicals. Some of the periodicals discussed are devoted to music, but several generalist 

periodicals are considered that included music among the range of topics covered. The 

number of periodicals which actually included samples of published music was small indeed. 

During the period under consideration in this study those that exhibited a pattern of 

publishing include the: 

 New Zealand Muse  

 Triad 

 Observer 

 New Zealand Graphic and Ladies Magazine 

 New Zealand Illustrated Magazine. 

 

Both Seaman and Pritchard consider The Triad to be the first New Zealand periodical to 

include a serious discussion of musical activity in New Zealand. The so-called New Zealand 

Music Magazine published by West’s in 1879 was in fact no more than an album of music. 

From the perspective of this study, The Triad is noteworthy for the publication of its Music 

Supplements, the nature of which will be discussed later in this chapter. But prior to the 

appearance of The Triad in 1893, the New Zealand Muse had also served as a vehicle for the 

discussion of musical topics, reviews of concerts, tips on performance and the supply of some 

locally printed music. Seaman mentions the New Zealand Muse but notes that the few 

remaining copies were missing at the time of writing his article. The rediscovery of a few 

issues allows some consideration of its establishment, content and scope. 

5.1.1 The New Zealand Muse 

The New Zealand Muse was announced in the papers by a notice that one F. O. Cailliau 

intended to publish a ‘musical journal’ called the New Zealand Muse.
6
 This piece of 

Auckland news was reported in newspapers as far afield as the West Coast Times and the 

Hawkes Bay Herald. The background and life of the man who established the journal and 

became its editor is quite remarkable, a story moving from revolutionary France to the 

fledgling Auckland music society. 

Twenty five communists, nine of whom are convicts, have landed here 

from the schooner ‘Griffin’, chartered by the French Government to 

                                                     
6
 EP, 17 March 1880, 2. 
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convey them to New Zealand. … Amongst the passengers is a musical 

composer…
7
 

When in 1871 the Paris communards overthrew the conservative government supporting the 

victorious Germans and were then themselves brutally suppressed by the troops of Versailles, 

no one would have predicted the consequences this would have on music in Auckland, New 

Zealand. Some 25,000 members of the commune were killed, and approximately 4,000 of the 

survivors exiled to New Caledonia. Conditions on the Pacific island were generally reported 

to be very poor, but it appeared that for some of the prisoners interaction with the local 

expatriate French community was a possibility. One such deportee was François Octavien 

Cailliau, a thirty-seven year old former student and teacher at the  Paris Academy of Music, 

member of the Academy of Music, conductor at the Paris Opera, ex-Bandmaster of the 57th 

Regiment de Line, and author of two music text books, L’harmonie rendue facile, and La 

composition et l’instrumentation rendue facile.
8
  When asked whether he had been exiled for 

writing Commune songs, Cailliau replied by imitating a man in the act of firing a gun, saying 

“Oh, no, it was for this. I was obliged by the Communal authorities to do my share of 

fighting. I have some books of French music with me”. 
9
 While in New Caledonia, Cailliau 

was able to participate in some performances and is reported to have taught piano to the 

children of some of the residents.
10

 

From 1879 the French government pardoned a number of the prisoners and paid for their 

fares to depart New Caledonia. Many relocated to Sydney and a small number (eleven 

political deportees and twelve pardoned criminals) boarded the Griffin for the voyage to 

Auckland.
11

 The trip was beset with problems; bad weather caused delays which extended the 

journey from ten to thirty days. When the ship eventually pulled into the Manukau Harbour in 

February 1880, the passengers and crew were relying on rainwater and burning furniture and 

wooden fittings for firewood.
12

 

The arrival of the ship was the cause of considerable consternation amongst the local 

residents. The newspapers buzzed with righteous indignation that the French government 

                                                     
7
 “French communists sent to Auckland”, Taranaki Herald, 19 February 1880, 2.  

8
 Cailliau, F. O. L’harmonie rendue facile, 1869; Cailliau, F. O. La composition et l’instrumentation rendue 

facile, 1869. 
9
  “The French invasion”, .AS, 18 February, 1880, 3. 
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  Jean Valette, Chroniques du spectacle vivant en Nouvelle Caledonie (Montpellier: Jacques Valette, 2009). 
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 Pierre-Henri Zaidman, “Les condamnés de Nouvell-Calédonie en Australie et en Nouvelle-Zélande”, 

Criminocorpus, revue hypermedia, http://criminocorpus.revues.org/176. Accessed 3 February, 2011. 
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 “French communists and convicts landed at Auckland”, Nelson Evening Mail, 24 February 1880, 2.  
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should send its pardoned criminals to New Zealand without approval or advance notice. 

Headlines such as “French Invasion” appeared in the press and the matter was raised in the 

House of Representatives. It was revealed that most of the pardoned prisoners were not in 

fact ‘criminals,’ but exiles being punished for their role in a ‘misguided’ political uprising, a 

role that seemed more acceptable to the New Zealand public: “the political batch seem a 

quiet, intelligent, and respectable lot of men”.
13

 Such was the national outcry that detailed 

descriptions of the individual prisoners were documented in an Appendix to the Journals of 

the House of Representatives.
14

 

It is from this report that a picture can be drawn of Cailliau. He is described as being forty-

five years old, five feet four inches tall, stout, with a very dark complexion, dark eyes and 

hair, a beard, whiskers and a moustache, with an overall gentlemanly appearance (Figure 

5.1). He was accompanied on the ship by his two daughters.  

  

 

Figure 5.1  François Octavien Cailliau (Collection of the Cailliau family
15

) 

 

Contemporary reports note that the deportees had some difficulty obtaining both work and 

lodging yet, within two months of arriving, Cailliau announced his intention to publish a 
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“New Zealand”, ES, 18 February 1880, 2. 
14

 “French convicts from New Caledonia”, New Zealand. House of Representatives. Appendices to the Journals, 

A5, 1880. 
15

 My thanks to Mr  Adrien Cailliau, descendent of François Cailliau, for background biolographical 

information, access to memoriabilia relating to Cailliau and permission to reproduce this image. 
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musical journal.
16

 During this same period he had also set himself up as a music teacher, 

particularly of singing, and started to import sheet music from France. 

The New Zealand Muse was launched in April 1880 as a weekly paper (Figure 5.2). Cailliau 

explained “we have been surprised that in a country where political journals are no (sic) 

numerous, there should be no organ to represent Music an art of which the inhabitants are so 

fond”.
17

 Either Cailliau or his business partner clearly understood the value of publicity and 

each new issue was distributed widely to newspapers for mention in their columns. The 

formation of the New Zealand Muse was even noted as far afield as in Britain where the 

London Figaro reported on its publication.
18

 

 

 

Figure 5.2  New Zealand Muse no.13, 1880 (AL). 

Slight in size, the New Zealand Muse consisted of only eight pages per issue – four of text 

and four of music. These music sections contained repertoire selected by its editor, F. O. 

Cailliau, and included works by both local and overseas composers, as well as pedagogical 

exercises.  
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 “Auckland”, EP, 20 February 1880, 2. 
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 Wanganui Herald, 9 April 1880, 2. 
18

 “Musical Notes”, Supplement, ODT, 30 October 1880, 1. 
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The initial reception of the New Zealand Muse was generally positive, although there were 

frequent semi-amused references to the French background of the editor and typographical 

errors. Cailliau’s limited English was noted as causing some peculiarities and the subject of 

some anecdotes in the ‘gossip’ columns of the time.
19

 The reviews ranged from the benign to 

the less tolerant.  However, despite some criticisms, the overall reception indicated goodwill 

towards the future of the publication. The Wanganui Herald, for example, asserted that 

“Mons Cailliau’s venture is a very creditable one and we trust it will succeed”.
20

 

The work was printed and published in the Wellesley Street West “Office of the New 

Zealand Muse” by another of the political deportees, a Belgian printer named Albin Villeval, 

Cailliau’s partner in the endeavour. The publication was produced using two printing 

techniques; the four pages of text was produced using letterpress, and the four pages of music 

were produced lithographically. The Office also published an English language edition of one 

of Cailliau’s books, The study of harmony made easy. Trans from the French by H. S. 

Ferdinand Peltzer, which was then advertised through the New Zealand Muse. 

Each weekly issue of the New Zealand Muse followed a similar pattern. There were reports 

and criticisms of local performances, suggestions on how to improve technique and 

performance, a serialised short story and some letters to the editor (including a heated 

discussion on the value of the tonic sol-fa method – Cailliau was against it). The four page 

supplement was usually a song or piano piece, along with intonation or other singing 

exercises. The textual material reflected Cailliau’s prime concerns which were also elucidated 

in a series of articles he wrote for the Auckland Star newspaper between February and July 

1882, entitled Music in the colonies.
21

 These discussed topics including: 

 Why music languishes in the colonies [Cailliau suggested acceptance of the mediocre 

and bad music criticism] 

 The evils of bad singing and how to cure them 

 The theatre and music education in the colonies 

 Reflections on the brass band concert 

 Musical instruction in the colonies 

 Musical instruction on the continent 
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 “About town”, Observer, 9 October 1888, 25 includes a story of a supposed French pedagogue going to visit 

Cailliau, but was unable to communicate in French – Cailliau interrupted saying “I no undertand ye Anglais”. 
20

 Wanganui Herald. 9 April 1880, 2. 
21

 Star Saturday Supplements: 28 January, 11 February, 18 February, 11 March, 15 April, 22 April, 29 April, 1 

July, and 22 July 1882. 
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As mentioned, a regular feature of the music was the addition of one page of vocal exercises. 

Cailliau not only wrote about his techniques for teaching singing, using the French system for 

teaching sight singing based on a fixed doh, but also practised them as a teacher. His pupils 

included Cicely Staunton who went on to have a successful operatic career in Australia.  His 

criticisms in the New Zealand Muse often included comment on what, in his opinion, was 

wrong with various local singers’ techniques, and advice on how to improve their 

performance and technique. One singer, a Mrs Mitchell, was encouraged “not to divide the 

syllables of certain words, as that entirely mutilates their meaning, and furthermore, not to 

drag her voice from one note to another”.
22

 

Of the musical supplements, there is a mixture of locally composed pieces along with some 

works by overseas composers. Given the scarcity of copies remaining, it is fortunate that the 

thirteenth issue of the New Zealand Muse listed all the supplements published to date, and 

various newspapers commented on the arrival of new issues, including details of the contents 

of the supplements. It is thus possible to get a good picture of the repertoire included, details 

of which are included in the table below. 

Music published in the New Zealand Muse, April – October 1880 

Issue No. Composer Title  

1     La Marseillaise  

2 Pomponne: polka  

3 La tremblante  

4 Ophelia  

5  Schubert, F.   Marche a la Hongroise  

6  Schubert, F.  Impromptu  

7  Schubert, F.  La berceuse du cloche  

8  Massenet, J.  La Savernoise: waltz for the violin  

9  Swallow, M.  La Serenata  

10  Swallow, M.  Little bunch of flowers  

11  Swallow, M.  Nun's processional march, for harp or piano  

12  Cailliau, F.O.  Snowflake  

13  ?   Au soir  

14  Brabazon, H.  Critic’s march  

15  ?   

16  Bond, Frederic  Silver moonbeams  
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17  ?   

18     Je t’ecoute: romance sans paroles 

19  Bowring, G.   Auckland march  

20  Swallow, M.  Cardinal's march 

21  Schubert, F.  Les astres (The stars)    

22  Keesing, S.R.  Hinemoa waltz  

23  Kowalski, H.  Trianon  

24  ?   

25  de Weber, M. C. [sic] Ballo de preciosa 

 

It is not perhaps surprising, given the editor’s background, that the first supplement was a 

copy of La Marseillaise. The demand was reportedly so great that extra copies of the music 

were sold out “within a few days”.
23

 The quantities of the print run of the New Zealand Muse 

are not known although they were presumably not large.  

Analysis of the other works shows that nine of the twenty works identified are by local 

composers. Of the others, Schubert is represented by three works, Massenet, Weber and 

Kowalski by one, and four have unknown composers. The work by Henri Kowalski, a noted 

pianist of the time who toured Australia and New Zealand in 1880, was, according to the 

newspaper report, written specifically for publication in the New Zealand Muse since Cailliau 

was a personal friend of the composer.
24

 

5.1.1.1 Martin Swallow 

Of the local composers, Martin Swallow is notable for the number of his works published. As 

well as the four works included in the magazine, Volume 1 number 9  included an 

advertisement for a further Swallow work, a Brindisi, or drinking song, entitled The Goblet, 

available from, and possibly published by, the Auckland Music Warehouse. Two years earlier 

Swallow had published two vocal works, The Stranger, and, O sing that song again. His 

piano work the Cardinal’s march, dedicated to Cardinal Manning, was published both as a 

separate issue as well as appearing in the New Zealand Muse. The work had received an 

Australian performance at one of the 1879 Sydney Exhibition concerts, was registered for 
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 “Passing Notes”, OW, 17 April 1888, 16. 
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 New Zealand Herald, 6 September 1880, 4.  A work called Trianon by Kowlaksi and arranged for violin and 

piano was later published in London. For a discussion of Kowlaski in Australia see Kerry Murphy, “Henri 
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copyright in New South Wales, and distributed in Sydney through Nicholson and 

Ascherberg’s.
25

 

Martin Swallow had arrived in New Zealand from Melbourne in 1877 and settled in 

Auckland. His origins are obscure, but it is possible he heralded from Yorkshire. Having 

established himself in Auckland as a music teacher, composer and performer on piano, organ, 

harp and harmonium, he was to cut a flamboyant figure in Auckland society. His “flowing 

locks”, dress sense and style were remarked upon.
26

 Eight of his compositions are known to 

have been published, with other unpublished compositions included in his concert 

programmes. The four works included in the New Zealand Muse included a song, a work for 

harp or piano, and two piano pieces. 

Not unusually for the times, Swallow struggled for financial success and was declared 

bankrupt in 1881.
27

 Amongst the belongings that were sold to meet some of his debts were 

220 copies of his composition, The Goblet, which were sold for the sum of seven shillings.
28

 

This does give some indication that the print run of locally produced compositions was small 

at best.  Swallow took some time to address his debts, and the takings from one of his 

concerts were impounded in order to make some reparation.
29

 He was eventually discharged 

from his bankruptcy in June 1883.
30

 

Cailliau was clearly impressed with Swallow’s skills as a composer: “We knew only by name 

Mr Swallow’s merits as a composer and we are happy to judge for ourselves that his merit as 

a writer is equal to his reputation”.
31

 

However, Swallow’s personal life began to impact on his professional one. At the time of his 

bankruptcy the Waikato Times reported: 

He plays the organ and the piano very well, and he has the reputation 

of being an excellent teacher, but the way in which he gets himself up 

would be disgusting in a woman, much more so in a man.
32
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When, in 1881, allegations of a homosexual relationship were made in the Auckland Star, 

Swallow was forced to give up his position as organist of St Paul’s Church. Two subsequent 

charges of indecent assault were made and court proceedings were reported throughout the 

country.
33

  It can only be supposed that the coverage was as much because of the nature of 

the charges as any profile Swallow may have developed through the distribution of his 

compositions in the New Zealand Muse. With the charges dismissed, Swallow continued to 

teach and perform in a series of concerts around the Auckland provincial area, which in those 

days was considered to include outlying townships such as Ponsonby, Mt Albert and 

Onehunga. In a letter to one of his former pupils he comments that he much preferred 

performing to the tedium of teaching.
34

 In 1890 he wrote and performed a well-reviewed New 

Zealand Jubilee march. It was, according to the reviewer:  

… a well-written work, and a brilliant-sounding piece. The harmonies 

are rich and striking, and the melodies abound in sparkling and 

original themes, while the rhythm is characterised by great precision 

and clearness.
35

 

Noted in the same review as it being “about to be published”, there is no evidence that the 

piece actually reached publication, and no copies have been located. Disquiet over his 

personal life resulted in his leaving for Melbourne in 1890, but after a period of thirteen years 

he returned to Wellington where he continued to teach and perform. Martin Swallow died at 

the age of 76 in 1922. 

The other New Zealand composers featured by the New Zealand Muse had less colourful 

careers. Cailliau did not publish just any work submitted to him. His comments in response to 

one submission make it clear that he set a standard below which he was not prepared to go.  

He also, in some ways, pre-empted Baeyertz not only as an editor, but also with his acerbic 

criticisms of some local composers. In issue no 17 he wrote under the heading “To our local 

composers”: 

In a few, we detect an utter ignorance of the rules of musical writing. They 

produce chords we never heard before … It seems to us that every person 

able to play in a second rate manner a selection on the piano becomes 

afflicted with an irresistible desire to compose music. 
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The compositions which were published were, therefore, ones which must have met with his 

editorial approval for their technical and artistic merit.  

Little information is available on those composers. Henrietta Brabazon was the daughter of a 

leading school master in Auckland, and was to become Cailliau’s wife. Samuel Keesing was 

a member of a prominent merchant family in Auckland, and a successful artist. Of George 

Bowring little is known, other than he was listed in an issue of Wise’s Directory as being an 

architect, and probably of the family that produced the first piano built in New Zealand.
36

 

Frederic Bond was a reporter as well as “an accomplished musician and composer”.
37

 

Cailliau’s own compositional skills are represented through one work. That same year he 

unsuccessfully entered the composition competition of the Melbourne International 

Exhibition. He put his lack of success in that competition down, in some part, to his 

difficulties in setting the English language. 

The music included in the New Zealand Muse was intended for domestic performance by the 

amateur musician. Predominantly for piano, there is an occasional song, and, rarely, an 

instrumental piece such as Massenet’s La Savernoise. This repertoire was no doubt due in 

part to what was seen as appropriate for the potential audience, and in part to production 

restrictions. Since the music was reproduced lithographically, it would have been technically 

possible for Villeval to produce works for different combinations or of a more demanding 

nature without too much additional work. The production of separate instrumental parts 

would, however, have complicated the layout of the journal. There is no evidence that there 

was a demand for such works, and Cailliau and Villeval would have attempted to keep costs 

down in order to maximise a return on their investment in the magazine. There is no pretence 

that these are anything more than short, accessible works, firmly voiced in the popular 

musical vernacular of the time. They do not represent any birth of a New Zealand style of 

composition or, in fact, the emergence of an exceptional rather than competent compositional 

talent. However, within the limited range of its expectations, they are examples of the music 

popular at the time composed by figures recognised within the local musical society. 

                                                     
36
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The New Zealand Muse ceased publication in October 1880. The cause was reported as a rift 

between Cailliau and Villeval, and the dissolution of their partnership. Although there was 

brief mention of a possible re-launch nothing eventuated.
38

 As conductor of the Philharmonic 

Society and with his singing pupils, Cailliau staged a performance of The Barber of Seville at 

the Theatre Royal.
39

 He also acted as a judge for brass band competitions, conducted several 

concerts, and contributed general essays to the French literature society’s newspaper Le Neo-

Zealandais, a journal that continued the pattern of ‘honest’ critiques of performances, 

intended to provide constructive criticism. 

Despite being very successful as a singing teacher Cailliau left for Sydney in 1884 because of 

the poor health of one of his daughters.
40

 The review of his farewell concert included the 

tribute: 

For ourselves we acknowledge with pleasure the beneficial and 

important influence Professor Cailliau has had upon musical culture 

upon this city. He is personally as well as professionally worthy of the 

highest respect, and he will be held in grateful remembrance by those 

whom he taught.
41

 

 

In Sydney Cailliau continued to teach music and also managed a French-language weekly 

paper, the Courier Australien.
42

  He seems to have made no further ventures into music 

publishing and died in Sydney in 1907. The notice in the Observer of 28 September 1907 

recalled him as “a talented French musician …[who] established a small musical journal 

named the New Zealand Muse, which met with some success…”, a description which even 

now seems apt.
43

 

It was not until some years after the demise of the New Zealand Muse that music was again 

published and disseminated with any regularity through a serial publication. The New 

Zealand Musical Monthly, published in Balclutha in 1887, was chiefly involved with reports 

of brass band events and relating information of interest to bandsmen, although some sheet 

music was included, and the Colonial Brass and Military Band Journal appeared from 1888 
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to 1889. But it was not until 1894, and the appearance of The Triad, that another significant 

outlet for music in periodicals was to appear.  

5.1.2 The Triad  

The story of Charles Baeyertz and The Triad has been thoroughly documented in Woods’ 

book Facing the music: Charles Baeyertz and the Triad.
44

 

Rather than offering a further examination of Baeyertz’s general contribution to the wider 

development of a musical culture in New Zealand, this study is concerned with how Baeyertz 

and The Triad played a role in the development of published music in New Zealand, that is, 

the role of The Triad as a vehicle for music publication and dissemination. From its launch in 

1893 music was sporadically issued as an integral part of the magazine, and later as a series 

of separate Music Supplements. Judith May identified fifty-seven individual supplements  but 

closer examination of both The Triad issues themselves, and contemporary mentions in 

newspapers indicates that the total to 1913 is closer to the region of ninety.
45

  

In the early days of The Triad music was included in the body of the magazine. Baeyertz 

himself commented on the difficulty of including typeset music in the publication in response 

to a request to include lessons on particular aspects of musical technique. 

The scope of The Triad was set out in its sub-title - it was a “magazine for art, music and 

science”.
46

 From the musical perspective it included reviews of concerts, reports from various 

centres, updates on overseas musical activities (often reproduced from leading magazines 

with no explicit copyright acknowledgement), and articles of general musical interest. It was 

not designed to promote the work of local composers, but to provide for its readers 

information and resources that the editor felt would be of interest or value to the musically 

interested, but mostly amateur, public. The music chosen for inclusion in the supplements 

was, almost without exception, not of New Zealand origin. There were songs, piano solos and 

some works with instrumental obbligato that represented popular works of composers able to 

be mastered by the competent amateur. They ranged in length from one to four pages, and the 
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texts of songs originally in languages other than English were translated, often by Baeyertz 

himself. The music itself was reproduced in its original form, not simplified or arranged.  

In the March 1895 edition and in his advertising copy, Baeyertz set out his plan to distribute 

50,000 free music supplements as a means of advertising The Triad, a plan rightly described 

by Woods as ambitious.
47

 Later advertisements also refer to large scale free distribution of 

the music albums, usually in conjunction with a purchase from one of a group of retailers. 

    

Figure 5.3   Evening Post 31 May 1895, 3  Press, 24 December 1895, 4 
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It is interesting to conjecture as to why Baeyertz felt the need or desire to distribute music 

through the magazine, especially where the repertoire was not local. Music retailers were 

well established with strong networks of agencies, and music was relatively cheap and 

imported in large quantities. Possible reasons include the editor’s desire to bring a certain 

quality of music to the readers’ attention, creating a sense that the reader was getting 

something of long term value free with the subscription, or as an additional means of 

encouraging local advertising. As with the magazine itself, the later music supplements were 

published in various geographical editions, with the content being the same for all editions 

but the advertising being local to the particular region. 

A full analysis of the content is difficult as once the supplements were issued as separate 

publications from the text of the magazine they were lost. However, from newspaper 

advertisements it is possible to get a fairly complete picture of their content. Taking one year 

as a sample (1900), the information in the table below gives a good indication of the music 

included in the supplements.  

Table 2 The Triad music supplements, 1900 

Month Composer Title 

May  The sunshine 

June Schumann Poets love 

July Buck When the heart is young 

July  The voice of the woods 

August Gounod Maiden, tell me I pray 

Oct Böhm Still as the night 

Oct Heine Two Grenadiers 

Dec Schubert Laughing and weeping 

 

The music almost without exception was by European composers of established 

contemporary reputation. The emphasis was on composers of the nineteenth century rather 

than earlier periods, and it is interesting to note the inclusion of those such as Grieg and 

Gounod who were still alive at the time of publication. Baeyertz’s own sense of musical taste 

can be ascertained from a competition in the Triad held in 1895. In it he asked readers to 
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name the six greatest composers from a list of living composers consisting of: Cowan, 

Sullivan, Grieg, Mascagni, Dvorak, Verdi, Leoncavallo, Brahms, Hamish McCunn, Ebenezer 

Prout, Strauss, Gung’l, Dr.Mackenzie, Joseph Barnaby, Reinecke, Tosti, Tchaikowski [sic], 

Massenet and Guillmant.
48

 The answer, according to Baeyertz, should have been Verdi, 

Brahms, Dvorak, Grieg, Tchaikowski and Sullivan. Naturally, given the nature of the 

publication, the emphasis was on smaller works suitable for the amateur musician, that is,  the 

magazine’s readership. Most composers were featured only once or twice, with the 

exceptions of: 

 Schubert – 7 works 

 Schumann – 5 works 

 Grieg – 4 works 

 Chopin – 3 works 

 Gounod – 3 works 

 Hatton – 3 works 

  

A very small number of works by local composers, or musicians visiting New Zealand, were 

featured. To date, only eight such works have been identified, six published in 1896-97, 

relatively early in the life of the Triad, one in 1899 and one in 1903.  

In January 1896 Baeyertz included two works by the touring pianist Albert Friedlander as his 

music supplement.
49

 According to a report in the Ashburton Guardian, the works were 

written by Friedlander while visiting his brother in Dunedin.
50

 The second occasion in which 

a local composition was to feature was in September 1896 - a song entitled The Organist 

composed by Herr Richard Zimmermann (Figure 5.4). Zimmermann was an Austrian 

violinist who settled in New Zealand in the early 1890s. He made his living teaching violin, 

and performing both as a soloist and as a conductor. In 1909 he was an adjudicator alongside 

Baeyertz at the Christchurch Competitions, Zimmermann judging the instrumental works and 

Baeyertz the vocal.
51
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Figure 5.4. Zimmermann, The organist, 1896 

By 1896 The Triad Musical Supplement was exactly that, a publication quite separate from 

the text of The Triad issue complete with its own pagination. In November 1896 a work by 

the title of Souvenir de Dunedin, by the pianist Chevalier de Kontski, was published at the 

time of his tour of New Zealand (Figure 5.5). Guillaume Paque had his work, the gavotte 

Joyeuse for cello and piano, published in January 1897. This work was later republished by 

Arthur Eady’s in 1909.  

  

Figure 5.5       Figure 5.6 

De Kontski, Souvenir de Dunedin, 1896      Strong, Daphne honeysuckle, 1897 

Images©Musical Heritage New Zealand 
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In September 1897, The Triad included as its musical supplement a work by the title Daphne 

honeysuckle waltz, (Figure 5.6), the winning entrant in a competition held by The Triad for 

“the best pianoforte waltz”.
52

  Composed by the young Nelson music teacher T. G. Strong, 

Baeyertz wrote positively of the work; “Mr Strong’s waltz is well written, original and not-

wanting in melodic interest”.
53

 However this was the last locally produced work to be 

included until the appearance in the October 1899 issue of Walter Impett’s Two sapphires. 

Baeyertz paid him the rare tribute of publishing a second of his compositions in 1903, In the 

cloisters.
54

 

Interesting though these pieces are, the music published in The Triad was dominated by 

European composers, among them those who are now considered part of the canon and those, 

such as Srelezecki and Kücken, whose popularity has not endured. Nonetheless Baeyertz 

clearly played a role in bringing repertoire to the attention of his audience throughout New 

Zealand who might otherwise have been unaware of it.  

The occasionally published Triad Music Album (Figure 5.6) included items previously issued 

as one of the single supplements along with some new items. Thus in the 1895 Christmas 

Album approximately half of the twelve works had been previously published as individual 

supplements. It is also interesting to compare Baeyertz’s selections with those in, for 

example, the Australian music magazines published at the same time. A random sample of 

the Australian volumes (which were published on a more regular basis) shows that they were 

frequently volumes of songs or piano solo and very often had a ‘theme’. Overseas ‘music 

albums’ or ‘music magazines’ were readily available and an advertisement for Christmas 

numbers of music magazines in 1892 shows titles by Sheard, Francis and Day, Boosey, 

Chappell, Hopwood and Crew and Metzler (all from Great Britain) as well as Paling 

(Australia).
55

 The 1894-95 Christmas number of the Federal Music Book (published by W. H. 

Glen, Melbourne) was a volume of “Christy Minstrel songs & choruses for merry evenings”,  

and its 1898 Volume 8 no.22 issue “Easy & effective pianoforte pieces”  included works by 
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Faust, Grobe, Mendelssohn, Scarlatti, Wilson, Hause, Batiste and Spiller, a somewhat lighter 

selection than Baeyertz’s choices.
56

 

 

Figure 5.6   The Triad, Gore edition, 1913 

The model of The Triad appeared to be an attractive proposition and a Sydney-based 

periodical The Australian Musical Times and Magazine of Art was launched in 1897 with a 

similar mix of content and a musical supplement. Interestingly, Alfred Hill was the featured 

composer for the first edition.
57

 This journal, however, was not a commercial success and it 

folded after a mere two years. 

The numbers of The Triad Musical Supplements declined as the emphasis of the magazine 

focussed more on literary matters. The production of supplements such as the 1913 Triad 

children’s graded pianoforte album, including sixteen pieces suitable for children, showed 

that Baeyertz still held onto the principles that underpinned the supplements, that is, making 

music of good quality readily available. 

Baeyertz was also concerned with the quality of music printing in general. In 1896, in 

response to receiving a copy of Mohr’s Daffodil waltz, he wrote, “It seems a pity that Mr 
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Mohr should have published in Sydney when music can be so well printed in New Zealand”. 

When Mohr remonstrated with him by letter, Baeyertz asserted that he thought The Triad 

would have been able to produce a superior result.
58

  

The supplements grew in size, both in volume and page size, and sold at the very reasonable 

price of sixpence. Baeyertz noted that the production cost of the Supplements was well 

beyond the price charged.
59

 These stand-alone supplements of a more substantial nature bear 

a closer resemblance to the various publishers’ music ‘magazines’ published overseas and 

distributed throughout New Zealand. These include the Australian Paling’s, Albert’s, Allan’s, 

Victoria and Federal publications, and the English Wickins’, Grosvenor and Chappell music 

magazines, which were albums of collected music i.e. there were no articles. Part of 

Baeyertz’s business model can be determined from the report of the 1896 case in which 

Baeyertz sued for non-payment for advertising. In exchange for the fees, the advertiser would 

receive an advertisement in The Triad, an advertisement on the cover of a music supplement, 

and 200 free copies of the supplement to be given away to customers. 

The printing of The Triad was undertaken in Dunedin by its own printing house, which also 

printed other music.
60

 But perhaps more noteworthy was the series of Music and pictorial 

albums published in the 1897-98 and 1898-99 seasons. These consisted of sixteen pages of 

music by European composers including Baeyertz favourites, Schumann, Brahms and 

Chopin. They were distributed throughout the country, branded by various firms, and used as 

a promotional device. Thus they were advertised as, for example, Mollinson’s music and 

pictorial album (Invercargill), E. H. Donkin’s music and pictorial album (Fielding), and 

Whittaker’s music and pictorial album (Hawera).
61

 Their value was recognised in that they 

were used as a device to attract customers to the various retailers, with the ploy most often 

used that they were free to those who spent more than five or ten shillings at the particular 

establishment.  
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From the end of 1903 the frequency of the supplements dropped away markedly, with only 

the occasional issue appearing through the next years. This may be in part because the 

magazine was well established or that focus had shifted to literary matters. It may also be that 

the range of music available through the retailers, and their considerable agencies throughout 

the country, meant that there was an alternative supply for the type of music he was 

encouraging.  

The music published in The Triad could be seen as an important element in realising 

Baeyertz’s desire to make ‘good’ music widely available as a means to raise public taste. The 

music not only was an integral part of the magazine, but also, in its standalone formats, acted 

as an enticement to prospective subscribers and an attraction to prospective advertisers. The 

music was rarely local in the sense of being written by local composers, yet there was some 

sense of the ‘local’ through the production of geographically specific editions targeting local 

communities, and the tailoring of the content for ‘local’ consumption. Baeyertz’s efforts in 

publishing music helped meet the needs of the public or some years.   

5.1.3 Other periodicals 

The New Zealand Muse and The Triad were not the only two magazines to include printed 

music. One of the others might have been considered to be in competition to The Triad, 

namely the New Zealand Graphic and Ladies Magazine. Its coverage included some accounts 

of arts and literature although its focus was more on society and sporting events. From 1894 

to 1898, and then once again in 1903, the New Zealand Graphic and Ladies Magazine also 

published a number of music supplements. 

It is immediately obvious that there is some overlap with the Triad since Impett and Paque 

were featured in both periodicals. Arthur Boult and Clarice Brabazon were among the local 

composers to appear in the New Zealand Graphic and Ladies Magazine, whereas the others 

were mostly American. The musical content consisted of songs and short, accessible piano 

pieces no doubt chosen with a preconception of what the subscriber of the magazine would 

both enjoy and be able to perform. Again, because the supplements were issued as separate 

publications they were treated as ephemeral and relatively few copies have survived. It is 

quite possible that additional supplements were issued but it is unlikely that the overall 

character of them would be significantly different from those mentioned above. 
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While there was a relative flurry of publications throughout 1895, The New Zealand Graphic 

and Ladies Magazine did not demonstrate the same long-term commitment to providing 

music supplements as the Triad. It may be conjectured that this was because the motivation 

that Baeyertz had to improve the standard of music in New Zealand was absent in the editors 

of the New Zealand Graphic. 

The New Zealand Illustrated Magazine published four musical supplements between 1901-

1904. Three of these were works by W. E. Thomas, Professor of Music at the Auckland 

University College
62

 and the fourth, a reprinting of Townsend’s Nightwatch song of the 

Charlotte Jane, celebrating the jubilee of the settlement of Canterbury. The New Zealand 

Illustrated Magazine concentrated its attentions on New Zealand literature and art, leaving 

music to the purview of Baeyertz and The Triad. 

The political magazine The Stockwhip was published in New Plymouth in virulent support of 

Richard Seddon. Included in its few issues were three pieces of music, written by the local 

bandmaster and composer George Garry. Of Garry’s twelve published works, three appeared 

in the Stockwhip, with the somewhat unoriginal titles Stockwhip mazurka, Stockwhip galop, 

and Our glorious Dick, the words of which extol the virtues of the then Premier Richard 

Seddon. 

Occasional items also appeared in the New Zealand Music Monthly, New Zealand Observer, 

New Zealand Farmer and Beekeeper, Church Gazette, the New Zealand Tablet, the New 

Zealand Wesleyan, the Colonial Brass and Military Band Journal, the Forerunner and the 

New Zealand Family Friend and it seems reasonable to expect that some further examples 

may yet be found. What is common to all of these publications is that the music is very much 

incidental to their purpose and may be considered as a novelty item intended to catch the 

attention of the reader or to add another dimension to a local event or concern. 

5.1.4 Music magazines 

A further type of music magazine was that which consisted only of printed music. Not 

produced as regularly as general periodicals they were more in the nature of occasional 

publications compiled by a particular publisher. As we have seen, some of The Triad’s music 
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 July 1901, Thy love hath come too late, song for Contralto; December 1902, Message of angels;  December, 

1904, Angels sang at Bethlehem. 
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supplements later took on the characteristics of this type of publication but there were several 

other publishers who made a foray into this particular market. 

The music retailer and publisher Begg’s undertook another music publishing venture with the 

production of a musical magazine or album. The first issue (1891) of the Ouida musical folio 

included some New Zealand content in the form of Marcus Hume’s Tramp of the fire brigade 

while the second (1893) did not. Begg’s did not persevere with the musical folio format, 

possibly because the market was full of both Australian and English musical magazines and 

folios. Glen’s, Paling’s, Allan’s, the Victoria, Chappell’s and several others were imported in 

large numbers and heavily promoted.  

Another Dunedin retailer, West’s, also ventured into the music magazine market and his 

contribution, the New Zealand Magazine, appeared in 1879.
63

 Printed locally and to some 

acclaim by Thomas George, the first issue included only one piece of New Zealand- 

composed or themed music, Frederic Bond’s The Times polka (the only piano work amongst 

eleven songs). The magazine was distributed in Dunedin through West’s and other music 

retailers including Begg’s and Braithwaite’s, and its appearance was noted as far afield as 

New Plymouth and Auckland.
64

 There seems to have been some ambiguity about the title – 

West’s advertisement refers to it as the New Zealand Musical Magazine, yet the Tuapeka 

Times comments that the title New Zealand Magazine would be better replaced as New 

Zealand Musical Magazine and various newspapers used one or other name.
65

 The actual title 

was the New Zealand Magazine but given that the content was restricted to music the 

confusion is perhaps understandable. West was sufficiently proud of the finished product that 

he forwarded some copies for inclusion in the Sydney Exhibition 1879.
66

 

A second number was issued later in 1879 and in this instance there were no local 

compositions although a more equal balance was struck between vocal and piano pieces. A 

further and final issue was published in 1881. Referred to as the dance issue it showcased 

popular dance music such as the waltz, quadrille, polka, reel and country dances and 

contained arrangements for violin and for cornet. 
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 ODT, 27 June 1879, 2. 
64

 Taranaki Herald, 16 July 1879, 2; Auckland Star, 22 July 1879, 2. 
65

 Tuapeka Times, 12 July 1879, 2. 
66

 International Exhibition, Sydney. 1879. New Zealand Court, official catalogue of the New Zealand Pavilion, 

Item 560, 32.  
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The other leading Dunedin music publisher, the Dresden, added their contribution to this 

format. Its manager, J. A. X. Riedle was also the editor of The Dresden’s music magazine, 

entitled The Dresden popular music album (Figure 5.7). Published in 1893 with a splendid 

chromolithographed cover, it was in a larger format than either Begg’s Ouida (1891 and 

1893) or West’s New Zealand Magazine (1897-81).
67

  

Of the eleven pieces included three were local compositions or arrangements (Squarise’s Ridi 

e balla polka and Robertshaw’s arrangements of The song that reached my heart and the 

Barn dance). Copiously filled with advertising, the music album was sufficiently popular to 

warrant a second edition. The Dresden’s well organised agency system ensured that it was 

distributed throughout the country. However, only one musical album was produced so either 

the returns were not as high as expected, the production and distribution costs higher than 

envisaged, or a combination of the two. The country was still suffering the effects of the 

depression so the advertising revenue may not have been sufficient to warrant the production 

of any further volumes.
 

 

Figure 5.7   The Dresden popular music album, 1893 
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 The Otago Daily Times complimented the Dunedin printers Mills, Dick & Co on the quality of the 

lithographic work. Otago Daily Times, 21 January 1893, 2. 
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Milner and Thompson’s magazine The Apollo Music Album had two issues between 1892 and 

1896 with the 1896 edition including a number of works by New Zealand composers 

including Squarise and Barth. Thompson’s rationale for putting out the Apollo was spelled 

out in an interview he gave to the Press: 

My long experience has shown me that the magazines published at 

Home are not suited to our requirements, and therefore I have 

determined to publish a magazine periodically containing the best 

cullings from a colonial standpoint.
68

 

The final example of the music magazine was published by the printers Payton & Corrigan. 

Payton & Corrigan were frequent printers of music and may have felt, given the number of 

overseas examples available, that there was space in the market for a New Zealand version. 

Over the years 1900-1904 they published four issues, each containing a mixture of piano and 

vocal works. The final edition (1904) included no New Zealand items. In all of these 

examples the magazines were also a mechanism for raising revenue through the inclusion of 

advertising for local firms. 

Jillian Twigger’s recent study of Australian Music Magazine for 1857 along with an earlier 

article by Greenwood conclude that the Australian music magazines published in the 1850s 

and 1860s contained content similar to that published overseas but established them within an 

Australian setting through the use of titles and illustrations.
69

  This was exemplified by a 

series called the Australian Album. These were published between 1854 and 1863 and 

Greenwood argued that they had an important educational role as well as “shaping an 

Australian colonial and social identity”.  

In the New Zealand instance this appears to have been less the case – but an anchoring of the 

repertory in local publications may have created some sense of these pieces being chosen on 

the basis of their particular suitability for the music-loving public of New Zealand. While a 

few issues did include New Zealand pieces they reduced in number rather than increased over 

time. Their short-lived nature may indicate that the inclusion of a few local items was not 

sufficient for them to achieve a popularity which would warrant their on-going production, 

especially in the light of the readily available overseas alternatives.  

                                                     
68

 “Our musical taste: A chat with Mr R. Thompson”, Press, 3 November 1892, 3. 
69

 Jillian Twigger. “The Australian Album for 1857 and Edouard Boulanger's 'The Last Rose of Summer'”, 

Context 40 (2015): 81-98, and,  A.  Greenwood, “Australian musical magazines”, National Library of Australia 

Gateways, no.57, June 2002.   
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5.2 Newspapers 

Just as various periodicals issued music scores, so there are a few examples of newspapers 

including music in the body of their texts.  

An early example is of a series of songs printed in the Auckland-based Saturday Night. The 

inclusion of music in its pages was commented on by other newspapers, including the 

Taranaki Herald.
70

  

 

Figure 5.8 Taranaki Herald, 15 April 1876, 2 

The “Lizzie Morgan” waltzes were re-published by the Auckland-based Weekly News in 

1877,  in 1882 by the New Plymouth  Budget (McComish had at one stage been based in 

New Plymouth), by the Evening Herald (Dunedin) in 1885 and the Weekly Press 

(Christchurch) in 1886, some eight years after Lizzie Morgan had performed the songs there. 

On occasion local connections also appear to be one of the motives for publication as 

evidenced by the Saturday Advertiser (Dunedin) publishing John Wood’s 1885 March of the 

Highland Brigade (Wood was based in Lawrence).
71

 Topical subjects were also chosen for 

the publication such as Wise’s The colonial contingent’s camp song,
72

 Vallis’ Mother 

England (at the time of the departure of the New Zealand contingents to the Boer War) 

(Figure 5.9) and the Dunedin newspaper the Evening Herald including the New Zealand 

Jubilee hymn by Herbert Bridge on 18 January 1890. Other local works re-discovered in the 
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 Taranaki Herald, 15 April 1876, 2. 
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 The Wood’s March was also published in the sister publication, the Evening Herald. 
72

 OW, 30 August 1900, 52. 
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Evening Herald were Eager’s Sweet Cissie (21 August 1885) and Baker’s The Murihiku 

march. (31 October 1885). 

. 

 

Figure 5.9 Vallis, Mother England. Otago Daily Times June 3, 1898, Supplement, 5 

Other examples of overseas songs are the Taranaki Herald’s inclusion of William Hays’ Do 

not turn me from your door and the Auckland Weekly News copy of Rosenfeld’s Song of the 

steeple, which seem to be included primarily for entertainment and novelty and thereby 

attracting the attention of the reader. Examination of most of the issues of the Evening Herald 

of 1885-1886 shows a preponderance of American songs. As with the magazines, many of 

the other songs reproduced were by established ballad writers such as Hays, Danks and others 
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which were thought to be free of copyright protection. Shipping links between Australia/New 

Zealand and the West Coast of America were good, and there was a history of American 

touring parties including New Zealand with their Australian tours e.g. the Fisk Singers. 

There seem to be two identifiable threads running through the music published in periodical 

and the music published in newspapers. Firstly, through the provision of readily accessible 

music of a quality which met the musical standards of the editor, the locally published music 

brought to the attention of the subscriber a pre-selected range of works deemed to be 

desirable or of superior merit; secondly, as a novelty item acknowledging a particular local 

event or association or as a means of attracting attention, the music encouraged the loyalty of 

the reader. In both cases it can be argued that they were adding to the range of music 

available in the knowledge that access to the standard musical repertoire was being addressed 

through importation. They provided ‘popular’ music via an alternative source for the 

musically active residents of the colony, ‘popular’ in the nineteenth-century sense of 

providing music for the populace. 

The next waltz in this chain considers this music from a different perspective. It looks at how 

this music was transmitted through publication to a wider audience, who were the leading 

figures involved in music publishing and printing, and some of the practical aspects of music 

publishing in the New Zealand colonial setting.  
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6 Waltz 5: Publishers and printers 

If performance can be considered the primary means of bringing a composer’s ideas to an 

audience, then publication is one of the key mechanisms for the continued transmission of 

those ideas to a wider audience over an extended time. In the very early days of New Zealand 

colonial settlement the sharing of music through scores was, in part, undertaken by making 

manuscript copies. In the 1860s, for example, a volume of music belonging to Elizabeth 

Brooking from New Plymouth included handwritten copies of Flood’s Canterbury Volunteer 

galop, Gassner’s Egmont mazurka and Bonnington’s Southern Alps schottische. The Flood 

and Bonnington pieces are known to have been published and the Gassner was part of the 

repertoire of the local military band.
1
 Similarly, a household member of the Morrow family in 

Howick left a beautifully written copy of Bandmaster Quinn’s Canary galop, performed by 

the 18th Regimental Band on many social occasions in Auckland.
2
 

The role of music publisher took some time to become established in New Zealand, and there 

was often no clear distinction between the roles of composer and publisher, since self-

publishing was common practice. Composers ‘published’ their works through having them 

printed (presumably at their own expense) and then distributed either locally or in a relatively 

few instances to a wider Australasian or British public. Indeed, it would be misleading to 

consider New Zealand printing and publishing in isolation from Australia and Britain: trade 

and communication during this period illustrate a level of transnational activity in both 

industrial and artistic fields. Factors which encouraged this included a range of economic, 

heritage, cultural and educational links.  Aspects of these links will be discussed here, to 

complement those already discussed in Chapter 3 in relation to the backgrounds and 

traditions of those composers.  

The particular technical equipment and skills needed for music printing meant that much of 

the earliest New Zealand music was printed and published overseas as can be seen for the 

works of Davis and Bonnington. By the 1860s the growth in population, with its 

consequential increase in the diversity of skills and interests of the residents, made possible 

                                                     
1
 Gassner’s Egmont mazurka was performed in Auckland by the Auckland Rifle Volunteer’s band in 1869.  

2
 The copy is held in the Howick Historical Village archive collection. 
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the emergence of the first of the really significant music publishers. The triumvirate of 

dominant local publishers in New Zealand over the next sixty years were Begg’s and the 

Dresden Pianoforte and Manufacturing Agency (The Dresden), both Dunedin-based, and 

Auckland’s Arthur Eady’s. In addition to the outputs of these leading companies there was a 

significant number of publishers with smaller outputs and composers who self-published and 

were printed locally. There were also a number of Australian and English publishers who 

were actively involved in the market which adds to the sense that music publishing as an 

activity crossed national boundaries rather than being restricted to geographical New 

Zealand.  

When discussing ‘music publishers’ of this time it is important to recognise that there was no 

such thing as a dedicated music publisher in New Zealand. Music publishing was one of the 

services available from a retailer or printer, more along the lines of an additional service or 

point of difference; it was very much a secondary sphere of activity for the companies 

concerned, just as composition represented only a small part of the activities of New 

Zealand’s relatively few professional musicians. They were music retailers, sellers of 

instruments and pianos in particular, sellers of sheet music of all sorts, ticket offices, 

providers of teaching and performing spaces, general and newspaper printers: music 

publishing was a very small side line. 

As we saw in Chapter 2, the first known locally published music in staff notation was 

produced by John Varty in Auckland in 1862,
3
 although he did not persist with music 

publishing.  Other early publishers included Cucksey, Webb, Spensley, and Bonnington.  It 

was as early as 1864 that the first of the long-standing names entered the scene as part of an 

active Dunedin group of music retailers, two of whom (Begg’s and The Dresden) were to 

become leading figures in New Zealand music publishing, while a third (West’s) also made a 

noteworthy contribution.  

                                                     
3
 Another work under consideration as the first New Zealand published music is de Thierry’s Waitemata polka 

(1862). However, based on the date of the advertising of the Australian edition by the printer Fussell (4 July 

1862)  and the dates that the New Zealand publisher Webb was using the particular form of his company name 

and address, my contention is that the Varty work pre-dates the de Thierry by a matter of  weeks. Varty also 

printed his music in New Zealand whereas the Webb publication was printed in Sydney. 
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6.1 Begg’s 

Charles Begg arrived in Dunedin in 1861, and by 1864 the firm of Charles Begg was well 

established as a piano manufacturer, tuner and general music retailer.
4
 After his early death in 

1874 the firm, under the guidance of his widow Jessie and their two sons Alex and Charles, 

went on to establish itself as one of the leading Dunedin retailers, with a network of branches 

and agencies spread throughout the South Island and lower North Island. The story of Begg’s, 

one of the key firms in New Zealand’s music publishing history,  has been well told by 

Gleeson in her detailed study Meet me at Begg’s, but some of the key points regarding its role 

in music publishing need to be reiterated here.
5
 

The first work to appear under the Begg’s imprint was Robert Adams’ Castle in the air. 

Originally published in Glasgow in 1856, the popular song was republished there several 

times, as well as in the United States and Australia, and was performed as part of a fund-

raising concert at the Dunedin Princess Theatre on 3 October 1864. A Melbourne edition was 

published around 1860. Printed by Fergusson and Mitchell, a printing firm with a Dunedin 

branch from 1862, it carried the same lithographed cover illustration used on the Begg’s 

edition, albeit inverted.  Gleeson estimates that the Begg’s edition may have appeared 

between 1865 and 1870. 

Begg’s next forays into music publishing had a far more local flavour to them. Achille Fleury 

was a French violinist who was based in Dunedin for some years where he conducted the 

Theatre Royal orchestra, was choirmaster at St Joseph’s Cathedral and performed on the 

violin. In 1868 Begg’s published his Henrietta waltz (dedicated to Miss Henrietta Bell, a 

local music teacher), followed the next year by his Dunedin polka dedicated to H. R. H. the 

Duke of Edinburgh, who visited Dunedin in 1868. The Henrietta waltz was printed locally by 

the general printer Edward Esquilant. The Dunedin polka’s illustrated cover presents a more 

sophisticated design but no printer information is recorded. Fleury performed both the works 

at his concerts and the Otago Daily Times described the Henrietta waltz as follows: 

It is an exceedingly pretty air, and well arranged, and should become very 

popular on account of its merits, besides that it is a local production. It is 

                                                     
4
 The firm was generally referred to as Begg’s and this convention has been followed. 

5
  Clare Gleeson, Meet me at Begg’s (Wellington, Ngaio Press, 2012). A full list of Begg’s publication of 

original compositions is included as Appendix V in that work,   
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lithographed by Messrs Esquilant and Co., and does much credit to their 

establishment. It might, from its appearance, have been printed at Home. 
6
 

The firm of Begg’s went on to publish over seventy ‘local’ works in the period under 

discussion, along with a few popular overseas songs and piano works. Some of the 

composers, such as Arthur Anderson, John Cowley and Michael Jones, had a close 

association with the firm as partners or employees, while others had high profiles in local 

musical circles, including John Easton and Arthur Barth in Dunedin.
7
  Given the local or 

regional focus of New Zealand’s society at the time, it is not surprising that there is a 

preponderance of composers based in Dunedin, the location of the firm.  Of particular 

significance is the role Begg’s played in publishing the works of James (Jim) Brown, mostly 

publishing under the names of Adrian Hope and Raymond Hope (Figure 6.1). Begg’s years of 

greatest activity in this period were in the 1870s through to the mid-1880s, the early 1890s 

and 1910-1913. The company was also affected by the long depression, publishing almost 

nothing from 1886 to 1889, but even at their busiest they published no more than six titles in 

a year. It is noteworthy that their music magazine, Ouida, was published in 1891 and 1893. 

Perhaps it was thought that the music-buying public would consider purchasing a collection 

of pieces whereas a single work may have been too much of a luxury during years of 

economic hardship.  

                                                     
6
 “Last night’s concert”. ODT. 4 October 1864, 4. 

7
 Anderson was Begg’s partner in the firm from 1873-1874, Cowley, Head of the retail department of the 

Wellington branch and Jones was Begg’s agent in Oamaru. 
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Figure 6.1   Adrian Hope, Buds and blossoms, 1913 

From its very early days Begg’s also published local editions of overseas works. In later 

decades this was to become a significant part of the firm’s business but even from the early 

decades republishing successful overseas music was clearly seen to be an accepted part of 

local music publishing activities. From the first Adam song mentioned above, through 

Beethoven’s Funeral march to Aletter’s Rendez-vous, there was a small but steady output of 

works published under the Begg’s banner intended to meet local demand but with no readily 

discernible local association (although the Beethoven did carry a notice on the cover that it 

was played by the Dunedin Garrison Band). Such reprints not included increased the range of 

repertoire available through the retailer but also added as a further promotional device when 

compared with importing an overseas edition. 

Gleeson declares that Begg’s was motivated by altruism towards New Zealand musicians as 

much as by commercial imperatives, at least where its music publishing was considered 

(remembering that its key business was music instrument retailing, for which it aggressively 

promoted its goods and services). She writes, “In more than any other aspect of Begg’s 

operation it was the publishing of music that best illustrated the commitment the company 

had to New Zealand music and the contribution it made to many aspects of New Zealand 
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cultural life, not all of it for pecuniary gain”.
8
 She has identified in particular that through the 

stewardship of Jessie, Charles (son of the founder) and in later decades Eric Begg, local 

composition was encouraged. But it should always be remembered that this aspect of the 

business was very slight compared with the sale of musical instruments and general sheet 

music, and Begg’s also provided support for local musicians in other ways, including the 

provision of teaching rooms, hire purchase schemes, acting as a wholesaler for other New 

Zealand music retailers and, in the 1880s, having a circulating music library operating from 

its Dunedin and Timaru branches.
9
 Begg’s continued to play an active role in encouraging 

New Zealand composition beyond the timeframe of this study well through to the 1940s. 

6.2 G. R. West 

Begg’s was not the only thriving music retailer and music publisher active in Dunedin, which 

from the discovery of gold in 1861 to the end of the nineteenth century was a thriving 

commercial centre. The oldest of these others was George West’s, established just before 

Begg’s and active in the city from the 1860s to the 1880s. A composer and performer 

himself, George West was one of the first retailers to advertise himself as a “Music 

Publisher”.
10

  The work which first justified this title was Flood’s New Zealand cricket polka, 

written on the occasion of the visit of the All England Cricket Team in early 1864. Of its 

printing the Otago Daily Times noted that it was the first example of music printing in Otago 

and a “creditable” one at that, and of the music “it is quite equal to the average of the dance 

music of the day; and as it is easy and pleasing, no doubt it will become a favourite”.
11

 

Unfortunately the printer is unattributed, but it appears to have been engraved and have used 

music punches to form the notes. Eleven further pieces have been traced that were published 

by West, among them his own Colonial mazurka (1882). The cover boasts a particularly fine 

chromolithographed image of the Colonial Bank building in Dunedin, printed by the 

prominent London lithographer Thomas Packer. West’s publications also included two piano 

arrangements of movements from the opera Pipele by Serafino de Ferrari which was being 

produced on the stage in Dunedin at the time (the Pipele galop and Pipele waltz, both 

                                                     
8
 Gleeson, Meet me at Begg’s, 182. 

9
 While not unknown in England and Australia, this service was not often offered  in New Zealand. Cullen’s 

briefly offered a similar service in Christchurch at the turn of the nineteenth century, and Frederick Jones also 

advertised in 1895 that his Music Warehouse would include a circulating library.  
10

 “George R. West, Music publisher and piano importer”, ODT, 29 August 1864, 8. 
11

 ODT, 5 February 1864, 4. 
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arranged in 1872 by George Reichardt, his manager) and Frederick Ellard’s popular Swing 

on, old Pendulum (1880).  

 

Figure 6.2 West, Colonial mazurka, 1882  

NLA MUS JAF mb 786.4454 C719 

http://nla.gov.au/nla.mus-an6407000 

 

West, The Old flag, 1885 (ANZ) 

 

After 1881 West’s only publication was his own 1885 setting of the Vincent Pyke poem The 

Old Flag.  The depression had a considerable effect on his business, and in 1886 West was 

bought out by The Dresden.
12

 West’s contributions to the corpus of New Zealand published 

music was not large, but for twenty years he had stood alongside Begg’s in enabling the work 

of some local composers to be brought to the attention of the public and strengthened the 

sense of burgeoning musical creativity in the growing society. 

6.3 The Dresden 

As West’s ceased to be a feature of the Dunedin music scene, the rise of the Dresden 

Pianoforte and Manufacturing Agency came to provide a counterpart and rival to Begg’s as 

the leading music retailer and publisher in New Zealand in the South Island and Wellington. 

The Dresden (as it was commonly referred to) was opened in 1883 at 24 Princes Street and 

                                                     
12

 In January 1884 his losses since 1879 were reported as being over £4000 (Southland Times, 2 January 1884, 

2). A significant proportion of the loss was in bad debt relating to the piano hire purchase scheme, and the 

revaluation down of the stock which could not be sold at early prices given the economic situation. David 

Benjamin (later Theomin) was one of West’s creditors as well as a rival retailer. 

http://nla.gov.au/nla.mus-an6407000
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was owned by David Theomin, a member of an influential Dunedin Jewish family with close 

ties to the Hallenstein and de Beer families.
13 

 His commercial dealings also included 

jewellery and general merchandising, but he appears to have had a particular fondness for 

The Dresden and other artistic endeavours in the city. He was a businessman first but active 

in musical circles, including being a member of the Dunedin Liedertafel Choir.
14

 The close 

proximity of The Dresden to Begg’s seems to have resulted in a friendly rivalry between the 

two firms, with occasional sporting contests held between the two.
15

 

An outline of the work of The Dresden has been published elsewhere, and many similarities 

with Begg’s operation can be observed.
16

 They were both predominantly piano retailers, with 

a wide network of agencies with The Dresden having the greater coverage in the early years. 

The Dresden took credit for providing the first ‘hire-purchase’ scheme for pianos, although as 

both Begg’s and West’s offered similar schemes, their claims should be treated with some 

level of scepticism; commercial advertising may have resulted in some exaggeration. Both 

firms also provided rooms for music teachers and acted as box office agents. In 1885 The 

Dresden published an edition of Beethoven’s Funeral march (with a similar notice that it was 

played by the Dunedin Garrison Band) and a work by the local organist John Dunglinson 

called the Zealandia mazurka.  

Although The Dresden did publish the work of quite a few local composers, one of the 

significant differences in approach between the Dresden and Begg’s publishing patterns was 

the Dresden’s publication and promotion of the Dresden School of Music series (Figure 6.3). 

Graded from “Easy” to “Very Difficult”, these piano pieces and arrangements were published 

over a number of years and include works by popular composers such as W. H. Jude as well 

as well-known classical composers such as Luigi Boccherini and Franz Schubert.
17

   

Saying that The Dresden were the publishers of the series does not tell the full story. 

Although branded as a Dresden publication with The Dresden name and location prominently 

printed on the front cover, the series of over 400 titles was a rebranding of a series published 
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 The location of the various music retailers in Dunedin was remarkable in that they were all on the same block 

in Princes St, Dunedin, Begg’s and the Dresden almost next door to each other, with West’s across the road. 
14

 Theomin may well have met the Dresden’s manager, Joseph A. X. Riedle through the Liedertafel choir as 

Riedle was one of the inaugural Liedertafel music committee. 
15

 Gleeson, Meet me at Begg’s, 50, describes a boat race which was enthusiastically competed for. 
16

 Nichol, “The Dresden pianoforte and manufacturing agency”, Crescendo, no.74 (2006): 15-21.  
17

 W. H. Jude was a noted lecturer, singer, composer, organist and pianist who toured Australia and New 

Zealand during 1890 and 1894. 
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by the English music publishers Wickins. The most likely explanation is that colonial 

publishers were able to buy the rights to the series, since in addition to The Dresden in New 

Zealand, the Australian firm of Glen’s in Melbourne also published numbers from the series 

in its Pianoforte Library. Whereas Glen’s seem to have chosen to adopt a different cover 

design from the Wickins’ original The Dresden maintained the original cover design with 

their name, details and advertising added. By all appearances the printing was undertaken 

overseas, presumably as part of the licence agreement. More will be mentioned of Wickins’ 

role in New Zealand music publishing later, but from The Dresden’s catalogue of works 

available for purchase, it appears that The Dresden may not have purchased the full series but 

have selected those titles they felt would have stronger market appeal in New Zealand.
18

  

Jude, for example, toured New Zealand through the 1890s, so the name recognition would 

have been high for his works.  

 

Figure 6.3   Rubinstein, Melody in F, c1895 

Pieces from another series, the Hanover edition, were also clearly purchased and rebranded 

by a number of Australasian retailers including The Dresden, Begg’s, Paling’s, Nicholson’s 
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 Dresden pianoforte manufacturing and agency: catalogue of vocal and instrumental music (Dunedin: Stone, 

1894). 
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and Glen’s.
19

 It would appear that the English publishers clearly considered colonial 

Australasia a market for these publications. 

The scope of The Dresden’s publishing service is further illustrated through one of their retail 

catalogues. An advertisement offers a service “revising, engraving, and publishing”, with the 

revisions being undertaken by “competent musicians” (Figure 6.4). It seems reasonable to 

suppose that one of the “competent” musicians may have been the manager, J. A. X. Riedle. 

Included in the service’s price was a listing of the composer’s work in The Dresden 

catalogue. It is interesting to speculate whether some editorial work was carried out on all the 

Dresden-published local compositions or whether this was an ‘added extra’ that was only 

provided if the composer was willing to pay for it. 

At least thirty local original compositions were published during the years of The Dresden’s 

enterprises under discussion here. The number of pieces selected and re-published under 

licence can only be estimated and would appear to be in the region of fifty to seventy five, 

although the fact that many more of the Wickins’ series were listed in The Dresden’s 

catalogue indicates it many have run into the hundreds.  

Those local composers that The Dresden did publish include J. Maughan Barnett, Henry 

Benjamin, James Brown, Lionel Cox, Joseph D. Dunglinson, John Easton, Walter Fuller, 

Alex Hill, Robert Horne, Frederick Leech, Walter Leslie, Fred Mumford, Johann Pfeifer, Alf 

Robertshaw, Harry Rossiter, Raphael Squarise, Charles Trussell and Laurence Watkins.
20

 

These composers were generally resident near to the Dunedin main office or the very 

impressive and prosperous Wellington branch (as with Barnett and Watkins). It would appear 

that M. J. Brookes, the manager of the Wellington branch, either had some discretion in being 

able to authorise publications of Wellington-based composers, or at least had the ear of the 

Dunedin office and was able to obtain approval.
21

 Yet again there were works associated with 

particular events (such as Leslie’s 1889 South Seas Exhibition work South Seas valse), and 

works of topical interest (such as Fuller’s England will see it through with its Boer war 

                                                     
19

 Many of the works in the Hanover edition were edited and fingered by a J. T. Trekell, a London piano teacher 

who died in 1899. Both series were targeted at the beginner to the more advanced learner, hence the inclusion of 

‘fingering’ as an aid. 
20

 See Appendix B for short biographical notes about these composers. 
21

 It is worth noting that the imprint for some of the pieces actually states Wellington as the place of publication, 

rather than Dunedin.  
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subject matter).  A number of the composers went on to produce a significant body of works 

extending beyond the scope of this study, including Robert Horne. 

 

Figure 6.4   The Dresden, Advertisment (HC) 

With the turn of the century The Dresden continued to publish, although at a much reduced 

rate (and less than its competitor Begg’s) and very much as an exception to its core business 

as a piano and musical instrument retailer. However, Theomin’s intention for the firm to have 

a role in music publishing and his general support for local musical endeavours was 

confirmed in the Articles of Association which were lodged in 1908. One of the purposes 

envisaged for the company was: 
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To promote the study, practice and knowledge of music and to give or 

arrange competitions, concerts, musical or theatrical entertainments and to 

employ writers and composers and to purchase copyrights.
22

 

The Dresden’s owners were thus signalling that they were in part governed by the same 

altruistic motivations as were Begg’s. Publishing the work of local composers would 

certainly have demonstrated to their buying public that they were rooted in the local 

community and were able to provide music which was both topical and meeting 

contemporary tastes. Such an impression would also have been likely to improve the standing 

of the company with the music-buying public and distinguish them positively from music 

retailers who did not undertake publishing.  Publishing also assisted in raising the profile of  

local composers and advertised their skills and presence in the musical society of the area.  

The other key publisher during this period was based at the other end of the country. 

6.4 Arthur Eady’s 

  

Figure 6.5 A.Eady & Co., 1895 

 

A notice in the New Zealand Herald on 24 May 1879 announced the moving of the Auckland 

Music Warehouse to 68 Queen Street, the owner having taken over an existing music firm of 

Reed (formerly Turrell’s). The manager, Arthur Eady (1856-1929), was one of the sons of 

William Eady, a farmer who had settled in Auckland in 1865. Arthur Eady was employed to 

manage the newly opened shop whose proprietor, journalist and musician Henry Brett, had 

recently become a partner in the Evening Star newspaper.
23

  Arthur Eady, along with his 

                                                     
22

 Dresden Pianoforte Manufacturing and Agency Co Ltd. Articles of Association. Archives New Zealand, 

R977059. 
23

 The Evening Star was later to become the Auckland Star. 
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brother Lewis, was to become a key figure in music retailing in Auckland.
24

 Despite not 

having a strong musical tradition in the family, Arthur was a highly competent violinist, and 

his brother Lewis a pianist and double bass player. According to later family recollections, 

the two brothers agreed that Arthur Eady’s firm was to specialise in orchestral instruments 

and sheet music and Lewis Eady was to concentrate on the piano market until some time in 

the future when they would amalgamate.
25

  

Eady was to remain as manager until the Auckland Music Warehouse was sold to John 

Milner (of Milner and Thompson in Christchurch) in December 1880. Barely six months later 

Milner in turn sold the business to the pianist and conductor Angelo Forrest. Eady had 

meanwhile opened a new enterprise in competition, the New Music Warehouse, with Mr 

Ellesmere Triphook as his partner. By June 1882, Eady had resumed trading under the name 

the “Auckland Music Warehouse”. 
26

 

From its very beginning the Auckland Music Warehouse stamped its presence on the 

Auckland music trade through publishing and promoting a number of “local musical 

publications”.
27

 The earliest pieces appeared in its first year of operation. How much of this 

impetus was due to the strong musical interests and involvement of the new owner, Henry 

Brett, can only be conjectured, but it seems reasonable to assume that a man who was active 

as both a performer (he was a bass singer) and involved in the printing industry (the Auckland 

Star had its own press) would see the possibilities of producing music of local interest for the 

local market.  From the evidence on the music editions themselves, it is clear that Brett’s 

company was involved in the printing of many, if not all, of these early publications.  

Even before Brett bought the Auckland Music Warehouse a number of local musical 

compositions had already appeared under its imprint and were advertised through the music 

retailer. They were: 

Cope, David Long it is, love, since we parted 1878, September 

Lambert, S. Sleep, baby, sleep 1878, October  

Swallow, Martin Cardinal’s march 1879, March 

                                                     
24

 See Kay Eady, “Family business resources and their contributions to long-term business survival: the case of 

Lewis Eady Limited, 1880-1957”, (MA diss., University of Auckland, 2013) for a history of the firm of Lewis 

Eady and the early family background. 
25

 Eady, “Family business resources”, 60. 
26

 NZH, 7 June 1882, 1. 
27

 Felix Marti. Where is heaven? Back cover. 
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Swallow, Martin O sing that song again 1879, March  

Swallow, Martin The Stranger 1878, August 

Williams, C. F. A. Berceuse 1879, March 

 

In the years that Eady was manager of Brett’s shop the number of local compositions sold 

through and/or published by the Auckland Music Warehouse continued to grow. A further 

eleven works appeared on the market from late 1879 to the end of 1880.  

Those twelve works were: 

 Dear Little Jessie (a Christy 

Ballad) 

Pre-August 1880 

Cope, David I wait for thee Pre-August 1880 

Estelle Only a tiny glove 1879, October 

Estelle Song of the labourer 1880, March 

Hays, Will S. Molly darling Pre-August 1880 

Johnson, Jennet E. We meet as strangers meet 1879, September 

Keesing, Samuel Hercules galop 1880, November 

Marie Flirtation waltz 1880, September 

Marti, Felix Where is heaven? 1880, August, 2nd edition 

Miers, Chas J.  Sleep, my baby, dear 1879, October 

Schott, Herr Air of Louis XIII Pre-August 1880 

 

On some of these works the Auckland Music Warehouse is clearly identified as their 

publisher (those by Estelle and Miers) while others, such as Johnson, record only a printer 

(Brett). The works may be considered ‘local’ in that they were produced in Auckland, but 

there is a mix of New Zealand and overseas composers. Hays was a well-known American 

composer of popular songs, David Cope a music teacher and composer who was resident in 

New Zealand during the late 1870s and early 1880s, and the Christy Ballad was presumably 

from one of the Christy shows which regularly toured New Zealand. On the other hand, 

Jennet Johnston was from the Waikato, Swallow a prominent musical figure in Auckland and 

Estelle was the pen name of Ellen Willson, then resident in Cambridge.
28

  

                                                     
28

 Johnston also wrote the words for Swallow’s song, Oh, sing that song again. Estelle’s identity was reported in 

the notice of her death in 1903. Waikato Argus 25 June 1903, 2. 



  

207  

 

Although it was an American composition, the original advertising of Marie’s Flirtation 

waltz as a local musical production gave an impression that the composer was a New 

Zealander. Bemoaning the ‘one-sidedness’ of  local critics who disparage any local 

compositions in favour of anything that comes from Germany, the reviewer in the Evening 

News, 22 November 1880, commented  the work is, “another straw showing how the current 

of practical production flows throughout the southern colonies”. He also notes it is “tuneful 

and pretty” and “nicely printed with type”. Such was its popularity in New Zealand that over 

1,000 copies were sold by August 1881.
29

 

During Forrest’s ownership of the Auckland Music Warehouse one more work was added to 

the catalogue of locally produced music. Carl Schmitt was the professor of music at 

Auckland University College and his Grand festival march (1881) was dedicated to H. R. H. 

the Duke of Edinburgh. But Arthur Eady and the Auckland Music Warehouse were to come 

together again. In July 1882, Eady took over the firm from Forrest, and was to remain for the 

rest of his working life. 

It is interesting to note that one of the first works Eady advertised after taking over the 

Auckland Music Warehouse was the third edition of Carl Schmitt’s Choral march. Although 

he did not publish the work himself, Eady was nevertheless making a statement that by 

making available and promoting the work of the local Professor of Music at Auckland 

University College Eady was interested in supporting local composers and providing music 

which had a tangible connection to Auckland. 

Eady took over the firm just as the depression was starting to take hold, and through the years 

of the 1880s and 1890s business would have been difficult. Supplementing his business 

activities by leading an orchestra which performed at various social functions, he performed 

as far afield as Wairoa, New Plymouth and Hawera.
30

 During the remainder of the 1880s and 

1890s he published very little; the real start of his publishing activity did not take place until 

1900. Other than the improvement of the local economy there does not seem to be any 

particular reason for this, although the highly patriotic nature of some of the early songs may 

                                                     
29

 Evening Post, 15 August 1881, 2. The Evening News was later incorporated into the Evening Star. As a 

consequence of the popularity of 1880 edition of the Flirtation waltz Eady later went on to produce a further two 

editions, in 1882 and 1905. 
30

 Eady was also a violinist in the Auckland Choral Society Orchestra, often under the baton of Carl Schmitt. 

Eady’s String Band performed at dances throughout Auckland and the neighbouring Waikato area, he was 

engaged as conductor of a season of Shakespeare productions at the Theatre Royal, Auckland, played double-

bass for the Tauranga Music Union and was a member of the Auckland Society of Musicians. 
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indicate a decision to reflect support for New Zealand’s involvement in the Boer War. He 

offered the usual mixture of services familiar from Begg’s and The Dresden including box 

office services, teaching rooms, and acting as a contact point for music teachers. His retail of 

musical instruments included displaying a locally made violin using kahikatea and rewarewa 

by a J. M. Shearer of Kohukohu, Hokianga.
31

  

Eady carved out a market area that included Auckland, the Coromandel, East Cape, Waikato 

and Taranaki (where it has been noted he had some profile through his performances), but he 

did not venture further south.  

A list of the known publications of Eady’s follows.  

Table 2 Publications of Arthur Eady’s 

* Indicates no New Zealand connection 

Date 

published 

Last name First name or 

initials 

Title 

1880 Yanke* R. L. First extra32
 

1881? Marcelhou* G. Indiana 

188-? Kalkbrenner* F. Indispensable scales 

1882 Marie*  Flirtation waltz 

1883? Czerny* Carl Czerny's 101 exercises 

1885? Clendon Fanny Moonlight dreams 

1886 Hemy* Henri Royal modern tutor for the pianoforte 

1887 Hiscocks P. F. Royal jubilee waltz 

189- Favarger* Rene Oberon: fantasie pour piano 

1890 Dasma  Old land and the new 

1892? Jones Frederick Barn dance 

1893 Webbe William Henry Jottings part 1: pianoforte playing 

1893 Whitney Mrs   Woodland graces 

1893 Willson Ellen Frivolité 

1894 Purchas Arthur Hurrah for our bonnie island home 

1895 Impett Walter Chimes 

1895 Paque Guillaume Under the Southern Cross 

1896? Phillpot James Stars of the summer night 

1896? Phillpot James Sweet minstrel 

1897 Impett Walter Marche de Paladines 

1898 McDowell* Edward Hexentanz 

1900 Boult Arthur The Motherland shall never die. Patriotic song  

1900 Handel* George Dead march from Saul 

                                                     
31

 AS. 4 January 1888, 5. 
32

 Published by Eady’s New Music Warehouse. 
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1900 Impett Walter Motherland 

1900 Key Harry When de stars begin to shine 

1900 Uarda  Erin's right 

1900 Wolfgang Frank Homeward 

1901 Impett Walter Night patrol 

1901 Phillpot James In memorium. Funeral march 

1902 Gardner George John Bull, Junior 

1902 Gardner George Till time shall be no more 

1902 Hiscocks Harry Coronation march 

1902 Phillpot James New Zealand's sons 

1902 Player A. Ping pong 

1903 Wright Ethel Mine only mine 

1903 Phillpot James Abide with me 

1904 Courtney Chas Apollo. Caprice for piano 

1904 Wright Ethel Mine only mine 

1905 Hill Alfred A brigand am I 

1905 Hill Alfred Loverland 

1905 Hiscocks Harry Little sweethearts waltz 

1905 Impett Walter Chimes intermezzo 

1905 Marie*  Flirtation waltz 

1905 Quill Dennis Nikau waltz. 2nd edition. (First edition not published 

by Eady’s) 

1906 Harvey J. Contemplation. 

1906 Light Harold E. Romance in B flat for violin and piano 

1906 Waddington A. Eileen waltz 

1907 Pischna* Josef The little Pischna: 48 exercises for the piano 

1908 Burke E. Valse Roie 

1908 Craston Edward Rest 

1908 Phillpot James Sons of liberty 

1909 Humphreys Thomas Karo. Poi marama. 

1909 Lelievre Amelia Tantum ergo 

1909 Paque Guillaume "Gavotte "Joyeux" for cello and piano" 

1910 Craston Edward Far from my heavenly home 

1910 McDougall J. The sun is westering 

1910 Murray-Gibbs C. Red rosebud 

1910 Thomas W. E. Thy love hath come too lare 

1910 Venn E.Stallard Seaward! Waltz 

1910 Webb  E. J. Meadow dance 

1910 Webb  E. J. Sunbeams. Scherzo 

1911 Hill Alfred Home, little Maori, home 

1911 Hill Alfred Loverland. 2nd edition 

1911 Impett Walter Echos de nuit 

1911 Rudall J. H. Alicia mazurka. 

1911 Venn Stallard Seaward! 

1912 De Camera Maybelle Valse debonnaire 

1912 Impett Walter The Chimes. Intermezzo 
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1912 Impett Walter That golden day 

1912 Lelievre-Lee Amelia Nightfall. Waltz 

1912 Lelievre-Lee Amelia Sunrise. Waltz 

1912 Weniger Adolphe Les Tambourins 

1913 Crozier A. E. S. Exhibition - transient impressions 

1913 Eady L. Alfred Memories waltz 

1913 Impett Walter Amber glow. 

1913 Spackman Roy Valse de joie 

191-? Eglinton Hugh A lover's gage 

 

What is apparent from this list is that during this period Arthur Eady’s publication clearly 

favoured New Zealand (and predominantly Auckland-based) composers. Several composers 

recur: Impett, Phillpot, Wright, Hill and Hiscocks are all represented with more than one 

publication, and many of the other names would have been recognised by the buying public.
33

 

There are a mixture of songs and piano pieces, with an occasional instrumental obbligato or 

choral work. One notable exception is W. H. Webbe’s Jottings which was co-published by 

Eady’s and the London and Berlin Piano Company (of which Webbe was the manager). 

Of the other composers published by Eady, Guillaume Paque was a cellist and part-time 

teacher at the Auckland University College as well as Deputy Conductor of the Auckland 

Choral Society; Harry Key was a pseudonym for Harry Fountain, resident of Vincent St, 

Auckland; George Gardner was the conductor for Harry Rickard's Vaudeville Co.; Amelia 

Lelievre (later Lelievre-Lee) was music teacher based in Napier; and L. Alfred Eady was 

Arthur Eady’s nephew and  son of Lewis Eady.  Herr James Schott was a conductor and oboe 

player who had come from Melbourne with the Simonsen Opera Company and was for a time 

resident in Auckland before moving to Hobart.
34

 Cuthbert Murray-Gibbs, a baritone and 

teacher from New South Wales (born in New Zealand and with a New Zealand father) toured 

New Zealand as a performer and had his song The Red rosebud published by Eady. This 

would prove to be a very popular and no doubt profitable work, with numerous re-printings 

taking place over the decade or so.  By 1920 Eady was reporting that 60,000 copies had been 

sold in Australia and New Zealand.
35

      

                                                     
33

 It can be difficult to tell from advertising if some pieces were overseas publications which had just arrived for 

sale in Auckland e.g. “Some day I’ll wander back again, now published, at Eady’ Music Warehouse”  was a 

song by Huntley written and published overseas with no New Zealand association, but sold by Eady. 
34

 Herr James Schott was descended from the German music publishing family of Schott.  ODT, 13 September 

1888, 2. 
35

 Maitland Daily Mercury, 7 February 1920, 4. 
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After the first few years during which the Star Office was his choice of printer, Eady used 

overseas printers for most of his publications. He did not limit the production values to a 

simple black and white cover; several of the works feature very attractive 

chromolithographed covers. Oppenheimer Bros, originally a Leipzig firm but with a London 

branch and one of the leading names in the printing of music along with the firm of C G. 

Röder, was one of his main printers. Eady, or his London agent, appears to have been 

scrupulous in ensuring copyright coverage for the works, with all pieces examined that were 

printed in England being “Entered at Stationers’ Hall”. In addition, some later works were 

included in the Catalog of copyright entries in the United States.
36

  

Eady also regularly used one or two unnamed English printers. Whether at the instigation of 

the printer or of Eady, one of the unusual features on Eady’s publications is the appearance of 

plate numbers in the footer. While plate numbers may have been commonplace for music 

printers in England, in general they were not included by New Zealand printers. Eady’s 

works often include a notation such as “A. E. & Co. No.1”.
37

 This does help in establishing a 

chronology of sorts for his publications, at least from the 1900s and continued throughout the 

firm’s publishing history. However, while plate numbers can be helpful in determining the 

date of publication, they are also notoriously unreliable. 

It is interesting to note that after the initial relationship with the Brett printing companies, 

Eady rarely used a New Zealand printer. Whether on the basis of quality or cost, his usual 

pattern was to use a specialist music printer in either England or Germany. It is tempting to 

suggest that he used a New Zealand printer when he was less confident of the financial 

viability of the work or when the composer paid for the publication and retained the 

copyright, but there is insufficient evidence to draw this conclusion. The arrangement Eady 

made with the various composers did differ. In some cases he bought the copyright and took 

the risks in publishing the items. In others, such as Uarda’s Erin’s right, although the imprint 

on the cover is clearly Eady, there is the note that the song is the “Author’s Property”.  

Again, it must be stressed that music publishing was only a very small part of Eady’s 

activities as a music retailer. He was no doubt aware of what other important music retailers 

in New Zealand were doing and there is evidence of his stocking the publications of Begg’s 

                                                     
36

 For example, Hill’s Home, little Maori, and home (1911), Lelievre-Lee’s Nightfall (1912) and Weniger’s Les 

Tambourin (1912). 
37

 John McDougall’s The sun is westering (1909). 
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and The Dresden.
38

 He also visited Melbourne and would have seen the various activities that 

the leading music retailers there were involved in.  

A selection of title pages of works published by Eady’s are given as Figures 6.6 – 6.11: 

 

  

Figure 6.6.   Uarda, Erin’s right, 1900 

(ANZ) 

Figure 6.7     Phillpot, Abide with me, 1903                 

(DP) 

 

  

                                                     
38

 One of the main devices for advertising the music was through the issuing of catalogues which were then 

available either free or for a very low cost. Copies also remain which have a retailer’s stamp on publications of 

one of the other companies. 
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Figure 6.8  E. J. Webb, Sunbeams, 1905     

 

 

Figure 6.9    Felix Marti, Where is heaven, 

1880  
 

 

 

 

Figure 6.10  Marie, Flirtation, 1905?  

 

 

Figure 6.11   Paque, Gavotte “Joyeuse”, 1909 
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Eady’s therefore appears to have consciously supported the work of local composers, albeit at 

a moderate level. In many ways the firm mirrored those of Begg’s and The Dresden. The 

owners were supportive of local composers with whom they may have mixed socially and 

artistically. They published topical works, although in this aspect Eady varies somewhat as he 

seems to have avoided works that would have a short retail life. Eady’s publications 

demonstrate high production values – they are attractive to look at and easy to perform from. 

Eady also seems to have developed a supportive relationship with a small number of 

composers – Impett, Philpott and Hiscocks in particular, which lasted throughout the years 

under discussion and continued into the future. Publishing may have been a very small part of 

the business, but the fact that it endured implies that Eady considered it to be of considerable 

importance to the reputation of the firm and a beneficial addition to the range of services the 

company offered.   

Begg’s, The Dresden, West’s and Eady’s were not the only ‘music publishers’ to operate in 

New Zealand at this period. Over the years very few firms actually advertised themselves as 

“music publishers” and produced a sizeable body of work but several more acted in that same 

role to a lesser extent. Some of these lesser players need to be discussed in order to get a 

fuller picture of the music publishing activity in colonial New Zealand. 

6.5 Other music publishers 

A number of other firms had some role in New Zealand music publishing.  Other Auckland 

enterprises that ventured into the music publishing field included the Berlin Piano Company 

(who only published music by its manager W. H. Webbe and the poet William Watson 

Boyes) acted as publisher not just for settings of his own words, but also for the works of 

other composers such as the Thames music teacher Frank Wolfgang. 

The endeavours of Frederick Jones in Wellington are noteworthy. Jones was an aspiring 

composer himself and wrote the remarkably popular Barn dance, which he published himself.  
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He also was responsible in 1895 for the first published editions of a number of Alfred Hill’s 

songs.
39

 Some of Jones’s publications were particularly attractive, including the Comedy 

gavotte, by Leon-Bois, with its unattributed cover illustration (Figure 6.12). Prior to this, 

George Reichardt, also in Wellington, had published Jones’s Exhibition waltz (1885) as well 

as four songs by other composers between 1882 and 1886.
40

 Salvatore Cimino, Edward King 

and especially Robert Burrett all added to the Wellington production.  

 

Figure 6.12  Leon-Bois, Comedy gavotte, 1896 (Marlborough Museum) 

In Christchurch the firms of Spensley, then Milner and Thompson recur as music publishers. 

Both were well established music retailers. Spensley’s activity with respect to the publication 

of local composers seems to have been restricted to one year, 1887, when he published three 

piano pieces by Francis Russell and two by John Pooley.
41

  The covers for the Russell works 

                                                     
39

 Jones left Wellington to live in Sydney in the late 1890s at which time he added Wynne to his surname. As F. 

Wynne-Jones he wrote a number of popular songs for a range of light musicals and worked as a musical 

conductor for George Willoughby’s tour of Australia. In an interview in Theatre 1 January 1914, 10, he 

commented that “the public are always on the lookout for novelties. The changes are not violent. They take 

place quietly, but none the less surely; and as a buyer I had to note the direction in which the changes were 

tending so as to be prepared to meet them”.  
40

 E. E. Martin, Valley waltz (1882); L. Ball, Come home my thoughts (1885); E. Smith, Singing all the while 

(1884); and L. Wilson, Our first waltz (1886). 
41

 He did release two ‘rebranded’ editions in 1882. 
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had particularly fine landscapes which were drawn and printed by the respected English 

lithographer Stannard.
42

 Milner and Thompson published fifteen known works between 1885 

and 1905 but apparently nothing after that. Again, there was a mixture of some ‘rebranded’ 

items and works by composers with local connections. One of these works was by Thompson 

himself, his setting of the popular Rudyard Kipling poem The Absent-minded beggar.  

In the regions there were various firms who, taken together, produced an important number of 

publications. More often than not they were printing firms, whereas in the larger centres the 

firms who published music were more often music retailers. In Wanganui, for example, the 

firm of A. D. Willis produced six pieces from 1884 to 1910.
43

 This again raises the question 

of how publishers and printers differentiated themselves, if at all. In many instances of New 

Zealand ‘published’ music the printer was to all intents and purposes the publisher. This was 

true not only for music publishing during the period but also for book publishing and printing 

in general.
44

 Notices in the papers make such comments as the music “is got up by” and “is 

available from”, indicating either the publisher or printer. Printing firms  such as Caxton, 

Burrett, McKee, Bock and Cousins, Corrigan, Hooker and the newspaper presses acted in the 

place of a third party publisher for many of the pieces. For the purposes of this discussion, 

these firms will be considered in the section on printers, and the term publisher has been 

retained for use only where there had been an additional role in the process, usually in the 

form of a retail outlet and promotion but occasionally in providing editorial assistance to the 

composer. The realities of working in a small, multi-tasking colonial society such as New 

Zealand meant that the roles often merged out of necessity. 

Before moving on to discuss some of the overseas companies involved in the trade, one 

aspect of the relationship between composer and publisher should be addressed. In some 

instances the publisher acted as a distribution and promotion agent as much as producer of 

the physical artefact. In others, the publisher clearly paid to buy the copyright of the music. 

For example, Raimond Pechotsch, an Australian composer and violinist who resided in New 

Zealand for some years, was paid four shillings by the Wanganui firm O’Hara for the rights 

                                                     
42

 See Brian Pritchard “Francis Russell’s Waimakariri waltz. Colonial familiarity”, in, Treasures of the 

University of Canterbury Library (Christchurch: Canterbury University Press, 2011), 133-135, for a discussion 

of Russell’s 1887 Waimakariri waltz. 
43

 See Johnston, “Colour printing in the uttermost part of the sea”, for a discussion of Willis’ 

chromolithographic work. 
44

 Griffith, Harvey and Maslen eds. Book & Print, 44, 51.  
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to his Kiwi waltz in 1910.
45

 The discussion on Alice Rowley in Chapter 3 clearly illustrates 

the frustrations of the New Zealand-based composer wishing to publish their work, yet some 

did manage to find overseas publishers. 

6.6 Overseas publishers of New Zealand music  

6.6.1 Wickins 

Wickins were the publishers of the Wickins Pianoforte Literature series which The Dresden 

were to rebrand as “The Dresden School of Music”. They were also the publishers of the 

Grosvenor Albums, the Gem series and a wide range of music sold in New Zealand and, often 

simplified and fingered, targeted at the amateur musician. They were not only active in 

England and New Zealand, but also in Australia and South Africa (but not, seemingly, 

Canada), clearly viewing the colonial market as a potentially profitable one.  Retailers seem 

to have been able to purchase single works from the Pianoforte Literature series which they 

could then ‘brand’; for example, Joseph Braithewaite (a Dunedin book and music retailer) 

published a copy of the Wickins Pianoforte Literature edition of Leduc’s Ray of sunshine. 

Wickins’ licensing arrangements appear to have been specific to a particular country. The 

same works appear under the imprint of The Dresden and also Glen’s of Melbourne. They are 

fundamentally the same edition including identical series numbers and editors (Stephano, that 

is, Florence Wickins).
46

  

H. W. Wickins visited his markets in South Africa, Australia and New Zealand. While 

visiting New Zealand in 1893 he selected a number of works for publication, having had 

some success with Rossiter’s Barn dance.
47

 These selections were included in the Pianoforte 

Literature series – two works by Rossiter as numbers 400 and 404, and William Spiller’s Bay 

of Islands mazurka number 410 with his Arawa polka as number 411. Wickins himself 

explained that he preferred to seek out new composers than rely on those whose work may 

have lost some “spontaneity”.
48

 Wickins also produced and distributed in New Zealand his 

                                                     
45

 Archives NZ Patent Office Files R18288316.   
46

 “Publishing music”, Advertiser (Adelaide), 27 February 1902, 9. H. W. Wickins’ daughter Florence edited 

many of the works in the Pianoforte Literature series under the name Ch. Stephano, and Wickins himself wrote 

many of the songs using the pseudonym Christobel.    
47

 Star, 4 July 1893, 2. The works were the waltzes One Summer’s Night, and Yours and mine, as well as a 

march, a galop and two gavottes. 
48

 Advertiser (Adelaide), 27 February 1902. 
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series of Wickins Orchestral Half-hours, arrangements of classical and new works for string 

quartet and piano, destined for amateur players, providing a source of instrumental music of a 

not technically demanding but appealing nature.
49

 Studying further the work of Wickins as a 

publisher of popular and accessible music in the colonial market could bring to light further 

information about contemporary tastes and domestic music-making habits as well as the 

relationship between the music publishing industry in England and the colonies. 

Just as Wickins made trips to New Zealand, so too did Frederick Harris, on behalf of 

Reynolds and Co.
50

 During a 1903 trip Harris ‘accepted’ two works by Alec Hill, Maughan 

Barnett’s treatise on piano technique and Rossiter’s songs The Waves of the rolling deep and 

O salutaris. On an earlier trip Reynolds and Co. had taken Rossiter’s Reconciled and Village 

coquette and was reportedly promoting them by distributing them to bands and soloists in 

London. Rossiter’s Onslow waltz was already enjoying some popularity with London 

bands.
51

 The London Music Publishing Company had offices in Wellington and Sydney in 

the 1890s, and a number of Wilson’s works were accepted for publication by them with 

Begg’s acting as an intermediary. Collaboration between local and English publishers and 

segmentation between the New Zealand and English markets is illustrated by the example of 

John Cowley’s Golden morn (1913) where Begg’s had responsibility for the New Zealand 

edition and Francis, Day and Hunter, the English.
52

 

A few other English publishing houses issued individual works or continued a relationship 

that existed before the musician arrived in New Zealand. Maughan Barnett, for example, had 

most of his works published in London, as did Tallis Trimnell.  

Some composers also seem to have had success in obtaining an English publisher once the 

popularity of their work was established with a New Zealand audience. Rossiter’s Onslow 

waltz was first published by The Dresden in 1890 and Reynolds clearly thought it had enough 

appeal for them to republish it for the ‘home’ market in 1904. The English publishers then 

promoted the works as they would any other of their new music. Chappell’s produced an 

                                                     
49

 Oamaru Mail, 5 January 1895, 5.  
50

 Frederick Harris went on to establish the highly successful Canadian music publishing firm of Frederick 

Harris and Co. That firm went on to publish nine “New Zealand” compositions three of which, Maoriland 

Waltzes, Moonlight on the Wanganui, and Zealandia waltz were written under the name Maxime Heller, a 

pseudonym usually associated with the composer Charles Rawlings, who had no known New Zealand 

connection.  
51

 “A visitor’s impressions”, Press, 25 August 1903, 4. 
52

 EP, 18 September, 1913, 2. 
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edition of Hope’s Autumn memories and the piece was included in a list of “Lyric piano 

pieces” printed on the back cover of an unrelated piece.
53

 James S. Kerr of Glasgow had 

come to some sort of arrangement with Spiller about the publication and distribution of some 

of his music, as three dances are included in the promotion for the “Latest dance music” on 

one of his publications.
54

 

6.6.2 Australia 

While England may have been the preferred location for an overseas publisher with its access 

to a much larger market and sense of having achieved success ‘at home’, Australian 

publishers were also active in producing New Zealand music. For some composers, finding 

an Australian publisher was the first choice. Margaret Barr wrote to the Registrar of 

Copyrights that she was having “songs published in Melbourne by Allan & Co.” and was 

seeking copyright protection for them in New Zealand and Lucy Owens-Fagen similarly 

indicated that she was seeking an Australian publisher.
55

 

Some more prolific resident New Zealand composers had works published in both New 

Zealand and Australia (Ethel Wright and Harry Rossiter, for example) and some expatriate 

New Zealanders or touring musicians resident in Australia published works there which 

nonetheless contained references to New Zealand in their titles (Alice Cornwell and Alex 

Wiseman).  

Australian music albums occasionally included the work of New Zealand composers (such as 

Spiller in Glen’s and Rossiter in the Federal), although Spiller also lived and worked in 

Tasmania, which perhaps conferred on him Australian status. The Australian music albums 

were widely distributed throughout New Zealand and the inclusion of a New Zealand work in 

one of them would increase New Zealand sales as well enabling the composer to reach the 

much larger Australian audience. There were also some single publications issued by the 

large firms (Paling’s, Nicholson’s, Glen’s and Allan’s) but these represent a very small 

proportion of the overall corpus of works.  

This limited use of Australian publishers may be due in part to costs but it is also possible 

that for many New Zealand composers topicality and timeliness was a valuable marketing 

                                                     
53

 William Smallwood, The ebb-tide: morcaeu de salon (London: Chappell, 190?). 
54

 Miller Wilson, Ever true: waltz (Glasgow: James Kerr, 189-?). 
55

 Archives New Zealand. Copyright files. R18323851, 05/32 Margaret Barr, 06/12 Lucy Owens-Fagan. 
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tool and they could not afford any delay in getting their songs or popular dances on to the 

local market.  However, review copies of a number of New Zealand music publications were 

sent to Australian newspapers and noted in their issues;
56

 New Zealand music publishers 

clearly saw the Australian music-buying public as part of their potential market and vice-

versa.   

6.7 Promotion: covers, catalogues, stamps and postcards 

Although it is outside the scope of this study to delve deeply into the retail trade and its 

practices, there are some aspects of the publication process which would have helped to 

stimulate successful sales.
57

 One of the mechanisms used to promote the sale of the music 

was without doubt the cover. These range from highly decorative chromolithographed 

illustrations, basic black-and-white typeset designs to somewhat amateurish efforts. Covers 

were able to reinforce the subject or title of the work even in cases where the music itself may 

have been of a generic nature.  

Take for example William Spiller’s Tennis dance (Figure 6.13). The instructions on how to 

do the dance are included on the inside and the cover carries an image of tennis rackets. 

Similarly, his New barn dance has images of wheat and West’s Colonial mazurka has a 

striking picture of the Head Office of the Colonial Bank in Dunedin, as depicted in Figure 

6.2. 

                                                     
56

 These included King’s Huia schottische (noted in the Melbourne Argus, 27 June 1891), Vannini’s Blenheim 

waltz (Australian Town and Country Journal, 17 November 1894, 31), Watkins’, For the Queen and Union 

Jack (Evening News (Sydney), 5 February 1901, 7)  and Begg’s placed an advertisement directly in the Sydney 

Morning Herald (31 May 1911, 2) for Hope’s Radiant morn. 
57

 Research on aspects of music retailing is currently being undertaken by Gleeson.  
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Figure 6.13   Spiller, Tennis dance, 1892 (ANZ) 

Landscapes also visually link the music to specific New Zealand locations. Russell’s Rakaia 

valse (1887) has a charming picture of the Rakaia River and surrounding area, and the 

matching Waimakariri waltz (1887) similarly shows the eponymous Bridge and environs. 

One of the most striking examples is the 1882 edition of Bonnington’s Southern Alps 

schottische (Figure 6.14).
58

 The 1864 Melbourne-printed edition had a recognisable 

chromolithograph of Mt Cook on its cover. The 1882 English-printed edition features the 

artistic work of Alfred Concannon. Concannon was the leading lithographic illustrator for 

sheet music in the 1880s and 1890s, with his work of a much higher artistic quality than most 

of the mass-produced titles. In this instance Concannon may have adapted a painting by 

Hoyte which appeared in Barraud’s New Zealand graphic and descriptive.
59

 In a completely 

different style is the later example of a New Zealand landscape on Woodley’s Rimutaka waltz 

                                                     
58

 The date of this edition is taken from the date of registration for British copyright, although it does not appear 

to have been circulated in New Zealand until 1888.  
59

 Barraud, Charles, New Zealand, graphic and descriptive. London, Samson, Low, Marston, Searle, and 

Rivington, 1877. My thanks to Marion Minson, Curator of Pictorial Works, Alexander Turnbull Library, for this 

suggestion. 
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(1913) (Figure 6.15) while from an earlier period a simpler rendition of the landscape 

features on Flood’s Akaroa waltz (1886) (Figure 6.16). 

 

Figure 6.14  Bonnington, Southern Alps schottische, 1882 

(Bodleian Library, What’s the score website. Mus 400 b.3 (1) – 1) 
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Figure 6.15   Woodley, Rimutaka waltz, 1913 

(MHNZ) 

 

       Figure 6.16   Flood, Akaroa waltz, 1886 

(University of Canterbury,  

Macmillan Brown Library) 

 

 

Native birds and animals also grace some covers. Sydney James’ Huia schottische (1891) and 

James May’s Tui’s song (1870) are both enhanced by the elegant pictures of their respective 

birds.
60

 At the same time William Jupp’s Tui waltz (1891) has no pictorial image of the bird 

at all. Other creatures also feature – Jones’ Butterfly waltz (1894) has an evocative collection 

of various butterflies on the cover. In this instance, the illustrator was Mabel Hill, Alfred 

Hill’s sister, who went on to enjoy a significant profile as a painter.
61

 The lushness of the 

New Zealand bush is captured in the cover of Thomas White’s Fern Hill polka (1866), named 

after a residential area of Dunedin which now forms part of Maori Hill. 

                                                     
60

 Unfortunately no copies have been located of the May piece. A contemporary review in the Otago Witness, 25 

June 1870, 14, describes the cover as “a coloured lithograph in four tints representing a picture of the Tui” 

although also commented on the inaccurate shape of the pine trees and the shape of the bird.   
61

 Hill’s design drawings for the cover can be found in the National Library of New Zealand collection. In 

general the names of the illustrators were rarely recorded.  Hill also illustrated the cover of Morison’s Maori 

haka rondoletto (1896), a Miss Hamilton from Hastings drew the cover of Maori-land Valses (1887) by 

Morison, and Alison Booth sketched the scene on Algar’s Our bykes and we (1898). 
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At the other end of the spectrum there are a significant number of pieces where the cost of 

producing a coloured cover appears to have been too expensive for either publisher or 

composer. Typical of the more standard design used is Youth and a day by Te Rangi Pai, 

(Figure 6.17), published by Paling’s in Sydney.  On the other hand, even the black and white 

covers could display a highly decorative use of lettering, for example, Wilson’s Village 

mazurka which was printed in Melbourne by Troedel for Charles Bonnington in Wellington 

(Figure 6.18). 

 

 

Figure 6.17   Pai, Youth and a day, 1909 

(NLA). 

 

Figure 6.18    Wilson, The Village mazurka, 1879 

(AG) 

 

The covers for some of the patriotic music not surprisingly include either a prominent Union 

Jack or soldier(s) posing.
62

 Links to Britain are also demonstrated through the figure of 

Britannia as illustrated on Hope’s The new Dominion (1910).  

Māori imagery featured strongly. Portraits, both real and imaginary, appeared as early as on 

Whalers on the deep deep sea, (1857), 
63

 through Pai’s Hine e hine (1905) and the  

romantised figure standing in front of Mitre Peak on Heller’s Maoriland waltzes (1905) 

(Figure 6.19). Alexander’s Maoriland love song (1912) was illustrated by a scene in a Māori 

                                                     
62

 See, for example, any of the editions of The old flag, Watkins, For their Queen and the Union Jack, and 

Stokes’, True British colonials.  
63

 Image available at http://otago.ourheritage.ac.nz/items/show/5857 . 

 

http://otago.ourheritage.ac.nz/items/show/5857
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village and Morison’s Maori haka rondeletto (1896) has a man with an impressive full face 

moko on the cover. 

 

Figure 6.19  Maxime Heller, Maoriland waltzes, 1905 

The idealised art nouveau scenes seen on many popular works produced overseas were also 

used on some of successful works by Hope, especially those printed in Germany (Figure 

6.20). Sporting scenes, visiting dignitaries and romantic images all contributed to make the 

work more attractive to the potential purchaser. It seems quite possible that some of these 

overseas covers were stock illustrations that the publisher already had available as they are 

generic and any link to the title of the work is sometimes obscure. For example, Hope’s piano 
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waltz Golden shadows features windmills on the cover of a style not seen anywhere in the 

New Zealand countryside.
64

 

 

Figure 6.20  Hope. Garden of memory, 1911  

Some covers made a feature of including a photo of the composer e.g. Baron Solomans, King 

and Gardner, or the dedicatee e.g. the Earl of Ranfurly.
65

 On one occasion, the inclusion of a 

photo of the Governor was given as the cause of an unidentified composer’s failure to 

provide for his wife and family: he argued that his hoped-for sales in Wellington of a song 

were not achieved because of the unpopularity of the Governor.
66

  

                                                     
64

 Beggs, 1910.  
65

 H. Hiscocks. Coronation march.  
66

 AS, 12 April 1892, 4. 
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Despite the preceding comments, it would be misleading to imply that all the New Zealand 

published music had attractive, multi-coloured covers. Part-song music, for example, was 

usually published in a simpler format similar to that favoured by many of the English 

publishers. 

It was quite usual to see a set of different prices printed on the cover. Piano pieces were often 

available in other arrangements and the covers would include the different prices for full 

orchestra, string orchestra, two pianos, military band and various other combinations. Again, 

this was common practice with English publications and there is evidence that not only were 

these options advertised but they were also genuinely available as a number of complete or 

partial sets have survived. The potential market clearly embraced both the individual 

performer in the domestic setting as well as the lively social dance scene.  

For those customers who were unable to view the music, printed catalogues of music 

available for purchase were produced by the retailers. Begg’s, The Dresden, Braithwaite’s, 

Milner and Thompson, and Eady’s, along with many smaller retailers, issued catalogues, 

either free or for a small charge, over a period of some twenty years. In these catalogues the 

very small number of New Zealand items is apparent compared with the general stock. The 

Dresden catalogue of music, vocal and instrumental for 1894 ran to one hundred and twenty-

eight pages and included fewer than fifteen New Zealand items. Local compositions were not 

specifically identified in any way. Either the purchaser would have recognised the name of 

the composer because of their profile within the district or by reputation, or the title may have 

given some indication as to its origins. In some cases, however, it is unlikely that a 

prospective purchaser would have been aware of any New Zealand connection. 

It is also clear from these catalogues and some of the newspaper advertising that the 

publishers/retailers stocked each other’s publications. This practice more than any other thing 

shows the extent to which the retail side of their business dominated. The size of the market 

meant that all opportunities to turn a profit needed to be taken. There is no sense that deep 

rivalry existed between these firms, even, as in Dunedin, when they were practically 

neighbours.  

Other devices used to promote awareness of new New Zealand publications such as attaching 

small stickers to the covers of other music. For example, a copy of the English song See-Saw, 

sold by West’s, had a small sticker attached to its bottom corner advertising a new work by 
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West, The new flag (1885?) (Figure 6.21) and, for a short period in the early 1910s both 

Eady’s and Begg’s issued a small number of promotion postcards, including for Impett’s 

Amber glow (Figure 6.22), Hope’s Silver fern and Buds and blossoms and Lelievre-Lee’s 

Nightfall waltz. 

 

 

Figure 6.21 

A. G. Crowe, See-Saw, 1885? and 

detail of sticker placed in the bottom 

left-hand corner 

 

 

 

 

 

 

Figure 6.22   Impett, Amber glow, 1913 

and advertising postcard 
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6.8 Printers 

6.8.1 New Zealand 

As we have seen, the number of pieces of New Zealand music published during this period 

represents a very small proportion of the music available. Similarly, the amount of music 

printed was a very small proportion of the material printed in New Zealand. Music printing 

required special skills and tools and the small size of the New Zealand market meant that no 

printing house could focus on music printing as its principal business activity. Nevertheless, 

there were a number of printing houses who advertised that they had the necessary equipment 

and skilled staff to produce printed music, and the investment this represented suggests that 

they saw potential for growth in this field. Given that the music printer is often not identified, 

the discussion that follows is based on information gathered from fewer than half the works.   

Although Varty first printed music using the lithographic process in 1862, George Chapman, 

Auckland bookseller and stationer, advertised as early as June 1861 that he had the capability 

of printing music using lithography, but no examples of his work have been located.
67

 In 

1865 the Hawkes Bay Herald advertised the arrival of, “a large fount of Music Type, which 

will enable the proprietor to reproduce scarce or manuscript music”.
68

 Unfortunately no 

works from this type have been identified. 1864 seems to have been the year when music 

printing became more widely available. In Auckland not only did Varty produce some further 

works, but the New Zealander newspaper printed Beale’s Rangiriri galop and in Dunedin the 

New Zealand cricket polka was printed locally. The same year Townsend’s song Night watch 

song of the Charlotte Jane was printed in Christchurch by Ward and Reeves. 

Over the next few decades tradesmen arrived in New Zealand with the specialist skills, and it 

is reasonable to assume printers here also developed them. One immigrant, William Wylie, 

was a Glasgow-trained printer. After working in Auckland for a short time he moved to 

Wellington where he worked for the firm of R. Lucas and Sons and then to Nelson.
69

 While 

there he developed a new method of lithographic printing which was used in the production 

                                                     
67

 DSC, 4 June 1861, 2. 
68

 Hawkes Bay Herald, 9 February, 1865, 1. 
69

 William Wylie (1835-1892) arrived in Auckland in 1861. He was also for a time as a traveller for the 

Wellington printer and bookseller R. Burrett. (Personal communication with Wylie descendent). 
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of the Nelson Exhibition waltzes (1873).
70

 In 1876 A. D. Willis advertised the arrival of 

lithographic plant and a workman and included music in the list of examples of the type of 

materials that could be printed.
71

 However, the earliest example of music printed by Willis 

that has so far been traced was from some eight years later, Woodley Squire’s Come away 

(1884).  

Elsewhere in the 1870s there were similar advances in the capabilities of printing houses. 

Robert Burrett, a Wellington printer, produced Flood’s Wellington Volunteer galop in 1871 

and in 1872 included music printing in his advertised list of services.
72

 Charles Palmer, 

designer and draughtsman in Auckland, advertised music amongst his lithographic skills in 

the Daily Southern Cross of 2 August 1872.
73

 The following year the Evening Star (later to 

be the Auckland Star) announced that it had received some music type and was able to 

undertake music printing. The initial announcement was quite prominent, as if the Evening 

Star appreciated the importance of this additional service, and it continued to advertise this 

facility over some years (Figure 6.23).
74

 The first music printed using this type appears to be 

the Christy Minstrel song The old garden gate (1873), which included on its title page the 

note that it was a “Specimen of music printing”. A copy of the song was sent to J. Wilson of 

the competing newspaper firm Wilson and Horton “with the printer’s compliments”
75

 and 

that same year music was printed by the Evening Star for the programme of the Auckland 

Diocesan Choral Festival.  

                                                     
70

 The description of the process from the Wellington Independent, 31 December 1873 is: by engraving it on 

expensive plenished pewter plates, specially prepared, and transferred hence, by the ordinary copper-plate 

transfer process, to the lithographic stone for printing from. Mr Wylie of the firm of Lucas and Sons, Nelson, is 

said to be the inventor of this new plan of lithography, and this first evidence of his ability certainly does himself 

and his publishers a deal of credit. 
71

 Wanganui Herald, 28 December 1876, 3. 
72

 EP, 11 December 1872, 4. 
73

 DSC, 2 November, 1871, 2. 
74

 11 June 1880, “Music printing in the clearest style and meet approved form, equal to that done in the best 

London houses, can be had at the Star Office. Estimates given. Lowest prices charged”. 
75

 Manuscript notation on Music Heritage New Zealand copy. 
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Figure 6.23   Evening Star, 29 March 1873, 3 

 

The New Zealand Herald (owned by Wilson) did not advertise that it could print music until 

1879. When Milner and Thompson of Christchurch obtained some music type they saw it as a 

means of being able “to get out at once non-copyright pieces which may be popular”.
76

 It is 

interesting that as a music retailer he saw this as the primary advantage of being able to print 

music locally. Earlier in 1868 Hutchinson had seen the availability of music type as a means 

of restocking favourite songs without having to depend on the Australian market.
77

 

In contrast, when Reed and Brett (proprietors of the Auckland Star) started to print music, a 

columnist in the Waikato Times saw the development as a boon for local composers.   

Our local music composers will now be in a position to see the emanations of 

their own brain printed and laid side by side with the compositions of 

Beethoven and the other great masters. Who can tell but this facility for 

getting musical compositions printed may tend to develop some bright genius 

of whom we do not even dream.
78

 

                                                     
76

 Press, “Our musical taste: A chat with Mr R. Thompson”, 3 November, 1892, 3. 
77

 DSC, 13 March, 1868. 
78

 Waikato Times, 17 April 1873, 2.  
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Such sentiments may have been optimistic, but the fact that they were expressed at all shows 

that some of the colonial musical establishment did have a vision of one day producing 

composers who would contribute something significant in the way of original and complex 

musical ideas. 

In the field of New Zealand music printing the father and son Thomas and Sydney George 

made a particularly noteworthy contribution. Thomas George was responsible for doing the 

lithography of the first New Zealand edition of God defend New Zealand in 1884.
79

 He also 

printed The Dresden’s first music, Dunglinson’s Zealandia mazurka (1885) and George 

West’s The old flag (1885), White’s Jingle bells (1887) for Begg’s and a number of other 

pieces during the 1880s. His son, Sydney, who was an accomplished cornet player and 

bandmaster of the Dunedin Garrison Band, was also a highly skilled lithographer. His 

specimens of “Illuminating and lithographed music” received a First Class Award in the 

Printing, Stationery, Papers &c section of the 1890 Dunedin Exhibition.
80

 Sydney George 

was the printer for Hulbert’s God bless our trade unions  (1890) (even though it was 

published under the Sydney imprint Nicholson) and the first Begg’s edition of Secker’s On 

the ball amongst others.
81

 

Most of the large printing firms all turned their hands to music printing at some stage.  In 

Dunedin Fergusson and Mitchell, Caxton, and Payton and Corrigan all produced several 

works. Whitcombe and Tombs, although demonstrably capable of printing music from 1887, 

only produced a very small number over the next twenty-six years.  In Wellington there were 

three companies who produced multiple examples of music printing: Bock & Cousins, 

McKee and Gamble, and Robert Burrett. The local music retailers/publishers generally used 

those printers in the same area as themselves. Again, topicality and therefore speed of 

production along with costs would surely have been key factors in this decision. Yet it is 

interesting that in a specialised form of printing no particular printer appears to have 

established a New Zealand-wide reputation for excellence that then drew the work from a 

range of centres to them.   

                                                     
79

 Published by George Jeffrey, Lawrence. The first edition (1877) was published in London by Hopwood and 

Crew. 
80

 OW, 20 February 1890, 19. 
81

 Not all Sydney George’s work was of such a high standard. Coupland Harding, writing in The Typo criticised 

the layout of the publisher’s details on Wilson’s White Wings as being “too heavy and obtrusive”.  Typo, 2 

no.18, 1888: 49. See Figure 3.10 for the cover in question. 
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As we have seen, the distinction between publisher and printer was very blurred. Printing 

houses provided a direct service to amateur or semi-professional musicians for one-off or 

very occasional printing. In some circumstances the printers acted as publisher, taking on 

some of the promotional role through forwarding copies to the newspapers for noting and 

reviewing. One such example of a printer acting in this dual role was Corrigan, who 

advertised publishing local compositions “without risk or expense to the composer”.
82

 This 

was certainly taking on a publisher’s role of selecting what was to be published and taking 

the financial risk rather than accepting any composition to be printed for a fee. Corrigan’s 

went one step further being the one non-retailer to publish a music album (excluding The 

Triad’s albums).  

McKee and Gamble, or, as they were from 1897, McKee and Co., have been explicitly 

identified as the printer of twenty-four pieces and there is little doubt that they would have 

had a hand in more. The identified examples all have a publication date which falls within a 

narrow band, 1895 to 1902. The fire in 1903 which destroyed their Wellington premises 

seems the most likely reason for the halt.  

The Wellington volume of the Cyclopedia of New Zealand (published in 1897) has a lengthy 

description of the work of McKee’s and includes a paragraph on its music printing, including 

reference to an “expert draughtsman who is also a music-composer of note”.
83

 Unfortunately, 

his identity remains unknown at this point.  From the reference to “preparation of work on the 

stones” it is clear that lithography is being used as the printing technique rather than music 

type, and this is confirmed by the appearance of some of the extant scores, although others do 

bear signs of punches being used to apply the notes. At the same time the typographer 

Coupland Harding had been advertising in Wellington that he was able to print music using 

music type.
84

 

A sample of the final page of Louis Bloy’s First waltz, printed by McKee in 1901, shows that 

the music printing is not of as high a quality as some other work being done in New Zealand 

(Figure 6.24). The alignment between treble and bass is not always very good (see the final 

bar of the second-to-last line, and the second-to-last bar of the piece) and the bar lines seem 

to have been pre-drawn equidistantly without any notice being taken of how many notes 
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 Stated in an advertising leaflet for Corrigan’s quoted in: David Murray, “Raffaello Squarise, 108. 
83

 The Cyclopedia was printed by McKee and Co. 
84

 EP, 17 May 1897, 7. 



  

234  

 

needed to be fitted into the bar. The first bar of each line appears particularly cramped 

through having to include the key signature. In the first bar of the second line it appears as if 

a rest has been missed out of the right-hand part on the first crotchet beat, and there are some 

other inaccurate uses of dotted minims and crotchets when notating the tune and inner 

accompanying parts (line 1, bar 4; line 3, bars 2-6). A lack of understanding of the 

conventions of applying tails to the notes is also evident.   

This example almost seems a retrograde step from the quality of some of McKee’s earlier 

works such as King’s arrangement of the Glasgow D’Alberts published in 1896 (Figure 6.25). 

The conclusion one would have to come to is that the expert draughtsman of whom McKee 

was so proud in 1897 had left the firm’s employment by 1901 or was not involved in the 

preparation of all the sheet music printed by the firm.  

 

Figure 6.24  L.W. Bloy, Bloy’s first waltz, 1901 
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Figure 6.25                          E. J. King, Glasgow d’Alberts, 1896 
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The most important of the identified local printers in terms of the quantity of works 

attributable (excluding those published for magazines)  are the companies associated with 

Henry Brett: The Evening Star, the Auckland Star, the Star Steam Litho and Brett’s.  As 

mentioned above, the Evening Star advertised the capability to print music from 1873. Over 

the years the firm used a variety of techniques, including typesetting, and photo-lithography. 

The considerable level of investment required to do this is unlikely to have been made purely 

on commercial grounds, but Brett was an active musician and made a number of 

philanthropic donations involving music.
85

 He was also a strong advocate for local book 

publication and the printer of a number of long-standing journals, including the New Zealand 

Graphic and the New Zealand Farmer, Bee and Poultry Journal. It seems unlikely that the 

latter journal would have included Allan Whitehorne’s Come Stella come as a supplement to 

the May 1885 issue without some involvement by Brett. The song had also won the silver 

medal at the Auckland Society of Arts competition that year and it is reasonable to assume 

that given his interests Brett may well have been in the audience.
86

 

Approximately fifty works have been identified as being printed by one of Brett’s companies. 

A few were printed for other ‘publishers’; five for Boyes, four for Eady’s, three for the 

Auckland Music Warehouse and one for the English and Foreign Piano Company. Almost all 

of the pieces were published for their respective composers or appeared with Brett’s, the 

company acting as both printer and publisher. A particularly productive year was 1885, but 

the numbers were still very small. In that year six pieces of music are known to have been 

published with Brett as the printer, but only one can be confirmed to the following year. One 

of the 1885 publications was Charles Thomas’s A New Zealand national hymn. Twenty-

thousand copies of this were printed for distribution through the Department of Education.
87

 

The Lyttleton Press also printed music and as a general as well as newspaper printer they 

would have been quite willing to take on whatever business that lay within their technical 

skills and resources.  The review of R. H. Holloway’s Tenakoe galop (printed by the Star 

Steam Litho) makes the point that the composer has spared no expense in getting it produced, 

                                                     
85

 Brett performed in a number of concerts as a bass singer. His philanthropy for musical causes included the 

donation of money for an organ for the 1898 Industrial and Mining Exhibition which was later installed at 

Choral Hall, money for the Town Hall organ, and the provision of sheet music collections for various societies. 

“Brett, Sir Henry”, from An Encyclopaedia of New Zealand, edited by A. H. McLintock, originally published in 

1966.Te Ara - the Encyclopedia of New Zealand Accessed 14 Jan 2017. URL: 

http://www.TeAra.govt.nz/en/1966/brett-sir-henry   
86

 NZH, 24 April 1885, 5. 
87

 Typo 2, (1888): 106. Accessed 18 May 2014. http://nzetc.victoria.ac.nz/facsimile/Har02Typo.pdf  

http://www.teara.govt.nz/en/1966/brett-sir-henry
http://nzetc.victoria.ac.nz/facsimile/Har02Typo.pdf
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leading to the conclusion that the composer paid for the printing of the work.
88

 Similarly, 

Wilson and Horton’s letter to the Register of Copyright in 1902 refers to “a customer for 

whom we are printing a song”.
89

 

A number of other printers around the country turned their hands to music printing. The 

following list, organised by region and north to south, lists those firms who are identified on 

extant copies as the printer, or who advertised music printing services. 

North Island South Island 

Auckland Nelson 

Auckland Star Bond, Finney & Co. 

Brett Litho R. Lucas and Sons 

G. T. Chapman  

Evening Star Hokitika 

Mackie McKeller 

Clark and Matheson  

Craig and Whelan Christchurch 

Evening Star Office Theo Cox 

New Zealand Muse Doyle Bros and Jackson 

New Zealander Fraser 

Charles Palmer Lyttleton Press 

Reed and Brett Milner and Thompson 

Star Steam Litho Suckling 

Unity Ward and Reeves 

Varty Weeks 

Wilson and Horton J. C. Wilkin 

  

New Plymouth Dunedin 

Joseph Hooker Caxton 

W. A. King Esquilant  

 Fergusson and Mitchell 

Napier Sydney George 

Coupland Thomas George 

Lockyer Hogg 

Venables S.Lister 

 Mills, Dick, Lister & Co. 

Palmerston North Otago Daily Times 

J. W. Sims Payton and Corrigan 

 
 

Stone & Co. 

                                                     
88

 “The title-page … is very handsomely got up, and the music is neatly and clearly printed. Evidently the 

composer has spared no trouble or expense in producing it in a creditable style”.   Observer, 10 January 1885, 

12. 
89

 Archives New Zealand. NZ Patent Office. Copyright files, R18323851,  02/35. 
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Masterton Whitcomb and Tombs 

Masterton Printing Co. J. Wilkie 

  

Whanganui  

A. D. Willis Invercargill 

 W. Craig 

Wellington  

C. M. Banks  

Bock and Cousins  

R. Burrett  

Dutton, Browne and Thompson  

Evening Press  

Ferguson and Hicks  

Coupland Harding  

James Hughes  

McKee and Co.  

McKee and Gamble  

Turnbull, Hickson and Gooder  

Turnbull, Hickson and Palmer  

Turnbull and Palmer  

Whitcombe and Tombs  

Woodward and Jackson  

  

The work of these printers was on occasion spoken of glowingly in the local press. Phrases 

such as “would do credit to a London house” appeared over a number of decades. The 

selection below illustrates some of the responses to the high-quality music printing that some 

of the printing houses achieved. 

Table 4   Press comments on the quality of the music printing.  

Date Publisher Work Comment 

1868 Hutchinson 

(Auckland) 

Songs for the 

Carandini troup 

“quite equal to any we have seen turned out of 

the leading London houses”
90

 

1868 Esquilant 

(Dunedin) 

Henrietta waltz / 

Fleury 

“It might, from its appearance, have been 

printed at Home …, the style in which it is got 

up being worthy of any English 

establishment”.
91

 

                                                     
90

 DSC, 13 March 1868, 2. 
91

 Oamaru Times, 4 February 1868, 2. 
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1873 Reed and Brett 

(Auckland) 

Swing on, old 

pendulum / Ellard. 

“as a specimen of New Zealand music printing, 

is by far the best we have yet seen”.
92

 

1889 Wilkie  

(Dunedin) 

South seas: valse / 

Leslie 

“Messrs Wilkie and Co. are responsible for the 

lithographic and printing work, and we have no 

hesitation in saying that it would do credit to a 

London office”.
93

 

1895 Jones 

(Wellington) 

My fairest child / Hill "The title page is neat, and the printing of the 

music A1, clearly showing that London and 

Germany are not the only places that turn out 

good music printing”.
94

 

 

Despite these laurels, there are also examples where the specialist skills required to print 

music, with its rules and conventions around notation and text underlay, were clearly absent. 

Those using lithography were particularly prone to error as seen in the McKee example above 

(Figures 6.24 and 6.25). George Garry’s anti-temperance song Don’t forget to leave the top 

line as it is (1905) (Figure 6.26) suffered at the hands of a printer at Hooker’s who seemingly 

lacked the necessary knowledge of music, with its erratic placement of stems – an error also 

observed in typeset music.  

 

Figure 6.26 Garry, Don’t forget to leave the topline as it is, 1905 (ANZ) 

                                                     
92

 EP, 9 August 1873, 2. 
93

 Bruce Herald, 11 February 1889, 3. 
94

 OW, 11 July 1895, 37. 
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6.8.2 Germany/England/Australia 

No discussion of music printed in the later nineteenth and early twentieth centuries can ignore 

the dominant place of German music printing. Leipzig firms in particular were renowned for 

the quality and quantity of their work. Leipzig was a printing-industry centre, and at one 

stage it was reported that there were over 1,500 printing companies within the city. Two of 

these in particular were active in printing a significant proportion of the New Zealand music 

published during this period – the firms of Oppenheimer Brothers, and C. G. Röder GmbH.
95

  

Oppenheimer’s were frequently contracted as the printer by Eady’s and Begg’s from the first 

years of the twentieth century with their London office no doubt the point of contact. In 1905 

Oppenheimer’s published a booklet designed to demonstrate the range of music printing 

styles and methods which overseas publishers could then select from.
96

 

Along with Oppenheimer, the other German company that frequently appeared as the printer 

of music was Röder of Leipzig. The firm of Röder was one of the leading printing houses in 

Germany and was particularly known for its printing of music. Founded by Carl Gottlieb 

Röder in 1846, it was for many years closely associated with the publishers Peters. The music 

was usually engraved, often with highly decorative chromolithographed title pages. As some 

indication of the scale of their operations there were over 200 engravers employed by Röder’s 

in 1896 and forty-six lithographers.
97

 

Röder’s printed music for publishers from many countries and their name was synonymous 

with very high-quality work. An Australian reviewer, writing about a local Australian 

composition, included the comment that the piece was “printed in excellent style by G. Röder 

of Leipzig, whose name is a sufficient guarantee of the excellence of the printing”.
98

 Röder’s 

also took the opportunity to display their work through the International Exhibitions which 

                                                     
95

 Oppenheimer Brothers went out of business in 1914 when the company was dissolved. (London Gazette, 29 

January 1915, 941). Röder’s London office was closed before World War One but the Leipzig factory survived 

until heavy bombing in 1945. The firm was then taken over by the East German government. It continues as 

Röderdruck today but is no longer involved in large-scale music printing.  
96

 Artistic music engraving, music printing & colour printing – title pages , with specimens of music 
97

 For a picture of the operations of the firm, and the process involved in engraving and printing music see King,  

Hyatt, “C. G. Röder’s music-printing business in 1885”, Fontes Artis Musicae 13, no.1, (1966): 53-59. See also 

Theresa Kluttig, “C.G.Röders Haupt-Inventar-Verzeichnis aus dem Jahr 1900”. Journal für Druckgeschicte 17, 

no. 3(2011): 31-32. 
98

 “New Music”, Evening News (Sydney), 16 February 1891, 5. 
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were held in a variety of centres both in Europe and Australasia. For example, in the Sydney 

Exhibition of 1879, exhibit no. 512 was from C. G. Röder of “Two large cards, artistically 

executed (chromolithographs), showing the various styles of engraving of music”. Similarly 

in the section relating to printing and books at the Melbourne Exhibition of 1888 there were 

examples by local companies including Nicholson & Co., and W. H. Glen as well as a 

Röder’s exhibit which included “music engravings in artistic execution”.   They did not, 

however, exhibit at any of the New Zealand Exhibitions: Dunedin 1865, Wellington 1885, 

Dunedin 1889 or Christchurch 1906.
99

 

Although based in Leipzig, both Röder and Oppenheimer had offices in London. They also 

employed English agencies to procure work on their behalf. One such agent was William 

Witt (a music publisher himself) who in the 1880s promoted Röder’s range through a 

published price list illustrated with the different styles of both music and text available 

(Figure 6.27).100 

Röder’s were used by New Zealand publishers from 1895 until 1913, but with the advent of 

hostilities in 1914, their English factory was closed and all trade ceased.
101

 

 

                                                     
99

 A correspondent for the Otago Daily Times proposed in 1885 for sections to be included in the Wellington 

International Exhibition of all the books and music printed in New Zealand or written by New Zealanders. 

Regrettably for the purposes of future study this was not done. (ODT, 17 December 1884, 2). 
100

 Price-list, C. G. Röder. Engraver and printer, Leipzig (London: Witt, c.1885). 
101

 The English factory was closed in October 1914 and twenty-two employees arrested after concern about its 

strategic location and unusually thick floors and roof. The solid floors may, however, have been to withstand the 

exceptional floor loadings that lithographic presses and materials required. Röder’s Paris factory was blown up 

in 1913. 
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Figure 6.27 Examples of different music styles from Witt’s 1885 Röder price-list  

Even some of the English publishers of New Zealand music chose to have it printed in 

Germany rather than in England. This was in part because of the cheaper labour costs in 

Germany, which were the subject of discussion in the printing-industry press.
102

 As a 

generalisation, those New Zealand works from before the mid-1890s and which had 

decorative illustrated covers tended to be printed in England, but after that period the higher-

quality work was produced in Germany. Choral arrangements were printed in England if 

printed overseas. Unlike the situation with Oppenheimer’s and Röder’, specific printers are 

rarely identified and there was a range of firms used. 

Some of the very early works were printed in Australia, presumably because of limited 

resources in New Zealand. Bonnington’s Southern Cross polka was printed and published in 

Melbourne by Williams and Wilkie respectively. Given that the shipping lines provided a 

regular service between New Zealand and Australia, it was considered no hardship to have 

the music printed in Australia. Australia had by the 1850s an established music printing 

industry with a number of skilled practioners such as Charles Troedel and de Gruchy in 

Melbourne. In the 1861 Melbourne Exhibition, Wilkie’s exhibited some specimens of 

‘colonial musical composition’ and examples of engraving, typeset printing and 

chromolithography.
103

 It should not be surprising then that Bonnington also had his 

Australasian galop (1860) printed by Wilkie and two other works, of which he was publisher, 

printed by Troedel: Wilson’s Village mazurka and Ciminio’s Peeping daisy polka mazurka. 

Bonnington clearly thought of Australia as part of the same general marketplace. This 

perception was two-way:  Wilkie, Webster and Co. advertised their Melbourne music shop in 

the Otago Daily Times, the Lyttleton Times, the Wellington Independent and the New Zealand 

Herald between 1865 and 1867.
104

 

6.9 Economics 

Unfortunately there is very little remaining evidence of trade practices relating to the size of 

print runs and publication costs, but from the snippets of information that can be ascertained 

it is possible to see some sort of picture. 

                                                     
102

 “…in most cases 30% to 40% below English prices”. British and Colonial Printer, Stationer and Booksellers 

Circular, 29 May (1884): 6.  
103

 Catalogue of the Victorian Exhibition 1866 (Melbourne: Government Printer): 378. Item 691. 
104

 See, for example, ODT, 12 May 1865, 10. 
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From some evidence found at Burrett’s when the premises were being emptied out after his 

death in 1886, it is known that print runs as low as one hundred copies were made with 

Burrett charging between £6 to £8 for those runs.
105

   

There is also some evidence that popular works were printed in runs of 1,000 copies. In 1881 

the Auckland Music Warehouse proudly announced that a new edition of the Flirtation waltz 

was ready as 1,000 copies had already been sold in Auckland.
106

 Many of the works such as 

the Nikau waltz, Mother England, Silver fern, and Red rosebud all include sales indicators 

such as “Third thousand”, “Fourteenth thousand” etc. The accuracy of these numbers is 

unknown, but even if they represented little more than an advertising convention their 

inclusion seems likely to reflect common trade practice. One thousand copies of the 1907 

edition of Llewellyn Owen’s very popular Euterpe waltz were printed in London,
107

 with the 

earlier 1902 edition consisting of 1,050 copies, that is, a 1,000 copy edition with a few extra 

to allow for the replacement of faulty or damaged copies.
108

  Alf Lawrence recalled the 

process of getting his song Down the Wanganui published in 1913. He published 5,000 

copies at two shillings each and made £100 on it before selling it to Allan’s.
109

  

Certainly there were repeated printings, and sometimes these occurred in a short order. A 

popular work such as Hope’s Radiant morn was produced in several different versions, all 

with slightly different advertising and reached a sixteenth edition. The fact that Rossiter’s 

Onslow waltz had sold 3,000 copies in New Zealand was one of the reasons credited to 

Reynolds and Co. for buying it for publication and sale in England.
 110  

For the purposes of 

comparison, the present day requirement for a recording to reach ‘Golden disc’ status in New 

Zealand is for 7,500 copies to be sold. Given the relative size of the population some of these 

song and dance sheets certainly reached equivalent sales levels and sometimes surpassed their 

modern counterparts. 

                                                     
105

 Song of Canterbury – old stock was found in Burrett’s when it was being emptied after his death. In an 

accompanying letter the composer says that he wishes to publish it but was required to find subscribers in order 

for this to happen. “It will cost about 6 pounds or 8 pounds for 100 copies”. Wakefield, Edward Jerningham. 

“Song for Canterbury”, MS-317, Auckland War Memorial Museum Library. 
106

 “1000 copies of the popular waltz ‘Flirtation’ have been sold in the province of Auckland. Third edition now 

ready at Forrest’s Auckland Music Warehouse”, (Auckland Star 27 August, 1881, 1). 
107

 Ashburton Guardian, 25 May 1907. 
108

 Ashburton Guardian, 2 August 1902. 
109

 Alf Lawrance. “Songs and songwriters”.  Theatre, April (1915): 4. Quoted in Hill, “Aspects of Australian 

published song 1890-1920”, 191.  
110

 “News of the day”, Press, 21 February, 1904, 4. 
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Tyrell Baxter’s Coronation waltz was written on the occasion of the coronation of King 

George V in 1910. Baxter was based in Geraldine, and this waltz was an example of the 

coronation souvenirs produced at the time. Baxter employed a somewhat unusual way of 

distributing his work. Advertisements in the Otago Daily Times and the Evening Post sought 

canvassers to sell copies at a 50% commission rate.
111

   

Not all music sold quickly. Dampier’s retail shop in Auckland was advertising some of the 

music that was ‘locally produced’ from 1878 to 1881 and “on sale” in 1885.  Yet some 

publications enjoyed a level of success or distribution that warranted larger print runs. West’s 

proudly advertised that 5,000 copies had been printed and sold of the first issue of the New 

Zealand Musical Magazine
112

 and Thompson offered to pay for 1,000 copies of his setting of 

the Absent minded beggar as a fund raiser for the Boer War. 

Witt’s Röder catalogue gives accurate information about the costs to publishers in the 1890s 

(Figure 6.28). They charged: 

 for standard size engraving plates, between one shilling and nine pence, and two 

shillings 

 for the actual pewter plates, one shilling and sixpence, and 

 for an illustrated title page, twenty shillings.  

Actual printing costs depended on the method, with considerable discount for quantity.  

As well as quality, costs were an important consideration when sending a work to Germany. 

In 1918 Alex Lithgow recalled it would have cost him £45 for 250 sets of music printed in 

Australia or New Zealand, and £13 for 500 sets produced in Germany: nine shillings per 

dozen was the trade price. He argued that it was actually necessary to have the music 

published in Germany since if it were printed in Australia or New Zealand it would not be 

possible to recover costs.
113

  

 

                                                     
111

 ODT, 29 May 1911, 1;  Dominion, 21 July 1911,  2. 
112

 West Coast Times, 26 March 1881, 2. 
113

 “Alex Lithgow correspondence”, Archives New Zealand. Customs Head Office. Series 16475. Item No. 

R17946294. 
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Figure 6.28   Printing costs from Witt’s 1895 Röder price-list. 

 

The wholesale compared to the retail price is also not well-documented and the whole area of 

music retailing falls outside the strict parameters of this study. However, a surviving 1890 

invoice from Begg’s to the Wanganui retailer Colliers (Figure 6.29) for copies of Secker’s On 

the ball does show the cover price was three times the wholesale one, while Barth’s Grand 

old [British] game wholesale price was just over half the retail price (presumably because 

Begg’s were not the publisher of this work but acting as a supplier). 
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Figure 6.29 Begg’s invoice to Colliers, Wanganui. Accessed via TradeMe July 13 2011 

 

The printing of music can thus be seen to have involved a sophisticated set of relationships, 

both business and personal. The technical requirements were overcome through using both 

local and overseas printers. Financial considerations also played a part in whether the 

publisher, be that the composer or a third party, chose to have the work printed in New 

Zealand, Australia or further afield. There was clearly some use of the networks existing 

through Great Britain and at the same time new services were developed which provided for 

a more immediate response.  

In the communication circuit described by Darnton,
114

 he made the point that at any stage in 

the circuit from author (composer), through publisher, distributor and reader (performer), the 

circuit was subject to external influences, amongst them social, economic and legal. The next 

‘waltz’ is concerned with how the practical implications of copyright legislation were 

addressed in the New Zealand context and the impact it had on composers, publishers and the 

music that was produced.  

 

                                                     
114

 See section 1.4.2. 
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7 Waltz 6: Copyright and early New Zealand music 

publishing 

Piracy, performing rights, changes in technology and illegal importing would all have been 

familiar concepts to the composers, publishers and promoters of New Zealand music in the 

second half of the nineteenth century. In Darnton’s model, political and legal sanctions act on 

all stages of the communication circuit. Copyright is one of the most important legal 

influences on music publishing. What follows traces the development of copyright law in 

New Zealand and then examines how it influenced the actions of local composers and music 

publishers.  

This discussion starts from the earliest New Zealand legislation. The laws of New Zealand in 

1840 were the laws of England, including its copyright law. In 1842 New Zealand was one of 

the first colonies to pass its own Copyright Ordinance, even though it reflected the same 

conditions as the British law.
1
 

The 1842 Ordinance had a number of shortcomings including coverage. In 1877 the Fine Arts 

Copyright Act was passed, which gave protection to “authors of paintings, drawings, 

engravings, useful and ornamental designs, sculptures, and photographs”.
2
 It also established 

a requirement for anyone wanting to claim copyright under this legislation to register in the 

Register of Proprietors of Copyright, to supply certain information about the work and 

themselves, and to submit a copy of the work with the registration form. 

                                                     
1
 Copyright Act 1842 (5 Victoriae 1842 No 18).  As with British law copyright coverage was 28 years copyright 

in their work from the date published, and, if they are still alive, continuing coverage for the rest of their life. 

Further, any person publishing or importing a book without permission for the author was liable to a fine of 50 

pounds. Professor Susy Frankel in her article on the history of copyright in New Zealand notes that the impetus 

for the ordinance was to protect a forthcoming volume of Maori grammar but its coverage mirrored that offered 

in Britain. Susy Frankel,  "A brief perspective: the history of copyright in New Zealand", in Brian Fitzgerald and 

Benedict Atkinson (eds) Copyright future copyright freedom (Sydney: Sydney University Press, 2011), 72-78. 
2
 Fine Arts Copyright Act 1877 (41 Victoriae 1877 No 17.) 
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This Act was quickly followed by the Dramatic Works Copyright Act and the Fine Arts 

Copyright Act Amendment Act 1879.
3
 The Dramatic Works Copyright Act broadened the 

coverage to include dramatic works, defined as comprising: 

every tragedy, comedy, play, opera, farce, or other scenic, musical, or 

dramatic entertainment. 

The Act also enabled an author or their assignee to register the work in New Zealand rather 

than with Stationers’ Hall in London. Copyright protection was for seven years after the 

death of the author, and any unauthorised publication or importation was punishable by a fine 

of £10 to the author and forfeiture of all the unauthorised copies. 

The 1880s were a relatively quiet time for copyright matters in New Zealand. The Berne 

Convention of 1886 was ratified by a number of countries, including Great Britain, and the 

subsequent International Copyright Act 1886 confirmed the validity of copyright registration 

in any part of the British Empire.
4
 

On the other hand, the 1890s and 1900s were a particularly tumultuous time for music 

publishing and copyright in Great Britain. Flourishing music pirates were making real 

economic inroads into the livelihood of composers and music publishers.
5
 The situation was 

brought about, in part, because of the popularity of music-hall songs, the relatively high cost 

of the legal copies and the availability of photolithography as a mechanism for the quick 

production of copies.  Single songs were regularly priced at between one shilling and 

sixpence, and four shillings, a significant amount for the working person. In contrast, pirated 

copies were usually priced between one penny and sixpence.  Reports in the paper describe 

situations where the legitimate publisher found pirated copies hitting the streets only a few 

days after the authorised copy. Not only were composers and publishers affected: performers 

were also losing money as they were missing out on the fee per copy sold they received by 

singing and promoting particular songs. Almost a quarter of a million pirated song sheets 

were confiscated in one year, with the illegal copies coming not only from England but also 

imported from the USA, Canada and Australia. 

                                                     
3
 Fine Arts Copyright Act 1877 Amendment Act 1879 (43 Victoriae 1879 No 35). The Dramatic Works 

Copyright Act was passed in the House of Representatives and the Fine Arts Copyright Amendment Act in the 

Legislative Council. 
4
 The United States of America did not sign the Berne Convention until the 1900s. 

5
 See Coover, Music publishing, copyright and piracy in Victorian England, for fuller coverage of the music 

piracy wars. 
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After considerable lobbying, the British Musical Copyright Acts 1896 and 1906 were passed 

and the “king of the pirates”, James Willetts, was eventually prosecuted and imprisoned for 

nine months. But illegal copying continued to be an issue with pirated copies making their 

way to the various British colonies.
6
  

The 1908 Copyright Act in New Zealand consolidated the various local acts.
7
 When Great 

Britain reviewed and consolidated its own copyright legislation into a new Copyright Act of 

1911 it also removed the requirement for copyright owners to register their work with 

Stationers’ Hall.
8
 The stopping of this centuries-old practice was mirrored in the New 

Zealand Copyright Act of 1913, which made inclusion in the Register of Proprietors of 

Copyright optional.
9
 The mandatory requirement to deposit a copy with the General 

Assembly Library was retained.  

7.1 New Zealand music 

What did all this mean for New Zealand composers and their publishers?  Was the legislation 

observed, and registration requirements complied with, or was it ignored or even flouted?  

The few New Zealand works from the 1850s were all published overseas. Daniel Davis’s 

1852 pieces such as the Auckland waltz and the Governor Wynyard quadrille were published 

and printed in England by Robert Cocks and were duly registered at Stationers’ Hall. 

Similarly, Te Heu Heu’s Whalers of the deep deep sea (1857), was also “Entered in 

Stationers’ Hall”.
 10

 In contrast Harriet Barlow’s The New Zealand polka (1858), which was 

printed in Sydney, bears no copyright marking or registrations.
11

 It does not seem at all 

surprising that the music printed in England was registered there, but music produced in 

                                                     
6
 As reported in the Poverty Bay Herald, 27 February 1904, quoting the Secretary of the Musical Copyright 

Association. One side-effect of this episode was the increased availability of ‘cheap’ legal editions of music.   
7
 Copyright Act 1908 No.29. 

8
 This act also extended the coverage to include such ‘modern’ technologies as perforated music rolls and 

gramophone records. 
9
 The 1913 Act also replaced the New Zealand Dramatic Works Copyright Act of 1903 which was concerned 

with unauthorised performances of dramatic and musical works, no doubt after lobbying by influential 

companies such as Williamson’s and Musgrove’s whose touring companies brought many stage works to New 

Zealand. 
10

 (London: Purday, 1857). 
11

 (Sydney: Clarke, 1858). 
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Australia was not sent to England for registration and Australia’s own egistration provided 

protection only for each individual colony.
12

 

With the 1860s came the first music printed in New Zealand.  At first sight it appears that the 

pattern just outlined - that is, if printed in England entered at Stationers’ Hall, if not then left 

unregistered, held true. Early publications such as the locally produced Gold diggers song,
13

 

Bergmann’s Waikato waltz,
14

 and Fleury’s Dunedin polka,
15

 show no signs of having been 

formally registered for copyright. However, the Webb’s Auckland-published but Sydney-

printed edition of the Waitemata polka
16

 by Charles de Thierry clearly has “Entered at 

Stationers’ Hall” printed on the front cover, although the Fussell Sydney edition does not. 

The decision to register the piece for copyright would therefore appear to have been made by 

the New Zealand publisher, Webb, rather than the printer.
17

  

Local music publishing was far more active in the 1870s and 1880s. Compared with just over 

thirty items published through the 1860s, almost one hundred works appeared in the 1870s. 

But even after the passing of the Fine Arts Copyright Act Amendment Act local publishers did 

not always register pieces for copyright protection. For example, Begg’s edition of Jones’s 

Zealandia waltz,
18

 and West’s publication of a song made popular by Rosina Carandini,
19

 do 

not appear to have been registered for copyright or had copyright claimed in any way. 

However, the process for local registration did meet with some approval.
20

 Numerous works 

including Heel and toe (1881),
21

 the Plunket waltz (1904),
22

 the Lad that comes at e’en 

(1898),
23

 the Boer War song For their Queen and Union Jack (1900),
24

 and the Tennis dance 

(1892)
25

  were all registered at the Patent Office in Wellington, which is where the Register 
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of Proprietors of Copyright was administered. At the same time some publishers continued to 

send their works to London to be “Entered at Stationers’ Hall” whether they were printed in 

England or in New Zealand. Eady’s edition of Alfred Hill’s A brigand am I
26

 from The 

Moorish maid, was printed in England, and West’s Colonial mazurka
27

 printed in Dunedin 

yet both were registered in England. Moreover, some publishers or composers chose to 

register their works both in New Zealand and in England, such as Samuel Adams with the 

Gaiete de soir
28

 and Jones with his Barn dance.
29

 It should also be acknowledged that 

including the phrase “Entered at Stationers’ Hall” did not guarantee that registration had 

actually taken place, and some composers and publishers were doubtless keenly aware of this 

fact. 

7.2 Licensed copies 

Registration of the legal proprietor of copyright was just one aspect of the law. In the early-

twentieth century it was common practice for publishers to reproduce overseas compositions 

under licence from the original copyright holder. To some small extent this was also done in 

the early days of music publishing in New Zealand, although it is sometimes less readily 

identifiable as the local publishing details are usually just inserted into a designated space on 

the title page without reference to the original copyright holder. So for example, in Eady’s 

edition of Lange’s popular piano piece, Blumenlied,
30

 the layout and typography gives every 

indication of its having been produced overseas, with Eady’s acting as a local distributor. 

Copyright would certainly have been held by a British publisher and the Eady details were 

added either locally or before the music was shipped.  

The most significant example of music published locally under licence is of The Dresden 

School of Music Series, discussed earlier in section 6.3. This series was produced in the 

1890s to 1900s, and its repertoire included works by Beethoven, Mozart and other classical 

composers along with those of a more contemporary popular appeal such as Jude and Hatton. 
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With over 400 works in the series, it was described as “a collection of the most popular piano 

and classical music of the day”.
31

 

7.2 Illegal copies 

While there is strong evidence of licensed distribution of some music, there is also evidence 

that the local publishers did not always seem to recognise or acknowledge that permission 

might be required to republish.  

Songs that were extremely popular in local variety performances were printed without 

apparent consideration for any copyrights involved. Millard’s Whip-poor-will was reproduced 

in several editions to make the most of its popularity after it was sung locally by Miss Lizzie 

Morgan. Similarly, the regular music supplements to The Triad show no explicit mention of 

copyright arrangements, even though some works would assuredly have been protected by 

British Copyright.  

The complex copyright situation between the United States and Great Britain and its colonies 

may also have led to the local production of some music that had copyright protection in the 

USA but possibly not in New Zealand.
32

 The American International Copyright or Chace Act 

of 1891 gave overseas copyright protection to United States composers, but only if the plates 

used to publish those editions were produced in the United States of America.
33

 It seems 

remarkably unlikely that this was the case with Begg’s edition of Raymon Moore’s 

international success Sweet Marie.
34

 This was not only published in the United States of 

America, with copyright being claimed, but also in Australia and New Zealand, where it 

featured on the variety concert circuit. It is noticeable that neither of the Australian editions, 

nor the Begg’s edition, includes any mention of copyright on the covers.  

New Zealand publishers were aware that it was illegal to import pirated copies of music and 

to make pirated copies themselves, and indeed, the number of questionable editions that 
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appeared in New Zealand constitutes only a very small proportion of the local publishers’ 

output. However, at least one person did not seem to consider that there was an issue. In 

March 1868 the Auckland firm of Hutchinson and Co. produced some music for the 

Carandini Troup. A correspondent in the Daily Southern Cross reported that this ability to 

print music locally would be a great advantage to local retailers supplying music they had 

sold out of “without the trouble and vexation now occasioned in having to depend upon the 

Sydney or Melbourne markets”.
35

 Henry Cucksey, a music retailer and publisher, responded 

via a letter to the paper pointing out that such publications could breach the copyright of the 

legitimate owners.  

I for one am much pleased that there is a printer in the town that can 

print music in a tradesman-like manner. But still I protest on behalf of 

the London music publishers against the method which you state in 

reprinting the most favourite copy-right songs and music. I hereby 

state that any printer, person, or persons causing to be reprinted any 

London copyright music are liable to action under the Copyright Acts, 

and are also liable to all responsibilities.
36

 

Further, in 1872, there had been a short public spat between Henry Cucksey and Henry Brett, 

owner of the Evening Star, hinting that some local publishers were pirating London 

editions.
37

  

In 1884 another publisher, Arthur Eady, wrote to the Secretary of Customs about releasing 

some music that had been seized when it arrived in New Zealand.
38

 The Auckland Customs 

office also issued an instruction in 1900 to burn one shipment of pirated music that arrived on 

the Queen Mary.
39

 By 1912 two Customs Circulars had been issued on the subject of 

copyrighted music.  

The Dunedin newspaper the Evening Herald was required to make a public apology for its 

inclusion of the song Juanita in its 3 October 1885 issue. In its apology (Figure 7.1), included 
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in the Musical Opinion and Music Trade Review, the newspaper claimed it had innocently 

copied the work from a Canadian newspaper, believing it free from any copyright. 

 

Figure 7.1 Musical opinion and music trade review 9.106 (1 July 1886), 489 

 (ProQuest British periodicals online) 

 

7.3 Frederick Jones’ Barn dance  

Composers certainly cared about protecting their own work. Frederick W. Jones composed 

and published a short dance work entitled the Barn dance in or before 1891.
 
As well as 

registering the Barn dance in New Zealand, he also later sent a copy to England to be entered 

in Stationers’ Hall and thereby be doubly sure of his copyright protection. The Barn dance 

proved to be very popular and went through several editions all with slightly varying covers 

(Figure 7.2).
40

 Over 20,000 copies were reported to have been sold, and it proved to be 

especially popular in Australia. The Sydney firm of Nicholson and Company decided to take 

advantage of this popularity and issued another edition of it, without obtaining permission 

from Jones. 

Jones took Nicholson’s to court in 1892, first, to stop them selling any more copies and 

secondly, so as to be paid recompense for the number of copies he might otherwise have sold 

himself. The New South Wales Supreme Court was in no doubt that Nicholson’s edition was 

unauthorised and an injunction was served to stop them selling further copies. However, a 

point of law had to be decided as to when Jones actually registered himself as proprietor of 

copyright and was, therefore, entitled to the income. The Court’s judgement was that 
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registering the work with the New Zealand Register of Copyright was not, in law, sufficient. 

Only registration at Stationers’ Hall could provide full copyright protection and therefore 

Jones was entitled to payment only for copies sold from the date he had had the dance 

registered in England.
41

 

 

Figure 7.2   Jones. Barn dance, 1892?  (MHNZ) 

This ruling did not appear to stop New Zealand publishers and composers registering their 

works with the Wellington office. It may, however, have been one reason why some of the 

more established publishers continued to ensure their music was registered in England until 

this was no longer a legal requirement.  

Jones also attempted to establish in the New Zealand courts that he held copyright in the title 

“Barn dance” but the court dismissed his claim, saying it was a general description rather 

than an individual piece of music.
42

 Jones’ Barn dance continued in popularity for some 

years, and at least two English editions were also published. 
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7.4 Register of proprietors of copyright 

Although the Wellington Register of Copyright might have had questionable legal standing 

outside New Zealand, it nonetheless provides valuable information about the composers of 

the works, and some aspects of the economics of composing and publishing in New Zealand 

during this period. 

In some instances it provides evidence of the identity of the composer. The Registrar required 

that the legal name of the owner of copyright be provided, not a pseudonym. It thus becomes 

clear that the composer of Victory is not Vergne White, but Horace Stebbings.
43

 Similarly 

Uarda and Tuarangi, composer and author respectively of Erin’s right, are identified as 

Florence Swindely and Henry Quick of Thames.
44

  

Some entries describe the reason for applying for copyright, and add to the picture of how 

music was distributed. Harriet Coupland, composer of Mulga town, advised the Registrar that 

she had “secured a stall at the Christchurch Exhibition and desires to push the sale of the song 

… and as time is of much consequence wishes the copyright secured before she offers copies 

for sale”.
45

 

Composers had the right to assign their rights to another party, whether for financial 

recompense or otherwise.  In 1907, Edward George attached a memorandum of assignment to 

his form registering the Royal Artillery grand march, in which he sold all rights in his piece 

to the publisher for £1.
46

 

One pound seems a very paltry sum to sell all the rights to his work and, if representative, 

shows that amateur or semi-amateur composers had fairly low expectations of a return on 

their work. Indeed, it is possible that this paltry sum recognises that the real reward to the 

composers was in having the piece published, and the publisher agreed to take the piece on 

condition that he received all the revenue.   
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In contrast to this arrangement is the 1903 agreement between Alfred Hill and J. C. 

Williamson’s, concerning the music for Hill’s opera Tapu, which is illuminating in the 

conditions it contains. Hill assigned, “all his title and interest in the music composed and 

written by the said Alfred Hill for the Opera called Tapu and further agrees to compose any 

other numbers that may be required for that Opera and to score band parts for the same, in 

consideration of  Pounds (£50), …  and a further sum of £50 when the opera shall have been 

performed fifty nights”.
47

 

He was also “entitled to a half share in the publishing rights of the said Opera, together with 

half the monies received for the sale of the music”. This agreement shows the difference in 

expectation and return between the occasional composer and the professional musician.  

Registration for Copyright also required that the work had been published or performed in 

public. Applicants were asked to supply information about a public performance if a 

published edition was not available. Thus we learn that Lawrance’s Come down the 

Wanganui was first produced at the Opera House in Auckland on 26 May 1913.
48

 

So although not its prime purpose, one of the unintended consequences of the copyright 

legislation was that a valuable depository source for information about the business practices 

of local composers and publishers was created. 

While the ability to register for copyright protection was something that some composers and 

publishers took advantage of, a significant number of works do not appear to have been 

recorded in either the British or New Zealand registers. John Rudall’s Alicia mazurka
49

 and 

Paul Sonderhof’s march Beneath the Southern Cross
50

 are two examples where there is no 

mention of copyright on the cover or in the Registers. Taking the years 1896 and 1907 as 

representative of typical registration patterns, a marked difference can be seen between the 

numbers of pieces that were published in a year and the number that appear to have been 

formally registered for copyright (Table 5). The reasons for this are uncertain and it may be 

that more works were registered than the remaining evidence indicates, but it is also possible 

that some composers saw little value in registering their copyrights, or perhaps failed to prove 

that their works had been published or performed in public.   
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Table 5 Numbers of works registered for copyright.  

Year Published Wellington, 

Register of 

Copyright 

London,  

Stationers’ Hall 

1896 23 3 1 

1907 14 2 7 

 

In later years a few New Zealand works were also included in the United States Catalog of 

Copyright.  

The lack of legal registration did not, however, appear to deter copyright being claimed. 

Alfred Hill’s setting of The volunteer soldier is clearly marked as being copyright, but was 

not included in either the Wellington or London Registers. Hill’s example is not exceptional. 

Copyright coverage was clearly considered a good thing, but it appears that publishers were 

not always inclined to go through the formal processes which provided full legal protection. 

7.5   Cheap music 

There is one further impact of the Copyright legislation that must be considered. One of the 

justifications for the pirating of music was that it broke the stranglehold of the established 

publishers, who were charging an unaffordably high cost for single song and dance sheets. It 

was not unusual for the cover price to be three or four shillings, and even allowing for the 

extensive discounting which seemed to be the norm, this was quite a large amount of money. 

The emergence of ‘cheap music,’ it was argued, would enable more people to buy music. 

Some English publishers such as Novello, Elkin, and Francis, Day and Hunter, made it part 

of their business plan to produce cheap editions which sold for as little as sixpence. Day, of 

the firm of Francis, Day and Hunter, explicitly stated that this was in direct response to the 

popularity of the pirated editions and the established, successful practice of producing cheap 

editions of books and magazines.  However, the cheap editions were often printed on a 
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poorer-quality paper with an older style of music type making for poorer legibility, which 

may not have appealed to all buyers.  

Cheap music could mean two things to the public – cheap in the sense of low cost, but also 

cheap in the sense of poor quality. A cartoon from the Observer (Figure 7.4) lampooned the 

selection of music based on its price rather than the intrinsic quality of the music. Perhaps in 

response to this, New Zealand music publishers tended to keep their prices in the mid-range.   

Of the works registered in Wellington with a cover price indicated, approximately two-thirds 

had the price marked at two shillings. It is also noteworthy that there seemed to be an almost 

constant ‘sale’ of sheet music with specials such as “one third off published price”, “4 pence 

in the shilling off”, and, “sheet music at half price for cash”. Commenting on what composers 

earn from the sale of music, an 1890 newspaper article noted that the marked price was 

almost never actually charged, being more of a convention than an actual current price.
51

 

Even at one shilling, a single piece of sheet music was still not an insignificant purchase.
52

 

Copyright law, with its myriad changing rules, requirements and uncertainties, clearly did 

have implications for the practice of music publication in New Zealand, as Darnton’s circuit 

envisages. 
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Figure 7.4  Observer, 4 October 1913, 
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8 Finale: Conclusions 

The preceding chapters have demonstrated that the settler colony of New Zealand contained a 

vibrant and diverse musical society. The practitioners were many and varied and had arrived 

with a set of mostly British traditions and norms. In response to the needs of the new society 

a substantial body of published music emerged which both reflected and supported the 

differing uses of music in that society. The amount of activity was greater and more varied 

than might have been expected on the basis of earlier studies. The evidence from the 

published music has shown us that the more enterprising musicians turned their hands to 

writing and publishing whatever music was required or valued by the music-loving public. 

They wrote to meet a particular local need, in most cases with an immediate use in mind, 

although, as society developed, more substantial works with a greater degree of musical 

sophistication and potential longevity were produced.  

Although musically not distinctive from much of the music written in Britain or other settler 

colonies, the works began to be identified by their composers with New Zealand through the 

use of local place names, flora and fauna and occasional incorporation of Māori language and 

references to Māori culture and legends, albeit in a romanticised, westernised manner. This 

adoption of elements of local indigenous culture, even at a superficial naming level, is a 

feature in common with the settler colonies of Australia and Canada. Both this, and the type 

of music that was published reinforce the patterns exhibited in those settlements and 

strengthens the argument that such a pattern of development was the norm for such socieities. 

The New Zealand experience adds further weight and unique instances which support an 

overall consistent model. 

Calderisi’s conclusions about Canadian music publishing between 1800 and 1967 would 

equally transfer to New Zealand: “Thus, the large majority of Canadian sheet music 

publications was dance music, patriotic songs and romantic ballads, frequently with locally 

pertinent titles”.
1
 Skinner reaches the same conclusions about the Australian situation, 

summarising that:  
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responding creatively to colonial realities, composers indeed 

produced a body of music locally distinctive, modest in ambition, 

broad in appeal, and functionally supportive of social and national 

interests.
2
 

That same preponderance of dance music, patriotic songs and ‘event’ songs was produced in 

New Zealand while some of the pieces attempted to evoke a romantic, idealised, Māoriland.   

Each of the ‘waltzes’ in this thesis serves to examine a particular aspect of New Zealand’s 

published music history, and, at the same time, adds to the overall argument. This multi-

partite approach is modelled on the Viennese chain waltz form, encountered in many works 

in this study. The finale refers not only to the separate ‘waltzes’ but also brings the ‘dance’ as 

whole to a satisfactory conclusion  

Not surprisingly, the first examples of locally published music occurred during the residency 

of the British troops stationed in New Zealand during the 1850s and 1860s. The bandmasters 

and bands were responsible for providing music for the entertainment of the officers, troops 

and general public as well as ceremonial and military occasions. Several of the earliest 

examples provided direct reference to the events of the military campaigns, signalling 

important places and battles from the perspective of the British forces. At the same time a 

number of new residents were establishing themselves as musicians, carrying out whatever 

musical roles were necessary to make a living. Charles Bonnington is an example of a 

talented musician who variously taught, directed band and church music, performed as a 

violinist and organist, sold music and musical instruments, composed, and published the 

work of others. He moved between centres, presumably to seek a stable and reliable income 

to support his family. 

The immigration influx in the 1870s and 1880s significantly increased the number of 

musicians living in New Zealand, and a population requiring both musical diversion and 

music as part of its normal routines. Some came to settle, while others passed through New 

Zealand in entertainment troupes that were often  part of trans-Tasman tours. The number of 

pieces of New Zealand music increased significantly, some composers building a modest 

body of works.  

This research shows that while they were predominantly from Great Britain, colonial 

composers possessed a range of cultural backgrounds, just as they also displayed a wide 
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range of musical training and skills. Many were employed as music teachers but others 

pursued their musical ambitions through conducting brass bands and choral societies, acting 

as church organists, or were involved in local dance or masonic orchestras, while their 

primary employment was in a completely different field. As the period unfolded, several 

‘local’ musicians travelled to Great Britain or Europe for musical training, something which 

reinforced the traditions of the first colonial settlers. In addition to Alfred Hill, the pre-

eminent New Zealand-based composer of this period, a number of other composers made 

significant contributions to the availability of locally composed music, both increasing their 

profile within their musical communities and providing some outlet for their creative 

ambitions. Their published output of modest works, both in form and style, matched the local 

demand for short works for amateur or semi-professional musicians. Unpublished works were 

often more ambitious in scope and called for larger musical forces than their published 

counterparts. Publication also helped to establish an expectation that local composers could, 

and should, make their works available: music with local connections be it through the 

composer or by way of title was apparently something welcomed by the local music-buying 

public.  

Clearly demonstrated by the information presented, the range and scale of music publication 

was much greater and varied than hitherto suspected. Much of the published sheet music 

consisted of light dance music for the piano, or songs ranging from the sentimental to the 

substantial body of the patriotic songs, concerned not only with the confirmation of the 

identity of the new nation, but also in support of wider imperial exploits, such as the Boer 

War. Songs and dances are also in evidence which responded to current events, or more 

generally, were for domestic use and the numerous local concerts, a steady part of the 

colony’s entertainment diet.  

At the same time, there was music published for the church, anthems and hymns, music for 

school use, music which celebrated sporting activities, and music which explored the ideas of 

Maoriland and Zealandia, acknowledging and celebrating unique characteristics of the New 

Zealand setting while retaining the core musical traditions of the settler. In other words, the 

music published reflected the full range of musical activities being undertaken by the 

growing society and it was focussed on meeting the immediate, mostly short-term, musical 

needs of the non-Māori populace. A few works were distributed to Australia and even ‘back’ 

to Great Britain, but the primary audience was within local or national boundaries. 
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It can also be seen that the ‘exotic’ nature of New Zealand, referred to mostly through title 

and illustration, was explored by a number of composers not resident in New Zealand. Some 

may have had New Zealand connections, especially those resident in Australia, but for 

composers based in Great Britain the idea of New Zealand, and particularly of Māori, was 

sufficiently attractive to be included in their light piano music repertoire featuring exotic 

locales from around the world. This perpetuated a long-established interest in the Pacific 

area, but musically there was no connection to anything authentically Māori, and rarely 

anything that alluded to anything uniquely New Zealand. The operetta Te Ora, for example, 

was an amalgam of styles superficially based on a Māori legend, but musically derivative of a 

number of conventional contemporary styles. 

Analysis of the data on the published music establishes that while most of the music was 

published as single sheet music items, there was another source of music published locally 

for the amateur performer. Newspapers and periodicals included music either as an integral 

part of an issue or as a separate supplement. Many of the songs included were from overseas, 

especially copyright-free songs from the United States, but a number of local compositions 

were also published in this way. Two periodicals stand out for their contributions. The New 

Zealand Muse, and The Triad. The first of these included a mixture of locally written pieces 

and those by overseas composers while the supplements issued as part of The Triad were 

more frequently by established European composers. In both cases, the editors had very clear 

standards for the music they included and through their magazines played a role in shaping 

local musical tastes, brining to the attention of their readers repertoire that they might not 

have otherwise discovered. This was reinforced through their outspoken criticisms of both the 

efforts of local composers and performers.  

A specialist type of magazine was the ‘music magazine’. A familiar genre in Great Britain 

and Australia, it brought together a number of short works by a variety of composers in an 

inexpensive format. While the overseas examples were published on a very regular basis and 

included themed collections, the New Zealand examples were more occasional. Each of the 

major music firms produced its own titles, but none was an ongoing success. They seem to 

have been viewed more as a promotional device with a large amount of advertising for local 

firms, a feature not typical of their overseas counterparts. Newspapers and magazines 

contributed to the variety of light songs and piano music available to the New Zealand music-

playing public. 
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This study determined that the means of publication of the music ranged from self-

publishing, and printer-published, to a very few firms for whom music publishing was a 

significant part of their business activities. There was no dedicated music publisher in New 

Zealand. Nor was there a printer that was dedicated to music printing. The capabilities of the 

newspaper printers, particularly the Brett-owned Auckland Star, and the Lyttleton Times was 

a constant throughout the period and without doubt made the publication of self-published 

items much easier for residents in the areas serviced by these presses. .The three main firms 

who had a committed music publishing programme over many decades were Charles Begg’s, 

The Dresden, and Arthur Eady’s. Each established relationships with local musicians, with 

some being employees. All firms also ventured into the market for republishing popular 

overseas works. Their activities show that they were willing and able to support a local music 

industry as an adjunct to their primary businesses, with the appearance of familiar musicians’ 

names in their catalogues and displays. With a few exceptions the music published was not 

produced in the high volumes  necessary to increase the firm’s profitability, yet they persisted 

in an altruistic manner to support local composers.  

New Zealand publishers and retailers were subject both to British and New Zealand copyright 

law, an example of the external influences included in the Darnton communication circuit in 

which this research is situated. As well as providing protection from the production of illegal 

copies, the legislation required copies to be lodged with the New Zealand Register of 

Copyright. Only a very small proportion of the music published was so registered. A small 

number of publishers chose to register their works with Stationers’ Hall in England and on 

some occasions the protection of Stationers’ Hall was claimed without the actual registration 

having taken place.  

Overall, the music published was utilitarian in nature. It met the needs of the growing society, 

responding and reflecting current events and fashions. It provided music for social and 

official occasions, for schools, for religious services, for teaching and for domestic 

entertainment, with solo songs and dances being the most commonly published.  It was 

generally modest in scale and nature, with a familiarity in form and musical language that 

would have provided some re-assurance to settlers who come to the other side of the world, 

perhaps never to return to their country of origin. It initially perpetuated their existing cultural 

patterns while also pointing to some of the unique and distinctive elements of their new 
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home. Initially largely superficial there was some more sympathetic acknowledgement of the 

existence and culture of Maori in New Zealand by the turn of the nineteenth century. 

This research acknowledges that the musical preferences of the music-loving public were 

inextricably linked to the traditions the settlers and transitory musicians brought with them. 

Rather than being viewed in a negative light, it should be seen as a reasonable and natural 

state of affairs, and an experience common to many settler colonies. Through shedding light 

on and assessing music which was previously unknown to many, it opens the door to many 

new areas of research, including a deeper consideration of particular genres identified in this 

research, the effects of the overseas and locally traineding musicians on the music teaching 

traditions of the new societies, the value of immigrant musicians to New Zealand music-

making, domestic music-making and, the transnational role of some British music publishers. 

These phenomena have strong parallels with the development of literary cultures in the settler 

societies, and composition as an element in individual musical national cultures.  

This research gives recognition to the men and women who produced music for the fledgling 

colony. It appreciates their diversity and the diversity of the music they wrote. They brought 

with them a variety of traditions which they then adapted for the musical use of the new 

society in which they found themselves. The music produced was familiar in form and style, 

a quality that was clearly considered important and appealed to the colonists in an unknown 

and untamed landscape. As the colony matured so too did its musical ambitions, and these 

too were reflected in a modest way in its printed music. 
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Appendices 

Appendix A. Publications 

This following table lists works published by New Zealand resident composers or composers visiting New Zealand including those appearing in 

newspapers and periodicals. It also includes works by overseas composers where the work was published in New Zealand as a separate sheet 

music piece. It excludes works published by New Zealand resident composers before their period of residency in New Zealand or after their 

permanent relocation from New Zealand.   

Each composer’s works are listed chronologically. In a few cases, there remains some uncertainty whether a work was finally published or 

copied by hand, and some dates are speculative. Where multiple copies are available only those in the largest collections have been included. For 

abbreviations used, please refer to page ix. While this list is as complete as possible, new copies and new works are still being identified and 

therefore it cannot be considered definitive. 

The publication information organised by date, and some contemporary newspaper comment about individual works is available on the 

University of Auckland’s Data Publishing and Discovery Service (https://auckland.figshare.com).   
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Name Title 
Date 

published 

Publisher Known location of copies 

Collections     

 Apollo music album no. 1 1892 
Milner & Thompson 

(Christchurch) 

AWMM/BL 

 Apollo music album no. 2 1894 
Milner & Thompson 

(Christchurch) 

AG/NLNZ 

 Apollo music album 1895 Corrigan (Dunedin) AG 

 Australasian students’ songbook 1909 
Robertson 

(Melbourne) 

NLA/NLNZ 

 Beresford St Congregational Church 1903 Nicholson (London) AL 

 Canterbury jubilee celebrations, 1850-1900 1900 
Lawrence 

(Christchurch) 

NLNZ 

 Chaplet of melodies 1908 Begg’s (Dunedin) MHNZ 

 
Christmas carols to be sung on Christmas 

Eve, Garrison Hall  
188-? 

Otago Daily Times 

(Dunedin) 

NLNZ 

 
Christmas and New Year.Muisc album for 

1904  
1904 

Corrigan 

(Christchurch) 

AG 

 Christmas carols (St John’s, Invercargill) 1878 (Invercargill) NC 

 Consecration service for Bishop Verdon 1896 St Joseph’s (Dunedin) AG/HC 

 
Corrigan's fourth annual: music album for 

1906 
1906 

Corrigan 

(Christchurch) 

NLNZ 

 Dresden popular music album 1893 Dresden (Dunedin) AG/NLNZ/PC 

 

Evening bells, drifting down, and Jesus, 

lover of my soul 
1910? 

Fraser (Christchurch) MHNZ 
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 Family song book 1891 Braithwaite (Dunedin) PC 

 Flower service, St Mark’s Remuera 1887 (Auckland) NC 

 Hymns, Wesley Church 1881 (Wellington) NC 

 
Music and pictorial album (branded under 

numerous retailers’ names) 
1898 Triad (Dunedin) 

Mollinson – HC. 

Hawke - NLNZ 

 New Zealand musical album 1876 Braithwaite (Dunedin) AG 

 New Zealand music magazine no. 1 1879 West (Dunedin) NC 

 New Zealand music magazine no. 2 1879 West (Dunedin) AG 

 
New Zealand music magazine no. 3 (Dance 

music) 
1881 West (Dunedin) 

NC 

 New Zealand revivalist 1875 
Bowden 

(Christchurch) 

Canterbury University 

 Ouida musical folio no. 1 1891 Begg’s (Dunedin) AG/NLNZ/PC 

 Ouida musical folio no. 2 1893 Begg’s (Dunedin) AG/NLNZ 

 Pianola music album 1903? 
Corrigan 

(Christchurch) 

NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20995
621 

 
Queen's Anniversary gathering, Band of 

Hope 
1897 (Auckland) 

NC 

 Service of song, St Matthew’s 1880 (Auckland) NC 

 Southland Hospital vocal and instrumental 

concert 

1882 (Invercargill) NC 

 Special hymns of anniversary service 1904 Hanover St Baptist MHNZ 

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995621
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995621
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995621
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995621


  

270  

 

Church (Dunedin) 

 United Methodist Free Church 21st 

Anniversary 

1893 (Auckland) NC 

 Weslyan Sunday School Union monster 

children's concert - words and music 

1895 (Christchurch) NC 

 Words and music of special hymns sung at 

festival in celebration of the record reign of 

Her Majesty, Queen Victoria 

1897 (Dunedin) NC 

 Zealandia song book,  Parts 1-3 1907 Upton (Auckland) Part 1- AL/UA 

Part 2 – DP 

Part 3 – DP/NLNZ 

Unknown composers – 

single works 

Adieu, farewell 1866 Cucksey (Auckland) NC 

 Adeste fideles 1885? Canterbury Music 

Depot (Christchurch) 

MHNZ 

 Bit of blue of, the Gospel Temperance 

march. Song and chorus 

1885 (Wellington) NC 

 [Football song] 1885 Otago Rugby Union 

(Dunedin) 

NC 

 Huntingtower 189? Milner & Thompson 

(Christchurch) 

MHNZ 
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 Kia ora. Valse 190-? Wickins (London) MHNZ 

 No-license rally song 1908 (Christchurch) ANZ 

 Why did you leave me 1878 (Dunedin) NC 

Adams, Arthur Twilight chimes galop 1890 Allan (Melbourne) 
NLA: http://nla.gov.au/

nla.obj-168316430  

 
Polish patrol 1891 Allan (Melbourne) 

NLA:http://trove.nla.gov.au/

version/13194043  

Adams, Robert Castles in the air 1864? 
 

 (Dunedin) 

AG 

Adams, Samuel Gaiete de soir pour piano 1904 Reynolds (London) ANZ/BL 

 
Gaiete de soir 1907 Adams (Auckland) AG 

Adger, Joseph American fleet. March and two-step 1908 (Auckland) ANZ/AG 

Alexander, Albert When twilight o'er the sea 1901 Begg’s (Dunedin) ANZ/MHNZ 

Alexander, J. Maoriland love song 1912 
Beal Stuttard 

(London) 

AG/BL 

Algar, Clara Our bykes and we 1898 McKee (Wellington) AG/ANZ/NLNZ 

Allan, J. The Wakatipu 1891 Begg’s (Dunedin) AG/MHNZ 

Allen, James 
God girt her about with the surges (In, Songs 

of the empire for little folks).  
1909 Colman (London) 

Museums Victoria 

http://collections.museumvic

toria.com.au/items/1974593  

Amohia Eventide 1899 (Nelson?) NC 

 
A lament, and, To the breezes 1900 (Nelson?) NC 

Anderson, Alfred Sunbeam galop 1873 Begg’s (Dunedin) NC 

Anglican Church Service book for Queen's jubilee 1887 Kelsey (Dunedin) NC 

http:///nla.gov.au/nla.obj-168316430
http:///nla.gov.au/nla.obj-168316430
http://trove.nla.gov.au/version/13194043
http://trove.nla.gov.au/version/13194043
http://collections.museumvictoria.com.au/items/1974593
http://collections.museumvictoria.com.au/items/1974593
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Auckland Diocesan 

Choral Assoc 
Order of service October 22 1874 1874 

Brett and Reed 

(Auckland) 

AWMM 

Bach,  Ellen Southern Pacific 1883 Adams? (Gisborne?) NC 

Bainbridge, Katherine The coming of Queen Mary 1910 
Ferguson and Hicks 

(Wellington) 

AG 

Baker, G. C. The Murihiku march 1885 
Saturday Advertiser 

(Dunedin) 

DP 

Ball,  Mrs L.  Come home my thoughts 1885 
Reichardts and 

Spillers (Wellington) 

AG/MHNZ 

Barlow,  Harriet Carthagonian march 1858 (Sydney?) NC 

 
New Zealand polka 1858 

Clarke (Sydney) MHNZ/NLA  

http://nla.gov.au/nla.obj-
166052190 

Barnard,  D’Auvergne Not understood (setting of Bracken poem) 1904 Reynolds (London) AL/MHNZ/NLA 

Barnett, Maughan Chanson sans paroles 1892 Hopkinson (London) BL 

 
Intermezzo 1892 Hopkinson (London) BL 

 
Serenade for the pianoforte 1892 Hopkinson (London) BL 

 
Albumblatt 1895 Ashdown (London) BL/MHNZ 

 Gondola song 1895 F. Jones (Wellington) NC 

 
Reigen  1895 

Ashdown (London) BL/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20172
185 

 
Valse 1895 Ashdown (London) BL 

 
Humoresque 1896 

Willcocks (London) NLNZ 

http://ndhadeliver.natlib.go

http:///nla.gov.au/nla.obj-166052190
http:///nla.gov.au/nla.obj-166052190
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20172185
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20172185
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20172185
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20172185
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20172138
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vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20172
138 

 
Berceuse. For organ 1900 Cary (London) AL 

 
Berceuse. For piano 1900 

Cary (London) MHNZ/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20172
122 

 

Ode to be sung at the opening of the 

Canterbury Jubilee Industrial Exhibition … 1 

November 1900 

1900 

Lyttleton Times 

(Christchurch) 

NLNZ 

 
Shadow dance and a Spanish dance 1900 Orpheus (London) BL/PC 

 

Ode to be sung at the laying of the foundation 

stone of the Town Hall, Wellington … 18 June 

1901 

1901 

Turnbull and Palmer 

(Wellington) 

AG/NLNZ 

 Air de ballet 1902 Ashdown (London) BL 

 
Gavotte  1902 Ashdown (London) BL 

 
Impromptu  1902 Ashdown (London) BL/MHNZ 

 
Remembrance 1902 

Ashdown (London) BL/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20186
297 

 
Short course of pianoforte technique 1904 Reynolds (London) AL/AWMM/BL/HC/NLNZ 

 Two part songs for male voices 1904 
Turnbull, Hicks and 

Gooder (Wellington) 

MHNZ 

 Valse caprice 1905 Wilcocks (London) MHNZ 

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20172138
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20172138
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20172138
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20172122
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20172122
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20172122
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20172122
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20186297
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20186297
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20186297
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20186297
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Funeral march: for the piano 1910? 

Dresden (Wellington) NLNZ 

tp://ndhadeliver.natlib.govt.
nz/delivery/DeliveryManage
rServlet?dps_pid=IE1898920
2 

Barnett, Neville Motivo perpetuo 1883 
Novello, Ewer & Co. 

(London) 

BL 

Barth, Arthur 
The hope of heaven (See Apollo Music Album 

no.1) 
1895 

  

 Exhibition anthem, for chorus and organ 1889 
Payton & Corrigan 

(Dunedin) 

AG/MHNZ 

 Grand old British game 1889 
Lyttleton Times 

(Christchurch) 

NC 

 Marcia in F  1892 Begg’s (Dunedin) ANZ/MHNZ/PC 

 Our New Zealand Christmas song 1882 (Dunedin?) NC 

 Constant (See Apollo Music Album no.1) 1895   

 March of New Zealand 1897 

Begg’s (Dunedin) JMT/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE18902
711 

 Sons of the Southern Cross 1900 (Dunedin) AG/MHNZ 

Batchelor, W. Little Katie 1900? Frost (Auckland) MHNZ 

Bayertz, Charles 
Voice culture and practical suggestions to 

singers 
1892 

Stone (Dunedin) NLNZ 

Bayley, Haines I’ll watch for thee* 1868 
Hutchinson? 

(Auckland) 

AG 

Beale, John Rangiriri galop 1864 Beale (Auckland) AG 

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE18989202
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE18989202
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE18989202
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE18989202
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE18902711
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE18902711
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE18902711
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE18902711
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Beath, George Airship waltz 1909 
Fergusson & Mitchell 

(Dunedin) 

AG/ANZ 

 Queen of the carnival 1910 Beath (Dunedin) MHNZ/NLA/PC 

Beauchamp, Vera Two songs 1904 Bote & Bock (Berlin) AG/AL 

Beck, James Zealandia: the skipping barn dance 1902? Willis (Wanganui) AG 

Beethoven, Ludwig van Funeral march* 1885? Begg’s (Dunedin) MHNZ 

 Funeral march* 1902 Dresden (Dunedin) UA 

Benjamin, Henry Heel and toe 1888 Dresden (Dunedin) ANZ 

 Royalties grand march 1888 George (Dunedin) AG/ANZ/HC 

Benzoni. Louis Do you remember 1904 (Wellington) MHNZ 

 Monowai 1906 Cawthorne (Adelaide) AG/SLQ 

 Sunshine of my soul 1909 

Begg’s (Dunedin) AG/ANZ/MHNZ/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE25696
471 

Bergmann, Eduard Waikato waltz 1864 Varty (Auckland) AL/MHNZ 

Billows, Walter Jeanell 1911 Begg’s (Dunedin) AG/AL/MHNZ 

Blakeley, Reuben Six anthems 1902? Novello (London) MHNZ 

Blandford, Francis Because: a love song 1903 Begg’s (Dunedin) NC 

Bloy, Herbert Talks to amateur violinists 1911 Progress (Wellington) NLA/NLNZ 

Bloy, Louis Bloy's first waltz 1901 
King (Wellington) AG/MHNZ/NLNZ 

http://ndhadeliver.natlib.go

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE25696471
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE25696471
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE25696471
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE25696471
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20994652
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vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20994
652 

Blythe, Nellie Colonial welcome* 1901 Begg’s (Dunedin) MHNZ 

Bodle, Eliza Song of the soldier's mother 1899 (Auckland) NC 

 A song of summer 1901 
New Zealand Herald 

Works (Auckland) 

NC 

Bond, Frederic 
The Times – see New Zealand Music magazine 

No.1 
 1879 

West (Dunedin)  

 Silver moonbeams 1880 
New Zealand Muse 

(Auckland) 

AL/MHNZ 

Bonnington, Charles Georgiana polka 1853 (Melbourne) NC 

 Australasian galop 1860 Wilkie (Melbourne) HeritageNZ/NLNZ 

 Southern Cross schottische 1860 Clarke (Sydney) BL/MHNZ 

 Southern Alps schottische 1864 
(Melbourne?) AG/Howick Pioneer 

Village/MHNZ/SLNSW 

 Southern Alps schottische 1882? 

Milner & Thompson 

(Christchurch) 

Bodleian: 

http://scores.bodleian.ox.ac.

uk  

 
Southern Alps schottische – see Apollo Album 

no. 2 
1894 

  

 Southern Alps schottische – see Pianola Album 1903   

Booth, Victor The sunbeam 1902 Reynolds (London) BL 

 With all my heart 1904 Reynolds (London) BL 

 Truth 1908 Novello (London) BL 

 Under the rose 1908 Reynolds (London) BL 

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20994652
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20994652
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20994652
http://scores.bodleian.ox.ac.uk/
http://scores.bodleian.ox.ac.uk/
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Bosworth, Tom Britons brave and true 1899 Wickins (London) BL/SLNSW 

Boult, Arthur New Zealand national anthem 1897 
New Zealand Graphic 

(Auckland) 

MHNZ. 19
th
 Century UJ 

Periodicals (Online) 

 The Motherland shall never die 1900 Eady (Auckland) BL 

Bowring, George Auckland march 1880 New Zealand Muse NC 

Boyes, W. Watson Dear Maoriland 1902 Boyes (Otahuhu) AG 

Brabazon, Clarice Clarisse valse 1889 Paling (Sydney) MHNZ 

 Countess waltz 1903 

Brett for New Zealand 

Graphic (Auckland) 

AG.MHNZ/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE12112
441 

 Two veterans 1903 
English and Foreign 

Piano (Auckland) 

AG/AL/NLNZ 

Brabazon, Henrietta Clarice waltzes 1880 
Newton Fairs 

(Auckland) 

NLA 

 Critic’s march 1880 
New Zealand Muse 

(Auckland) 

AL/MHNZ 

Bradshaw, John Processional 1908 

Christchurch Diocesan 

Choral Association 

(Christchurch) 

NC 

Branson, Gerald Our New Zealand boys, and, Game of politics 1900 

Wilkie (Dunedin) NLNZ/SLNSW 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE18987
174 

Brett, George Mataura valley polka 1886 Begg’s (Dunedin) AG/MHNZ/NLNZ 

Bridge, Herbert New Zealand jubilee hymn 1890 
Evening Press 

Wellington) 

AG/NLNZ 

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE12112441
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE12112441
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE12112441
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE12112441
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE18987174
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE18987174
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE18987174
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE18987174
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Bridgewater, Violet The Maori's dream: waltz 1913 (Victoria, Canada) BL 

Brook, Calypso Moonlight memories 1912? 
Whitcombe and 

Tombs 

AG/MHNZ 

Brooke, Harold White violets waltz 1887 (Wellington) MHNZ 

Brown, James Tarakoi waltz 1894 Dresden (Dunedin) HC 

Bulch, Thomas Moa march 1896 Begg’s (Dunedin) AG/HC 

 Dunedin navals: contest march 1896? (Melbourne) HC 

 Moa waltz 1898 Reynolds (London) AG/MHNZ 

Burke, Edward Valse Roie 1908? Eady (Auckland) AG/AL/MHNZ/PC 

Burry, Frederick Summer dreams 1903 Begg’s (Dunedin) AG/MHNZ 

Cailliau, François Snowflake 1880 
New Zealand Music 

(Auckland) 

NC 

 
The study of harmony made easy. Trans from 

the French by H. S. Ferdinand Peltzer 
1880 

(Auckland) NC 

Carbines, Arthur Jesus, my gracious friend 1909 A.V.C. (Auckland) AG/MHNZ 

 Rangitoto - morceau a la gavotte 1907 Fred, Harris (London) AG/AK/BL/MHNZ 

Carleton, Hugh 
The genesis of harmony : an enquiry into the 

laws which govern musical composition 
1881 

Augener (London) NLNZ/University of 

Rochester 

http://hdl.handle.net/1802/15

804  

Carri, Leo Palm march 1899 (Dunedin?) NC 

 The Game's glory 1899 (Dunedin?) NC 

Carroll, John Requiem: hark! A note of solemn warning 1893 
Auckland Star 

(Auckland) 

NC 

http://hdl.handle.net/1802/15804
http://hdl.handle.net/1802/15804
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 Why should we weep for those who die 1895 Carroll (Auckland) AG/MHNZ 

Carter, Thomas 
How to play the piano without any knowledge 

of music in 20 minutes 
1898 

Carter (Auckland) NC 

Cartwright, D. Maori bride 1863 Dykes (London) NC 

 Maori bride 1880 Dykes (London) MHNZ (Photocopy only) 

Cassidy, James Harum scarum 1864? Varty (Auckland) PC 

Catholic church Ecce sacerdos magnus 1895?  NLNZ 

 
O salutaris, & Tantum Ergo 1895? St Joseph’s (Dunedin) NLNZ 

Cato, Anson One flag, one speech, one empire 1900 Caxton (Dunedin) AG/ANZ 

Cheek, Martin O weary hands 1893 
Musical Herald 

(London) 

ProQuest Periodicals archive 

online 

Chisholm, T. Runcie My aeroplane 1910 (Auckland) AG/MHNZ 

Christchurch Diocesan 

Choral Association 

Service book with the music used at the Choral 

Festival … Nov 15, 1883 
1883 

Whitcombe and 

Tombs (Christchurch) 

CP 

 

Service book with the music to be used at the 

fourth Choral Festival in the Cathedral, 

Christchurch 

1886 
Christchurch Diocesan 

Choral Association 

NLNZ 

Christopher, John La petite Jaen  1876 
Weekly News 

(Auckland) 

NLNZ/UA 

Cimino, Salvatore Peeping daisy polka mazurka 1873 Burrett (Wellington) MHNZ 

 Peeping daisy polka mazurka 1880 
Bonnington 

(Wellington) 

MHNZ 

Cimino, Salvatore Jnr Exhibition waltz 1906 Falvey (Wellington) AG 

Clarke, Percival Thoughts 1910 Williams (Wellington) AG 

Clarke-Irons, Charles Boys of the Southern Cross 1900 
Lyttleton Times 

(Christchurch) 

ANZ 
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Clayton, Henry Conquest 1885? Brett (Auckland) AG 

 O happy home of light 1885? Brett (Auckland) AG 

Clendon, Fanny Moonlight dreams. Waltzes for the pianoforte 1885? Eady (Auckland) MHNZ 

Clutsam, George La pluie de printemps 1878 Begg’s (Dunedin) HC 

Cohen, Maurice Nightingale valse 1880 
Lyttleton Times 

(Christchurch) 

HC/MHNZ/NLNZ 

Cole, Mrs G. Vivian waltz 1890 

Cole (wellington) MHNZ/NLNZ 

http://ndhadeliver.natlib.govt

.nz/delivery/DeliveryManag

erServlet?dps_pid=IE20186

363  

Collins, May [Chants suitable for the divine service] 1903 Owen (Ashburton) NC 

Consterdine, Arthur In the valley 1897 

Triad (Dunedin) AL/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20994
766 

Cope, David Long it is, love, since we parted 1878 Brett (Auckland) HeritageNZ 

Cornwell, Alice Maori march, for piano 1874 Troedel (Melbourne) NC 

 Weary oh so weary 1873 Troedel (Melbourne) SLV 

Coupland, Harriet Mulga town 1900 
Sydney Bulletin 

(Sydney) 

AG/ANZ 

 Mulga town waltz 1904 
Lyttleton Times 

(Christchurch) 

AG 

Courtney, Charles Apollo. Caprice for piano 1904 

Eady (Dunedin) AL/MHNZ/NLNZ 

http://ndhadeliver.natlib.govt

.nz/delivery/DeliveryManag

erServlet?dps_pid=IE20186

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20186363
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20186363
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20186363
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20186363
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20994766
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20994766
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20994766
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20994766
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20186405
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20186405
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20186405
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405  

Cowley, John Golden morn 1913 Begg’s (Dunedin) AG/BL/HC/MHNZ 

Cox. Lionel The old flag 1886 Dresden (Dunedin) BK/HC 

Craston, Edward Rest 1908 Eady (Auckland) NC 

 The vacant chair: quartet for male voices 1909? Allan (Melbourne) NLA 

 Far from my heavenly home 1910 Eady (Auckland) MHNZ 

 Just across the silent river 1910 (Auckland) MHNZ 

 I heard the voice of Jesus say 1911? Craston (Auckland) AG/AL/MHNZ/PC 

Crichton, E. Songs and ballads of the Transvaal war 1900 Brett (Auckland) NLNZ 

Crosbie, Robert All hail Zealandia 1885 Lyttleton Times AG/HC 

Crozier, Satherley Eurotas 1908 Kramer (Chicago) AG/BL/MHNZ 

 Uta mai. Valse Zelandes 1912 Begg’s (Dunedin) AG/BL 

 Exhibition (Transient impressions) waltzes 1913 Eady (Auckland) AG/BL/MHNZ 

Culpan, Arthur Seddonia memorium 1906 (Auckland) AG/AWMM 

Curreen, John Aotea-roa waltz 1910 

Holden (London) AG/MHNZ/NLNZ  

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20186
421 

Czerny, Carl Czerny’s etude de la velocité 1900? Dresden (Dunendin) MHNZ 

Danks, H. Silver threads among the gold 1875 
Reed and Brett 

(Auckland) 

PC 

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20186405
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20186421
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20186421
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20186421
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20186421
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Dasma Old land and the new 1884 Adams (Auckland) AG/AL/AWMM/MHNZ 

 Old land and the new 1886 

Adams  (Auckland) AG/AL/AWMM/MHNZ/ 

NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20186
471 

Davis, Daniel Auckland waltz 1852 Cocks (London) BL 

 A gallop to the diggins 1852 

Cocks (London) BL/NLA 

http://trove.nla.gov.au/versio

n/7520726  

 Governor Wynyard polka 1852 Cocks (London) BL 

 Rose Anna quadrille 1852 Cocks (London) BL 

 Ruapekapeka.  Grand pas redouble 1852 Cocks (London) BL 

 Wynyard quadrille 1852 Cocks (London) BL 

de Camera, Mabelle Valse debonnaire 1912 Eady (Auckland) NC 

de Clive-Lowe, George Goodnight 1900 

Dykes (Auckland) NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE18987
485 

De Kontski, Anton Souvenir de Dunedin 1896 Triad (Dunedin) AG/MHNZ 

De Lautour, Bertram Queens Drive. March 1899 Begg’s (Dunedin) AG/Mataura Museum 

 Kaffir dance 1900 (Dunedin?) NC 

 Pretoria March 1900 (Dunedin) HC 

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20186471
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20186471
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20186471
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20186471
http://trove.nla.gov.au/version/7520726
http://trove.nla.gov.au/version/7520726
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE18987485
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE18987485
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE18987485
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE18987485
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 Cosy dell schottische 1902 Begg’s (Dunedin) AG 

de Lys, Etta Blue Peter 1908 

Boyes (Otahuhu) AG/NLNZ 

http://ndhadeliver.natlib.govt

.nz/delivery/DeliveryManag

erServlet?dps_pid=IE18989

217  

De Maus, David Union Steamship Company 1885 
Union Steamship 

(Dunedin) 

MHNZ 

De Thierry, Charles Waitemata polka 1862 

Webb (Auckland) MHNZ NZ edition 

NLNZ/SLNSW Australian 

edition  http://
acms.sl.nsw.gov.au/album/
albu mView.aspx?itemID=
918017&acmsid=0 ; 

 La folle galop 1866 Cucksey (Auckland) BL/Cambridge Univ. 

 North Star 1866 
Cucksey (Auckland) AL/Bodleian /Cambridge 

Univ. 

Dean, Frederick New Zealand's jubilee waltz 1890 
Evening Press 

(Wellington) 

MHNZ/NLNZ  

 Columbia skaters waltz 1888 (Wellington?) NC 

Drewe, Amelia Kaikoura waltzes 1868 Reading (Sydney) NLA 

Duncan, Elizabeth Sons of Zealandia 1900 

Kerr, Arnot & Co. 

(Blackwater) 

ANZ/NLNZ/Wanganui 

Museum 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20170
283 

Dunglinson, Joseph Zealandia mazurka 1885 Dresden (Dunedin) AG 

Dyson, Nelson Fifth Avenue parade: quick step march. 1904 Wickins (London) BL 

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE18989217
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE18989217
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE18989217
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE18989217
http:///acms.sl.nsw.gov.au/album/albu%20mView.aspx?itemID=918017&acmsid=0
http:///acms.sl.nsw.gov.au/album/albu%20mView.aspx?itemID=918017&acmsid=0
http:///acms.sl.nsw.gov.au/album/albu%20mView.aspx?itemID=918017&acmsid=0
http:///acms.sl.nsw.gov.au/album/albu%20mView.aspx?itemID=918017&acmsid=0
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20170283
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20170283
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20170283
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20170283
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 You are my pearl 1904 Allan (Melbourne) NC 

 What we have we'll hold 1909 (Wellington?) NC 

Eady, L. Alfred Memories: waltz 1913 Eady (Auckland) AG/BL 

Eager, E. Sweet Cissie 1886 
Saturday Advertiser 

(Dunedin) 

DP 

Earee, Wyndham Nation-mother's call 1900 

McKee (Wellington) AG/NLNZ 

http://ndhadeliver.natlib.govt

.nz/delivery/DeliveryManag

erServlet?dps_pid=IE20994

823  

 Old England 1900 McKee (Wellington) AG 

 When swallows come and go 1901 McKee (Wellington) PC 

Earl, Melville Exhibition march 1906 (Wellington) AG/MHNZ 

Eastburn, R. Little brown jug* 1885 
Milner & Thompson 

(Christchurch) 

MHNZ 

Easton, John Praise God - anthem 1896? (Dunedin?) NC 

 May flowers: mazurka de salon 1888 Dresden (Dunedin) HC 

 Tranquil vale 1890 Dresden (Dunedin) AG 

 New Zealand's answer 1902 
Ferguson & Mitchell 

(Dunedin) 

AG/AL 

 Coeur de lion. March 1901 Dresden (Dunedin) MHNZ 

 Vanity fair march 1902 Reynolds (London) HC 

Eglinton, Hugh A lover's gage* 191-? Eady (Auckland) NLNZ 

Ellard, Frederic Swing on, old pendulum 1873 
Reed and Brett 

(Auckland) 

NC 

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20994823
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20994823
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20994823
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20994823
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 Swing on, old pendulum 1880 West (Dunedin) AG/ANZ 

Elliston, Floran Wonderland waltz 1896 

Braithwaite (Dunedin) AL/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20994
629 

Emmett, J. The lullaby 1877 (Sydney)  

Empson, Ernest Song of Empire (Coronation song of Empire) 1911 

Whitcombe and 

Tombs (Christchurch) 

NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20186
501 

Estelle Only a tiny glove 1879 

Auckland Music 

Warehouse 

(Auckland) 

AG/PC 

Estelle Song of the labourer 1880 

Auckland Music 

Warehouse 

(Auckland) 

NC 

Fahey, William Sweet thoughts of thee. Valse 1891 Begg’s (Dunedin) NC 

Fawcett, Thomas The grand old flag 189-? 

Wellington Publishing 

Co. (Wellington) 

NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20186
531 

Fenton, Hubert Maoriland 1894 Brett (Auckland) NC 

 Christmas carol 1895  NC 

 Woodlands, and Clorinde [hymn tunes] 1895  NC 

Ferrara, A. Pipele galop arr by George Reichardt 1872 West (Dunedin) MHNZ 

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20994629
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20994629
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20994629
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20994629
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20186501
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20186501
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20186501
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20186501
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20186531
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20186531
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20186531
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20186531
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 Pipele valse arr by George Reichardt 1872 West (Dunedin) NC 

Finucane, John 
Just knock at the door and ask for us. Good old 

Maoriland 
1909? 

Deane (Sydney) MHNZ 

Fleming, Breton In dusky night and silver (eastern serenade) 1904 
Oppenheimer 

(London) 

BL 

Fleury, Achille Henrietta waltz 1868 Begg’s (Dunedin) MHNZ 

 Dunedin polka 1869 Begg’s (Dunedin) MHNZ 

Flood, W. Haydn New Zealand cricket polka 1864 West (Dunedin) AG 

 The Clifton waltz 1864?  NLNZ 

 The Clifton waltz 1871 Burrett (Wellington) NC 

 Wellington Volunteer galop 1872 Burrett (Wellington) NC 

 Canterbury Volunteer galop 1874 
Bonnington 

(Wellington) 

NLNZ 

 Akaroa waltz 1886 
Lyttleton Times 

(Christchurch) 

Canterbury Univ/NLNZ 

Forrest, Angelo Porangi polka 1880 
Bonnington 

(Wellington) 

NLNZ 

 At the window 1882  AG 

Forrest, Hugh Adelene valse 1897 
Turnbull, Hickson & 

Palmer (Wellington) 

AG/ANZ 

Forrester, Alice Christmas carol 1911  NC 

 Homeward bound: song 1913 Fred. Harris (London) BL/NLNZ 

 Lullaby: song 1913 Fred. Harris (London) AG/BL 

 One flag - one throne 1913 Fred. Harris (London) AG/BL/NLNZ 
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 Song  of the rose 1913 Fred. Harris (London) AG/BL/NLNZ/PC 

Forster, Mrs A. Our boys' return (from the front) 1900 Caxton (Dunedin) AG 

Foster, Charles Athol waltz 1902 (Wanganui?) NC 

Fuller, Walter England will see it through 1899 Dresden (Dunedin) AG/MHNZ 

Gardiner, Frederick “The favourite” Berlin polka 1897 
McKee & Gamble 

(Wellington) 

ANZ 

 "The favourite" Berlin polka, 2nd edition 1899 Gardiner (Wellington) AG/PC 

 “The Envoy” Berlin polka 1902 Gardiner (Wellington) NLNZ 

 Royal Artillery grand march 1907 Gardiner (Wellington) ANZ 

Gardner, George John Bull, Junior 1902 Eady (Auckland) NZ 

 Till time shall be no more 1902 Eady (Auckland) AG 

 On the Avon 1906 Dresden (Dunedin) NC 

Garry, George Ours next 1889 
New Zealand Music 

Monthly (Balclutha) 

NC 

 Ye Olde Englishe barn dance 1891 
Collier (New 

Plymouth) 

NC 

 At last 1893 
Kingsley (New 

Plymouth) 

ANZ/MHNZ 

 The brave old pioneers 1893 Fookes (Wellington) ANZ 

 Struck oil 1895 ? NC 

 At last 1899 
Kingsley (New 

Plymouth) 

NC 

 I want yer, ma honey (arr) 1899 
Hooker (New 

Plymouth) 

AG/MHNZ 
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 Our glorious Dick 1899 
Hooker (New 

Plymouth) 

AWMM 

 The song of football 1899 
Hooker (New 

Plymouth) 

AG/MHNZ 

 Stockwhip galop 1899 
Hooker (New 

Plymouth) 

AWMM 

 Stockwhip mazurka 1899 
Hooker (New 

Plymouth) 

AWMM 

 The flag that rules the world 1900 
Hooker (New 

Plymouth) 

AG/MHNZ 

 Don't forget to leave the top line as it stands 1905 
Hooker (New 

Plymouth) 

AG/ANZ 

George, Edward Royal Artillery grand march 1907 Gardiner (Wellington) ANZ/NLNZ 

Gleeson, Horace Speak to me speak 1899 Caxton (Dunedin) AG/ANZ/MHNZ 

 Gentlemen. The King. 1910? Allan (Melbourne) MHNZ/NLA 

Glyde, John The earthquake 1910 Glyde (Whangarei) AG/MHNZ/PC 

Godfrey, Percy Maori lover song 1911 Wickins (London) BL 

Goldenstein, Victor Gordon of Khartoum 1885 Brett (Auckland) AG 

Gottschalk, Louis Le banjo* 1895? Dresden (Dunedin) MHNZ 

 Le poete mourant* 1895? Dresden (Dunedin) MHNZ 

Grannis, S. Do they miss me at home.* 1900? 
Milner & Thompson 

(Christchurch) 

MHNZ 

Grau, Durand Il Corricolo* 1899? Dresden (Dunedin) MHNZ 

Gray, Charles Southland Girls High School. School song 1913 
Southland Girls High 

School (Invercargill) 

MHNZ 

Gretchen Canterbury jubilee waltz 1887 
Lyttleton Times 

(Christchurch) 

MHNZ 
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Grigg, John My own New Zealand home 1879 (Thames) AG 

 My own New Zealand home 1880 
Auckland Education 

Board (Auckland) 

AG 

Grobe, Grobe Old folks at home* 188-? 
Reichardt 

(Wellington) 

MHNZ 

Gunter, Howell How could we know 1897 
McKee & Gamble 

(Wellington) 

MHNZ 

 Gavotte in G major 1899 McKee (Wellington) AG 

Hall, George Dominion of beauty 1907 
Turnbull, Hickson & 

Gooder (Wellington) 

MHNZ 

Hamilton, A. NZ International Exhibition march 1882 (Christchurch) MHNZ 

Hampden, A. 
Land of the sunny south: New Zealand song of 

Empire 
1907 

 BL/Bodleian  

Handel, Georg Dead march from Saul 1900? Eady (Auckland) MHNZ 

Hardeman, James 
[Voluntaries for the organ, harmonium and 

Amercian organ] 
1900 

Wickins (London) NC 

 
Pianist's vade-mecum. A new manual for the 

young student. 
1900 

Deacon (London) BL/PC 

Hartwell, John Offertoire in F for the organ 1894 Ashdown (London) BL 

 Anniversary Hymn 1902 

Wilson & Horton 

(Auckland) 

NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20186
552 

 They'll 'elp to rule the waves 1906 

English & Foreign 

Piano Agency 

(Dunedin) 

NLNZ 

Harvey, J. Contemplation 1906 Eady (Auckland) BL 

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20186552
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20186552
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20186552
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20186552
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Harvie, William Hardy Jack 1889 Brett (Auckland) NC 

 Song of jubilee. 1890 
NZ Observer, 25 

January 1890, 9 

MHNZ 

Harvy,? Waimata waltz 1888 (Gisborne?) NC 

Hawker, Sidney Young New Zealand's national song 1897 Dresden (Dunedin) AG/ANZ 

 Defenders of the Empire 1900 Paling (Sydney) SLNSW 

Hawkins, Henry Dame Fortune 1909 Owen (Ashburton) BL 

Hawkins, Minnie Beauty's spell 1912 (Palmerston North) AG 

Hawthorne, C. Willeby Golden fleece 1886 Begg’s (Dunedin) NC 

 Valse "Daphne" 1886 (Wellington) NC 

Haybittle, R. British  bugle call 1909  NC 

Hays, Will Mollie Darling* 1873 Brett (Auckland) NC 

Heliac Loneliness. Waltz  1911? 

Anglo American 

Music Store 

(Wellington) 

MHNZ 

Heller, Maxime Maoriland waltzes 1905 

Fred. Harris (London) AG/HC/MHNZ/NLNZ/PC 

http://ndhadeliver.natlib.govt

.nz/delivery/DeliveryManag

erServlet?dps_pid=IE12112

314  

 
Moonlight on the Wanganui  [1910] Fred. Harris (London) AG/MHNZ  

 Moonlight on the Wanganui 1910 

Paling (Sydney) NLA/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20186

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE12112314
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE12112314
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE12112314
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE12112314
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20186603
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20186603
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20186603
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603 

 The Zealandia. Waltz 1910 

Fred. Harris (London) AG/BL/HC/MHNZ/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE12112
423 

Heller, Stephen Tarantelle in A flat for piano Op.85* 1880 Begg’s (Dunedin) ? 

Hemy, Henri Royal modern tutor for the pianoforte* 1886 Eady (Auckland) NLNZ 

Herbert, Carl Te Kooti: waltz 1891 

 NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE25173
686 

Herz, Henry Four favourite melodies*  
Spensley 

(Christchurch) 

Renwick Museum 

Higham, Joseph Colonial Belle  1888 

Colonial Brass and 

Military Band Journal 

(New Plymouth) 

NC 

 Defiance 1888 

Colonial Brass and 

Military Band Journal 

(New Plymouth) 

NC 

 Waikato 1888 

Colonial Brass and 

Military Band Journal 

(New Plymouth) 

NC 

 Zealandia 1888 

Colonial Brass and 

Military Band Journal 

(New Plymouth) 

NC 

 
He mea aroha (the lovers) : duet for two 

cornets 
1899 

New Zealand Musical 

Monthly 

(New Plymouth) 

NC 

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20186603
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE12112423
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE12112423
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE12112423
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE12112423
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE25173686
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE25173686
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE25173686
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE25173686
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 Rawhiti mazourka. Violin and piano 1899 McKee (Wellington) AG 

 
The land where the old folk lie: with pipes 

obligato 
1907 

 NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20206
410 

Hill, Alec Rosemary 1899 Dresden (Dunedin) AG/ANZ/NLNZ 

 Rosemary 1901 Reynolds (London) AG 

 Rosemary 1901 
Ascherberg  

(London)_  

AG/NLNZ 

 Shadows 1902 Reynolds (London) AG/MHNZ/NLA/NLNZ 

 Love's vision 1903 Reynolds (London) BL/MHNZ 

 Song of Empire 1904 Reynolds (London) BL 

 Cadet's marching song 1905 Dresden (Dunedin) ANZ 

 Marjorie 1905 Fred. Harris (London) BL 

Hill, Alfred Organist 1886?  NC 

 From my sketch book 189?  NC 

 No means no 189?  NC 

 Scotch sonata Op.6 1891? Wild (Leipzig) AG/NLA 

 Break, break, break 1892 Wild (Leipzig) MHNZ/NLNZ 

 
Slumber-song/Schlummerlied/ 

Berceuse 
1892 

Wild (Leipzig) MHNZ/NLNZ 

 If it be love 1895 F. Jones (Wellington) NC 

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20206410
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20206410
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20206410
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20206410
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 Life's choice 1895 F. Jones (Wellington) NC 

 My fairest child 1895 F. Jones (Wellington) AG/HeritageNZ/NLNZ 

 Slumber-song 1895 F. Jones (Wellington) NLZ 

 The world has grown so grey 1895 F. Jones (Wellington) NC 

 When I am dead 1895 F. Jones (Wellington) MHNZ/NLNZ 

 Wilt thou be my dearie 1895 F. Jones (Wellington) AG/HeritageNZ/MHNZ 

 Slumber music 1896 F. Jones (Wellington) NLA 

 Volunteer soldier 1896 
McKee & Gamble 

(Wellington) 

AG/JMT/NLNZ 

 The world has grown so grey 1897 

Australian Musical 

Times and Magazine 

of Art 

SLNSW/SLQ 

 Thou art mine 1897 Paling (Sydney) AG/NLA 

 Hey diddle diddle 1899 Mote (Sydney) NLA/NLNZ 

 When the empire calls 1899 Paling (Sydney) AG/MHNZ/SLNSW 

 Boys of the bush-brigade 1900? Paling (Sydney) NLA 

 Guerdon of love 1901 Glen (Sydney) MHNZ/NLA 

 A brigand am I 1905 Eady (Auckland) AL/BL/MHNZ/NLA 

 Loverland 1905 Eady (Auckland) AG/BL/NLNZ 

 Tangi 1905 Boosey (London) AG/BL/MHNZ/NLNZ 

 
New Zealand Industrial Exhibition 

Commemorative Ode 
1906 

Lyttleton Times AL/NLNZ/PC 
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 Waiata poi 1907 McIndoe (Dunedin) NLNZ 

 Maori canoe 1908 Boosey (London) AG/AL/MHNZ/NLNZ 

 My fairest child 1908? ? NLA/NLNZ/UA 

 Waiata poi 1908 Chappell (London) BL/MHNZ/NLNZ 

 Home, little Maori, home 1911 Eady (Auckland) AG/AWMM/BL/HC/MHNZ  

 Humoreske: for violin and piano 1911 Paling (Sydney) NLNZ 

 Quartet no. 1 1913 
Breitkopf und Härtel 

(London) 

NLNZ 

 Quartet no. 2  1913 
Breitkopf und Härtel 

(London) 

NLNZ 

Hill, Herbert Abide with me 1902 
New York Press (New 

York) 

New York State Library 

Hill, Margaret Say not goodbye 1910? (Auckland) MHNZ 

Hilton, Margaret When wand'ring far from those we love 1872 McKellar (Hokitika) AG 

Hiscocks, Harry Hail coronation morn 1910? 
Queen City 

(Auckland) 

NLNZ 

 Coronation march 1902 

Eady (Auckland) AL/MHNZ/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20206
728 

 Little sweethearts waltz 1905 

Eady (Auckland) AG/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20206
752 

Hiscocks, Philip Royal jubilee waltz 1887 Eady (Auckland) NC 

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20206728
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20206728
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20206728
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20206728
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20206752
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20206752
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20206752
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20206752
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Hitchings, Bella Daphne. Valse brillante 1882 (Melbourne) AG/MHNZ 

Hoben, Sydney Ave Maria, with violin obligato 1894 Aschenberg (London) MHNZ/NLA 

 Crom a boo: football song 1895 
Dresden (Dunedin) NC/NLA(Copy of 

Australian edition) 

 For love of thee 1898 Paling (Sydney) MHNZ/NLA 

Hodder, William Forwards on! 1892 

Blake Huffam 

(Nelson) 

ANZ/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20205
596 

Hodson, A. Good-bye, until we meet again 1890 Star Litho (Auckland) ANZ 

Hoffman, Edward Mocking bird* 1895? Dresden (Dunedin) MHNZ 

Holloway, R. 
New Zealand album of new & popular dance 

music 
1885? 

(Auckland) NC 

 Tena koe galop 1884 (Auckland) AG/NLNZ 

Hope, Adrian Twas but a dream 1904 
Francis, Day and 

Hunter (London) 

BL 

 Silver fern 1907 

Begg’s  (Dunedin) AG/BL/MHNZ/NLA/NLNZ 

http://ndhadeliver.natlib.govt

.nz/delivery/DeliveryManag

erServlet?dps_pid=IE20207

336  

 
Golden shadows 1909? 

Begg’s (Dunedin) AG/DP/MHNZ/NLA/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20207
103 

 Birthday greetings 1910? 
Australasian 

Publishing Co. 

AG/MHNZ/NLA/NLNZ  

http://ndhadeliver.natlib.go

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20205596
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20205596
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20205596
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20205596
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20207336
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20207336
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20207336
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20207336
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20207103
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20207103
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20207103
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20207103
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995243
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(Wellington) vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20995
243 

 Garden of memory 1911? 

Begg’s (Dunedin) AG/BL/MHNZ/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20206
962 

 Cupid's whisper 1911 

Begg’s (Dunedin) AG/MHNZ/NLNZ/PC 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20206
906 

 Radiant morn 1911 

Begg’s (Dunedin) AG/MHNZ/NLA/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20207
297 

 Cupid's charms 1912 Boyes (Otahuhu) AG/MHNZ 

 Dawn of Spring 1913 

Begg’s (Dunedin) AG/BL/MHNZ/NLA/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE25173
498 

 Autumn memories. 1913? 

Begg’s (Dunedin) AG/BL/MHNZ/NLA/NLNZ 

http://ndhadeliver.natlib.govt

.nz/delivery/DeliveryManag

erServlet?dps_pid=IE20206

802 

 Buds and blossoms 1913? 

Begg’s (Dunedin) AG/BL/MHNZ/NLA/NLNZ 

http://ndhadeliver.natlib.govt

.nz/delivery/DeliveryManag

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995243
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995243
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995243
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20206962
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20206962
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20206962
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20206962
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20206906
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20206906
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20206906
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20206906
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20207297
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20207297
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20207297
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20207297
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE25173498
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE25173498
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE25173498
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE25173498
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20206802
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20206802
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20206802
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20206802
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20206871
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20206871
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erServlet?dps_pid=IE20206

871  

Hope, Raymond Come back to me 1906?  NC 

 Come back again 1906 
Cawthorne 

(Adelaide?) 

AG 

 Queen of my life 1906 Moliero (Posen) ANZ/MHNZ 

 Teach me to forget 1906 

Wootton (Dunedin) AG/HC/MHNZ/NLA http://
nla.gov.au/nla.obj-
167267712 

 Let me forget 1907 

Dresden (Dunedin) BL/MHNZ/NLA http://
nla.gov.au/nla.obj-
169164663 

 Hazel. Waltz 1910? Chivers (Christchurch)  AG/MHNZ/NLNZ 

 Weeping willow 1910? 
Star, and Webley 

(Christchurch) 

AG/MHNZ/UA 

 Light of the moon 1910 Chivers (Christchurch) MHNZ/NLNZ 

 New Dominion 1910 

Begg’s (Dunedin) AG/BL/HC/MHNZ/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20670
021 

 Forget-me-not 1911 Harris (Christchurch) MHNZ 

 Sweet lavender 1911 Chivers (Christchurch) AG/MHNZ 

 Islington valse 1912 

Lowry (Christchurch) AG/MHNZ/NLNZ 

tp://ndhadeliver.natlib.govt.
nz/delivery/DeliveryManage
rServlet?dps_pid=IE2099513
5 

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20206871
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20206871
http://nla.gov.au/nla.obj-167267712
http://nla.gov.au/nla.obj-167267712
http://nla.gov.au/nla.obj-167267712
http://nla.gov.au/nla.obj-169164663
http://nla.gov.au/nla.obj-169164663
http://nla.gov.au/nla.obj-169164663
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20670021
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20670021
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20670021
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20670021
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995135
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995135
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995135
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995135
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 Valse royale 1913 Begg’s (Dunedin) AG/HC/MHNZ/NLNZ 

Hoppe, Max Unrest 1900 Dresden (Dunedin) MHNZ 

Horne, Robert Secret divine 1900 Dresden AG 

 The violin player 1906 Enoch (London) BL 

 With the tide 1908? 

Allan (Melbourne) MHNZ/NLA http://
nla.gov.au/nla.obj-
176322450 

 Jours passes. Intermezzo 1911 Hawkes (London) AG/BL/MHNZ 

 Twilight dreams. Melodie 1912? 

Allan (Melbourne) MHNZ/NLA http://
nla.gov.au/nla.obj-
174037000 

 Valse debonnaire 1912 Bosworth (London) AG 

 Night of dreams 1913 Larway (London) BL/MHNZ/NLA 

Hulbert, John God bless our trade unions 1890 Nicholson (Sydney) AG/ANZ/MHNZ 

 Socialist songs 1906 

Hulbert (Wellington) NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20394
910 

Hume, Marcus Tramp of the fire brigade 1876 Begg’s (Dunedin) NC 

 
Tramp of the fire brigade ( see Ouida musical 

folio no. 1) 
1891 

  

Humphreys, Thomas Karo: poi song 1909 Eady (Auckland)  BL/NLNZ  

Hunt, Horace Loolaloo 1913 Elkin (London) BL 

http://nla.gov.au/nla.obj-176322450
http://nla.gov.au/nla.obj-176322450
http://nla.gov.au/nla.obj-176322450
http://nla.gov.au/nla.obj-174037000
http://nla.gov.au/nla.obj-174037000
http://nla.gov.au/nla.obj-174037000
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20394910
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20394910
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20394910
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20394910
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Hunt, Leslie 

A manual for the Holy Communion. With 

hymns and prayers by Esegar (W. Curzon-

Siggers) with musical appendix by Leslie Hunt 

1898 

Wilkie (Dunedin) NLNZ 

Hutchens, Frank The Lord is my shepherd 1912 
Novello (London) NLA http://nla.gov.au/

nla.obj-175282612 

Hutchens, Richard Inasmuch: song with violin 1900 Wickins (London) ANZ/BL/NLA 

Hyde Parker, Joseph 
Le Reine du midi, Queen of the south polka 

mazurka 
1872 

Burrett (Wellington) AG/MHNZ 

Impett, Walter Chimes gavotte - humoresque 1894 

NZ Graphic 

(Auckland) 

AG/Online Gale: 19
th

 

century UK periodicals. 

Gale Document 

Number: CC1903589958 

 Echos de nuit 1894 
Wright (Auckland) NLA http://nla.gov.au/

nla.obj-164405394 

 Chimes 1895? 
McKee & Gamble 

(Wellington) 

MHNZ 

 New Zealand's dark men 1896? 
McKee & Gamble 

(Wellington) 

AG/MHNZ 

 Marche de Paladines 1897 Eady (Auckland) NC 

 Two sapphires 1899 Triad (Dunedin) AG/AL/MHNZ 

 Motherland 1900 Eady (Auckland) MHNZ 

 Night patrol 1901 Eady (Auckland) AG/MHNZ/UA 

 Christmas carol 1903 
New Zealand Times 

(Wellington) 

NLNZ 

 In the cloisters 1903 Triad (Dunedin) MHNZ 

 The Chimes. Intermezzo 1910? Eady (Auckland) NLA 

 The Chimes gavotte – 4
th
 ed 1912? (Auckland) NLA 

http://nla.gov.au/nla.obj-175282612
http://nla.gov.au/nla.obj-175282612
http://nla.gov.au/nla.obj-164405394
http://nla.gov.au/nla.obj-164405394
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 Echos de nuit 1911 Eady (Auckland) AG/MHNZ/NLA 

 Song of the scout 1911 

Albert (Sydney) ANZ/NLA/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20670
033 

 That golden day 1912 Eady (Auckland) BL/NLNZ 

 Amber glow 1913 

Eady (Auckland) AG/MHNZ/NLA/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20670
043 

Iselin, E. God moves in a mysterious way* 1901? 

Begg’s (Dunedin) AG/MHNZ/NLA/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20995
418 

James, Sydney The Orari waltzes 1876 Brett (Auckland) JMT 

 Huia waltz 1891 Brett (Auckland) ANZ/ZG/MHNZ 

Jessel, Leon Wedding of the rose* 1911 Begg’s (Dunedin) HC 

Johnston, Jennet We met as strangers meet 1879 Brett (Auckland) AG 

Jones, Frederick Exhibition waltz 1885 
Reichardt 

(Wellington) 

AG/MHNZ/NLNZ 

 Zealandia jubilee waltz 1887  ANZ/JMT/NLA 

 Onslow march 1889 
(Wellington) AG 

 

 Barn dance 1891? F. Jones  (Wellington) ANZ/AG/MHNZ 

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20670033
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20670033
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20670033
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20670033
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20670043
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20670043
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20670043
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20670043
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995418
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995418
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995418
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995418
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 Barn dance 1892 Begg’s (Dunedin) AG 

 Barn dance 1892? Eady (Auckland) MHNZ 

 Barn dance 189-? 
Nicholson (Sydney, 

and Brisbane) 
NLA http://nla.gov.au/
nla.obj-175750852 

 Barn dance 189-? 
Blockley (London) NLA http://nla.gov.au/

nla.obj-177513333 

 Barn dance 189-? Williams (London) NLA 

 Barn door waltz 1891? F. Jones (Wellington) NC 

Jones, Michael Zealandia waltz 1879 Kelsey (Dunedin) DP/Canterbury Univ. 

 Dunedin chimes waltz 1882 (Dunedin) AG/DP/MHNZ 

 Otago Daily Times mazurka 1882 Kelsey (Dunedin) NC 

Jones, R. Sappho ballet, arr (see Ouida No.1) 1891   

Jude, W. The mighty deep* 1895? Dresden (Dunedin) MHNZ 

 The better land. Songs to sing* 1895? Dresden (Dunedin) MHNZ 

Jungmann, Albert Heimweh* 1900? Dresden (Dunedin) MHNZ 

Jupp, William Tui waltz 1891 Bock (Wellington) ANZ 

Kawi, Pua Under the rata 1908 
Purere Patawhiira 

(Wanganui) 

AG/MHNZ/NLNZ 

Keesing, Samuel Hercules galop 1880 

Auckland Music 

Warehouse 

(Auckland) 

AG/AL/MHNZ 

 Hinemoa waltz 1880 
New Zealand Muse 

(Auckland) 

AL/MHNZ 

Kehoe, Percy The Dauntless march : a sailor's knot 1893 Dresden (Wellington) AG/MHNZ 

http://nla.gov.au/nla.obj-175750852
http://nla.gov.au/nla.obj-175750852
http://nla.gov.au/nla.obj-177513333
http://nla.gov.au/nla.obj-177513333
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 Boys, rally round the Union Jack 1900 Ferguson (Wellington) ANZ 

Kennedy, A Star of the sea 1896 Begg’s (Dunedin) HC 

Kennedy, Harry Au revoir, but not good-bye 1895 Begg’s (Dunedin) HeritageNZ 

 Say au revoir but not goodbye 1900 Kennedy (Manchester) MHNZ 

Kerr, Kerr Darling little Jessie* 1876 Brett (Auckland) NC 

Ketterer, E. L'Argentine. Fantasie mazurka* 1894? Dresden (Dunedin) MHNZ 

Key, Harry For Queen and Empire 1900 Glen (Melbourne) NC 

 When de stars begin to shine 1900 Eady (Auckland) AG/ANZ/HeritageNZ 

Kia Ora [Wilson, 

Annette] 
Genevieve. Gavotte 1893 

Swan (London) BL 

King, Edwin Glasgow. D'Alberts 1896 King (Wellington) AG/JMT/MHNZ/PC 

King, Francis Huia schottische 1891 

Te Aro Music 

Warehouse 

(Wellington) 

AG/ANZ/MHNZ 

Kinnear, Jessie Maori belle polka 189-? 

Caxton (Dunedin) DP/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20389
393 

Kleber, Henry Rainbow schottische 1882? 
Spensley 

(Christchurch) 

AG 

Knight, J. She wore a wreath of roses* 189-? Dresden (Dunedin) MHNZ 

Kowalski, Henri Trianon 1880 
New Zealand Muse 

(Auckland) 

AL 

Lacoste, Leona Apple blossoms* 1906? Begg’s (Dunedin) ? 

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20389393
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20389393
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20389393
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20389393
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Laidlaw, George Octavia. Waltz 1890 
Akerman and Attwood 

(London) 

BL 

 Bowling 1912 
London Piano Co. 

(Dunedin) 

AG/PC 

Lambert, S. Sleep, baby sleep 1878  NC 

Lampe, ? Ma Maori belle 1904 Joe Shand (Sydney) NLA 

Lawrance, Alfred Come down the Wanganui 1913 

Deane (Sydney) ANZ/AL/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20670
862 

Leech, Frederick In the south there springs a fountain 1870  NC 

 All hail Zealandia 1874 Begg’s (Dunedin) AL/NLNZ 

 Don’t hit a man when down 1896 Corrigan (Dunedin) AG 

 Grand old flag 1900 Begg’s (Dunedin) AG/MHNZ/NLNZ 

 All Hail Zealandia, and, God save the King 1902 
Dresden and Begg’s 

(Dunedin) 

AG 

Legarde, Eugene A stray thought. Reverie 1910? Begg’s (Dunedin) AG/MHNZ 

Leiser, Herbert Manono: a Maori love song 1907 
Leiser (Victoria, 

Canada) 

BL 

Lelievre-Lee, Amelia 
Tantum ergo. Soprano solo with organ or piano 

accompaniment 
1909 

Eady (Auckland) BL/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE25173
716 

 Sunrise. Waltz 1910 Eady (Auckland) BL/MHNZ 

 Nightfall. Waltz 1912 Eady (Auckland) AG/AL/MHNZ/NLNZ 

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20670862
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20670862
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20670862
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20670862
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE25173716
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE25173716
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE25173716
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE25173716
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http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20672
402 

Lemmer, Jules Midnight reverie. 1903  MHNZ/SLNSW 

Leon-Bois Comedy gavotte 1896 F. Jones (Wellington) Marlborough Museum 

Leon-Driver, Maurice Andalusia march 1894 (USA) MHNZ 

 Caprice brilliant, Op.45 1905 (San Francisco) MHNZ 

 Nocturne in E flat for pianoforte 1905? (San Francisco) MHNZ 

Leslie, Walter South Seas: valse 1889 

Dresden (Dunedin) AG/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20673
843 

Lewerd, Frank At the wheel 1896 Beal (London) BL 

Light, Harold Welcome, All Blacks 1906 Brett (Auckland) AG/MHNZ/NLNZ 

 Matai waltz 1899 
Bond, Finney and Co. 

(Nelson) 

AG/AL/ANZ/MHNZ/NLNZ 

 Matai waltz 1901 Leonard (London) BL 

 Romance in B flat for violin and piano 1905? Eady (Auckland) BL/MHNZ 

 Love's awakening 1908 Novello (London) AL/BL/MHNZ 

Lindsay, Margaret Kia-ora: waltz 1913 
Lyon & Hall 

(Brighton) 

BL 

Linley, G I cannot mind my wheel* 1868 
Hutchinson? 

(Auckland) 

AG 

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20672402
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20672402
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20672402
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20672402
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20673843
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20673843
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20673843
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20673843
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Lithgow, Alex Autumn leaves waltz 1893 
Southland Music 

Depot 

PC 

 
Galvini march 189-? 

Commonwealth Band 

Music (Launceston) 

NLA 

 Invercargill march: for piano 1909 
Commonwealth Band 

Music (Launceston) 

NLA http://nla.gov.au/

nla.obj-165130917  

 Kia ora march 191-? 

Commonwealth Band 

Music (Launceston) 

MHNZ/NLA/LincTasmania 

https://stors.tas.gov.au/smu1

27665545  

Lundon?, D. Still so gently o'er thee stealing 1877 (Greymouth) NC 

Lynch, Norah Plunket waltz 1904 

Lynch (wellington) AG/ANZ/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20676
639 

M.C.B New Zealand evening hymn 1874 

Burrett (Wellington) Canterbury 

University/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20995
829 

Macfarlane, James Ida waltz 1884 
West Coast Times 

(Greymouth) 

NC 

Mackintosh, Charles We sail for home today 1901 (Wellington) MHNZ/NLNZ 

Manning, J. Katterns All hail to Britannia's greatest queen 1887 Willis (Wanganui) AG 

 Colonial patriots 1900 Willis (Wanganui) AG/ANZ/NLNZ 

Mansfield, Ernest The wheel's the life for me 1892  MHNZ 

Marcelhou, G. Indiana* 1880? Eady (Auckland) MHNZ 

http:///nla.gov.au/nla.obj-165130917
http:///nla.gov.au/nla.obj-165130917
https://stors.tas.gov.au/smu127665545
https://stors.tas.gov.au/smu127665545
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20676639
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20676639
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20676639
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20676639
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995829
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995829
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995829
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995829
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Marie Flirtation waltz 1880 

Auckland Music 

Warehouse 

(Auckland) 

AG/MHNZ/NLNZ/PC  

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20995
433 

 Flirtation waltz 1903? Eady (Auckland) AG/MHNZ/PC 

Marschel, Barrie Under the stars 1896 Corrigan (Dunedin) NC 

Marten, W. On wings of faith 1912? 
Music Journal Office 

(London) 

NLNZ 

Marti, Felix Where is heaven 1880 

Auckland Music 

Warehouse 

(Auckland) 

MHNZ/PC 

Martin, Edward Wairarapa waltz 1880 

Bonnington 

(Wellington) 

AG/MHNZ/Wairarapa 

Archives 

http://masterton.spydus.co.n

z/cgi-

bin/spydus.exe/FULL/OPAC

/ARCENQ/2200212/399273

28,5?FMT=IMG (Cover 

only) 

 Valley waltz 1882 
Reichardt 

(Wellington) 

NLNZ/Wairarapa Archives 

Martin, E. R. Springtime melodies 190? Venables (Napier) NLNZ 

Martin, G. Canterbury pilgrims 1900 (Christchurch) NLNZ 

Mata, Y The gold diggers' song 1868 (Auckland) NLNZ 

May, James Les brilliantes 1870? Begg’s/Cocks BL/MHNZ 

 Otago polka 1870 Begg’s/Cocks MHNZ 

 Tui's song 1870 Begg’s/Cocks NC 

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995433
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995433
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995433
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995433
http://masterton.spydus.co.nz/cgi-bin/spydus.exe/FULL/OPAC/ARCENQ/2200212/39927328,5?FMT=IMG
http://masterton.spydus.co.nz/cgi-bin/spydus.exe/FULL/OPAC/ARCENQ/2200212/39927328,5?FMT=IMG
http://masterton.spydus.co.nz/cgi-bin/spydus.exe/FULL/OPAC/ARCENQ/2200212/39927328,5?FMT=IMG
http://masterton.spydus.co.nz/cgi-bin/spydus.exe/FULL/OPAC/ARCENQ/2200212/39927328,5?FMT=IMG
http://masterton.spydus.co.nz/cgi-bin/spydus.exe/FULL/OPAC/ARCENQ/2200212/39927328,5?FMT=IMG
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 Ianthe 1872 Cocks (London) NC 

 I'll think on thee 1872 Cocks (London) NC 

 The world is my home 1872 Cocks (London) NC 

 Ianthe 1872 Begg’s (Dunedin) NC 

 Southern Cross 1872 Begg’s/Cocks  DP 

 The mountain stream : caprice 1881 Weekes (London) BL 

 Les brillantes valses pour piano 1882 Weekes (London) BL 

 Serenata for the pianoforte 1882 Weekes (London) BL 

 Zealandia (Maori land) fantasia 1882 Begg’s (Dunedin) BL 

McComish, James Morgan waltzes 1882 
Budget (New 

Plymouth) 

Puke Ariki 

McCosh Clark, Mrs J. Farewell. Song. In memorium 1895? (Auckland?) MHNZ 

McDougall, J. The sun is westering 1909 Eady (Auckland) NLNZ 

 The good old game of bowls 1910 
McDougall 

(Auckland) 

AG 

McDowell, Edward Hexentanz* 1898? Eady (Auckland) AL 

McGlashan, John New Zealand anthem 1887 

Bock and Cousins 

(Wellington) 

AG/ANZ/HC/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20679
130 

 Ken ye the glen 1888 
Joseph Williams 

(London) 

AG/BL 

 The banner of Scotland 1898  NC 

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20679130
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20679130
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20679130
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20679130
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 The lad that comes at e'en 1898 
McKee and Co. 

(Wellington) 

AG/ANZ/MHNZ 

McKenna, James Put on the break 1884 (Melbourne) NC 

 Success to the men of the coast 1885 ? NC 

McKinlay, Ernest Maori songs 1913 Paling (Sydney) NLA/NLNZ 

McKinnon, J. Kaitangata polka 1886 
Ellery Read  

(Invercargill) 

HC 

McLean, Alice The old flag 1900 
Lyttleton Times 

(Christchurch) 

ANZ/MHNZ/NLNZ 

McNaughton, J. When there's love at home 1890 
Milner & Thompson 

(Christchurch) 

AG/MHNZ 

McNeill, Robert Maypole dance and mazurka 1894 Begg’s (Dunedin) AG/NLNZ 

McRae, William Oh! Never again 1898 (Christchurch?) ANZ/NLNZ 

Medley, Adela Cradle Song 1900 Boosey (London)  

 My dove 1900 Novello (London) BL 

 Poor Humpty Dumpty 1900 
Novello (London) BL/ ProQuest British 

periodicals online 

 The Bumble Bee's Buzz 1900 
Novello (London) BL/ProQuest British 

periodicals online 

 Woodland melodies 1900 Novello (London) BL 

 Through the day. [Sacred song.] 1908 Boosey (London) BL 

 Twilight's hour 1908 Boosey (London) BL 

 Battle song of the unionists 1911 Novello (London) BL 

Miers, Charles Sleep, my baby dear 1879 

Auckland Music 

Warehouse 

(Auckland) 

NC 
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Millard, H. Whip-poor-will* 1875 Jackson (Wellington) PC 

Milner, J. Magnificat and nunc dimittis 1891 ? (London) NC 

Minasi, Carlo Sweet violets* 189-? 
Milner & Thompson 

(Christchurch) 

MHNZ/NLNZ 

Mohr, Philip Daffodil waltz 1896 Paling (Sydney) NC 

Moore, F. Elfenreigen 1903 
Joseph Williams 

(London) 

NC 

Moore, George Danse rustique 1895 Dresden (Dunedin) MHNZ 

Moore, Lady Cecil The New Zealanders' lament 1862 
Cramer Beale 

(London) 

AL 

Morison, Jane Maori-land valse 1887 Chester (Brighton) BL 

 Maori haka rondoletto 1896 Willis (Wanganui) AG/ANZ 

 Wellington Washington post 1898 McKee (Wellington) ANZ/NLNZ 

Morley, Carmini O love of mine 1879 Begg’s (Dunedin) AG/MHNZ/NLNZ 

Morris, Wilhelm Liedertafel march 1897 Begg’s (Dunedin) AG 

Moss, Joseph Lonmay waltz 1871 (Dunedin) NC 

 
Brace ye up your muscles, boys. (Football 

song) 
1888 

Dresden (Dunedin) NC 

Mumford, Frederick Maoriland 1910 Dresden (Dunedin)  AG/MHNZ/NLNZ 

 Marche solemn 1910 (Christchurch) AG 

Murray-Gibbs, Charles Red rosebud 1910 

Eady (Auckland) AG/BL/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE18988
693 

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE18988693
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE18988693
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE18988693
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE18988693
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Neill, Mrs G.J. Our mazurka 1873 Burrett (Wellington) NC 

 My spirit king 1880 Burrett (Wellington) AG/MHNZ 

Neumann, Hans Fantasia in c minor* 19-? Begg’s (Dunedin) NLNZ 

Neuzerling, William Light Brigade 1864 Varty (Auckland) NC 

New Zealand. Army  New Zealand bugler’s manual 1899 
Government Printer 

(Wellington) 

NLNZ 

New Zealand. 

Department of 

Education. Cadet 

Branch 

Bugler’s manual and bugle marches for the 

public school cadets 
1903 

Government Printer 

(Wellington) 

NLNZ 

Newbould, Walter Goal!!! 1890 (Napier) ANZ 

 Good luck to our Rough Riders 1900 (Napier) ANZ 

 Setting for "Absent minded beggar" 1900 (Napier) ANZ 

Nizel, A. Te ora, or the Zauberflote of New Zealand 1877 (London) BL 

Noall, Lex If love and I  ne'er meet 1906 (Napier) MHNZ 

Norberg, Andrew Overton waltz 1888 

Park Pianoforte and 

Music Warehouse 

(Palmerston North) 

AG/MHNZ/NLNZ/PC 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20995
573 

Nott, William Bonnie wee thing 1895? F. Jones (Wellington) NC 

Nottar Tramway galop 1880 (Christchurch) MHNZ 

Oakes, Frank arr. Garland of flowers 1899 McKee (Christchurch) Canterbury Museum/ NLNZ 

 Garland of flowers 1912? Begg’s (Dunedin) AG/NLNZ 

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995573
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995573
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995573
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995573
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Oesten, T. Martha* 1899? Dresden (Dunedin) MHNZ 

Osbourne, Charles Welcome the exile home 1891 
Francis, Day and 

Hunter (London) 

BL/Bodleian 

Owen, Llewellyn Royal Cambrian 1896 
Cocks (London) AG/BL Copy reproduced in 

Bean,M. 

 Skirt dance 1897 
Cocks (London) BL/MHNZ Copy reproduced 

in Bean,M. 

 Euterpe 1900 
Cocks (London) BL Copy reproduced in 

Bean,M. 

 Owen's march 1901 
Cocks (London) AG/BL Copy reproduced in 

Bean,M. 

 Thalia waltz 1902 
Begg’s (Dunedin) AG/MHNZ/NLNZ Copy 

reproduced in Bean,M. 

 Euterpe 1903 Woodhouse (London) Ashburton Museum 

 Euterpe 1907 

Owen (Ashburton) NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20680
602 

 Thalia waltz 1910 

 AG/NLNZ 

http://ndhadeliver.natlib.govt

.nz/delivery/DeliveryManag

erServlet?dps_pid=IE20995

639 

Pai, Te Rangi Maori slumber song: hine e hine 1905 Beal Stuttard AG/AL/MHNZ/NLNZ 

 Youth and a day : song 1909 Paling (Sydney) NLA 

Palmer, Elizabeth Twas only a dream 1884 

Bock & Cousins 

(Wellington) 

AG/MHNZ/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20682

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20680602
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20680602
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20680602
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20680602
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995639
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995639
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995639
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995639
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20682312
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20682312
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20682312
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Palmer, Mrs G? Lost at sea 1873 (Melbourne) NC 

Palmer, Mrs G. Nelson Exhibition waltzes 1873 Lucas (Nelson) NC 

Paque, Guillaume Under the Southern Cross 1895 
Eady (Auckland) Canterbury 

Museum/NLNZ/Online 

 Now the lusty spring is seen 1896 
New Zealand Graphic 

(Auckland) 

MHNZ/Online 

 Gavotte “Joyeux” 1897 Triad (Dunedin)  AG 

 Gavotte "Joyeux" for cello and piano 1909 Eady (Auckland) AL/BL 

Parker, Robert Like silver lamps in a distant shrine 1880 
Reichardt 

(Wellington) 

NLNZ 

Parkerson, Louisa Regret 1883 
Milner & Thompson 

(Christchurch) 

MHNZ 

 Watching and waiting 1883 
Milner & Thompson 

(Christchurch) 

MHNZ 

Pearson, Arthur Ilma waltz 1900 (Auckland) ANZ 

Pechotsch, Raimund Kia ora. Maori intermezzo 1910 

Mullen (Sydney) MHNZ/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20389
414 

 Cradle song 1911 Schott (Mayence) BL 

 Sylvia 1913 O’Hara’s (Wanganui) BL/MHNZ 

Perichon, Madame Suavita 1907 
Lyttleton Times 

(Christchurch) 

AG/ANZ/NLNZ 

 Bugler waltz 1909 
Lyttleton Times 

(Christchurch) 

ANZ/NLNZ 

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20682312
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20389414
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20389414
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20389414
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20389414
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 Grande marche militaire 1913? 
Lyttleton Times 

(Christchurch) 

NLNZ 

Pfeifer, Johann Thusnelda waltz 1891 Dresden (Dunedin) ANZ 

Phillpot, James Birthday ode to Sir George Grey 1886 

(Auckland) AL/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20389
586 

 Fair Ireland is ever the home of my heart 1885 Brett (Auckland) AG/MHNZ 

 Zealandia's victory (Football song) 1888 (Auckland) MHNZ 

 Stars of the summer night 1891? Eady (Auckland) MHNZ/UA 

 Sweet minstrel 1892? Eady (Auckland) NLA 

 God defend New Zealand 1899 

Wilson & Horton 

(Auckland) 

AG/DP/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20683
769 

 Sons of the Empire 1899 

Prowse (London) AG/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20687
266 

 Ascension 1901? (Auckland) UA 

 In memorium. Funeral march 1901 Eady (Auckland) AG 

 New Zealand's sons 1902 

Eady (Auckland) AG/AL/ANZ/NLNZ/ 

Wanganui Museum 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20389586
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20389586
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20389586
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20389586
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20683769
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20683769
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20683769
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20683769
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20687266
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20687266
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20687266
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20687266
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20683490
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20683490
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gerServlet?dps_pid=IE20683
490 

 Abide with me 1903 Eady (Auckland) BL/DP 

 Sons of liberty 1908 Eady (Auckland) NLA 

 Almighty and everlasting God 1909 Wickins (London) BL 

 O Lord, we beseech thee 1909 Wickins (London) BL 

 O Lord, who knowest 1909 Wickins (London) BL 

 The light of the Gospel 1909 Wickins (London) BL 

Pischna, Joseph The little Pischna ; 48 exercises for the piano* 1907 Eady (Auckland) UA 

Player, A. Ping Pong 1902 Eady (Auckland) ANZ 

Pollock, Charles A few very simple chants and hymn-tunes 19--? Grover (London) NC 

Pooley, Alfred Cairn's march 1885 (Auckland) MHNZ/NLNZ 

 The Kawau march 1886 Wilson & Horton AG/NLA 

Pooley, John Come May with all thy flowers 1877 (London) BL 

 Technical exercises for the pianoforte 1883 Wood (London) BL 

 On the Avon 1885 
Lyttleton Times 

(Christchurch) 

Canterbury Univ./UA 

 Ecstatic waltz 1887 
Spensley 

(Christchurch) 

MHNZ 

 Not lost, but gone before 1887 (Christchurch) NC 

 Honour the brave 1900 
Whitcombe and 

Tombs (Christchurch) 

NLNZ 

 Sea diver 190?  NC 

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20683490
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20683490
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Possum We're going to get tanked tonight 1894? (Wellington) MHNZ 

Purchas, Arthur New Zealand hymnal tunebook (editor) 1866 
Wayte and Batger 

(Auckland) 

AL/NLNZ 

 New Zealand hymnal (selected hymns) 1871 Collins (London) AL/NLNZ 

 A child’s morning prayer  1889 
Church Digest 

(Auckland) 

St John’s College 

 Hurrah for our bonnie island home  1894 Eady (Auckland) NC 

Quill, Denis Dufferin polka 1904? Alberts (Sydney) NLNZ 

 Nikau waltz 1
st
 edition 1904 (Dunedin) NLNZ 

 Nikau waltz. 2nd ed 1904 

Eady (Auckland) NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20687
708 

Rache, Bert Haere-mai (welcome) to the All Black team 1907 Davis (Sydney) AG/MHNZ/NLA 

Radford, Beatrice Kawau waltz 1886 (Auckland) PC 

Ralph, E. Betrand waltz 1885 (Auckland) NC 

Rawei 
Songs : sung by Rawei, the New Zealand 

native evangelist 
1900? 

 NLNZ 

 
Death of Piwa 1912 Zeehan (Tasmania) NLA/NLNZ 

Read, Ezra New Zealand. Quick march 1906 
London Music 

Publishing (London) 

BL 

Read, H. Ellery The old flag 1885 Osborne (Invergarill) AG 

Redler, G. Les rats 1893? Dresden (Dunedin) PC 

Reece, Paul Auckland mail galop 1866 Cucksey (Auckland) NC 

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20687708
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20687708
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20687708
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20687708
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Reeves, Ernest Kiwi - a Maori moon song: two step 1910 

Chappell (London) AG/BL/MHNZ 

http://collections.vam.ac.uk/i

tem/O1291203/kiwi-sheet-

music-reeves-ernest/ 

Cover only 

Reichardt, Alexander Love’s request* 1868 
Hutchinson? 

(Auckland) 

AG 

Resch, Johann Heimliche liebe. Gavotte 1882? West (Dunedin) MHNZ 

Rey, Vernon The garden of prayer 1900? Robertson (Auckland) Elms, Tauranga 

Reyloff, E. Wouldn't you like to know* 1867 West (Dunedin) MHNZ/SLV 

Richmond, Mary Song of the planets 1898 McKee (Wellington) AG 

 The moon song 1899 

McKee (Wellington) AG/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20691
211 

 Our old tattered flag 1900 

McKee (Wellington) AG/ANZ/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20995
759 

 Songs for children 1908 

Green (London) BL/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20691
248 

Riedle, Carl After the ball. Adaptation 1894 Dresden (Dunedin) NC 

Rivers, Seaton Willows. 1904 Begg’s (Dunedin) HC/MHNZ/NLNZ/PC 

http://collections.vam.ac.uk/item/O1291203/kiwi-sheet-music-reeves-ernest/
http://collections.vam.ac.uk/item/O1291203/kiwi-sheet-music-reeves-ernest/
http://collections.vam.ac.uk/item/O1291203/kiwi-sheet-music-reeves-ernest/
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20691211
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20691211
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20691211
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20691211
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995759
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995759
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995759
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995759
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20691248
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20691248
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20691248
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20691248
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 Red carnation. 1907 Begg’s (Dunedin) AG/BL/MHNZ 

 Intermezzo in A. 1908 Begg’s (Dunedin) AG/BL/MHNZ 

 Nocturne in E flat 1908 Begg’s (Dunedin) AG/BL/MHNZ 

 Only pretence 1908 Begg’s (Dunedin) AG/BL/NLNZ 

 White lilac 1908 Begg’s (Dunedin) AG/BL/MHNZ 

Robertshaw, Arthur Barn dance 1891? Dresden (Dunedin) AG/HC 

 
Barn dance arr. (See Dresden popular music 

album) 
1903 

  

 Barn dance 1910? Dunedin AG/MHNZ 

Robertson, George When we meet again 1886 Glen (Melbourne) NC 

 Jubilee march 1887 Glen (Melbourne) NC 

Robertson, J. The Scottish emigrant 1891 

Begg’s (Dunedin) AG/ANZ/MHNZ/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20716
986 

 Tired mother 1892 Begg’s (Dunedin) ANZ 

Robinson, Mrs Sam Love's awakening: waltz 1912 (Christchurch) Bodleian 

Robinson, William Remember me no more 1893 Dresden (Dunedin) MHNZ 

Root, George Just before the battle* 1872? West (Dunedin) MHNZ 

Rossiter, R. Harry Onslow valse 1890 
Dresden (Dunedin) AG/ANZ/NLA 

 

 Barn dance 1892 Wickins (London) BL/Canterbury Museum 

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20716986
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20716986
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20716986
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20716986
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 Only you : song 1894  NC 

 Zealandia – See Apollo Album no.2 1894   

 Our cycling song 1896 
(Christchurch) NLA http://nla.gov.au/

nla.obj-175346599  

 The Village coquette 1896  NC 

 England is mistress still 1900? 

Lyttelton Times 

(Christchurch) 

AG/ANZ/MHNZ/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20693
280 

 Onslow waltz 1904 Reynolds (London) AG/NLA 

 O salutaris hostia 1905 Fred. Harris (London) AL/BL 

 Zealandia 1905 

Milner & Thompson 

(Christchurch) 

AG/MHNZ/NLNZ/PC 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20693
525 

 One summer's night 1906 Cawthorne (Adelaide) NLA/NLNZ 

 Poppies : a stately measure 1906 Reynolds (London) BL 

 Vanora 1906 Reynolds (London) BL 

 Waves of the rolling deep : bass song 1906 
Cawthorne (Adelaide) NLA http://nla.gov.au/

nla.obj-175347737 

 
In the meadows 1906 Cawthorne (Adelaide) NLA 

Rountree, H. Auckland Exhibition barn dance 1897 Auckland  

Rowley, Alice Hinemoa: morceau pour piano 1889 
Wickins (London) AL/Canterbury Univ/ 

MHNZ/NLNZ 

http:///nla.gov.au/nla.obj-175346599
http:///nla.gov.au/nla.obj-175346599
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20693280
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20693280
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20693280
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20693280
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20693525
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20693525
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20693525
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20693525
http://nla.gov.au/nla.obj-175347737
http://nla.gov.au/nla.obj-175347737
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 Nydia 1889? 

London Music 

Publishing (London) 

NLNZ 

http://ndhadeliver.natlib.govt

.nz/delivery/DeliveryManag

erServlet?dps_pid=IE20696

549  

 One hundred years ago 1890? 

Wickins (London) NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20694
534 

 Reconciled 1907?  NC 

Rudall, John A flower of yesterday 1910? 
Oppenheimer Bros. 

(London) 

AG/MHNZ 

 Alicia mazurka. 1911 Eady (Auckland) AG/MHNZ/NLNZ 

 The garland of roses: songs for children 1911 (Auckland) AG 

Russell, Charles Loving eyes are on me beaming 1876 Begg’s (Dunedin) MHNZ 

 Fern leaves 1876 Begg’s (Dunedin) AG/NLNZ 

 Silvery spray 1876 Begg’s (Dunedin) NLNZ/NLA 

 When will ye think of me? 1877 Begg’s (Dunedin) AG 

Russell, Francis Ashburton waltz 1887 
Spensley 

(Christchurch) 

NC 

 Rakaia valse 1887 
Spensley 

(Christchurch) 

Canterbury Univ. 

 Twilight waltz 188-? 
Spensley 

(Christchurch) 

MHNZ 

 
Waimakariri waltz 1887 

Spensley 

(Christchurch) 

MHNZ 

Russell, G. Hurrah for bat and ball 1896 (Wellington) NLA http://nla.gov.au/

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20696549
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20696549
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20696549
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20696549
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20694534
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20694534
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20694534
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20694534
http:///nla.gov.au/nla.obj-169140194
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nla.obj-169140194  

Russell, Harrison Breaking waves 1890 
London Music 

Publishing (London) 

NC 

Salvation Army 
Salvation Army Congress songsters : New 

Zealand 
19--? 

Salvation Army 

(Wellington) 

NLNZ 

Savage, A. Dannevirke waltz 1913  NC 

Scherek, Benno Islands of the Free 1885  NC 

Schmitt, Carl Grand festival march 1881 
Auckland Music 

Warehouse 

MHNZ 

 O salutaris hostia 1888 Brett (Auckland) MHNZ 

Schott, James Come to the fairy dell 1876 Begg’s (Dunedin) AG 

Schroff, Gustave Mountain daisies 1905 Dresden (Dunedin) AG/MHNZ/PC 

Schwartz, Siegmund Englefield galop 1879 
Milner & Thompson 

(Christchurch) 

NC 

Schulhof, Jules Carnaval de Venise* 189? Dresden (Dunedin) MHNZ 

Scotney, Harold Dannevirke march 1911? Salvation Army NZ Air Force Band 

 Ruahine march 1911? 
Salvation Army 

(Melbourne) 

NLA 

Scott, Cyril Danse negre* 1908 Begg’s (Dunedin) ? 

 Water-wagtail 1910 Begg’s (Dunedin) ? 

Searelle, Luscombe Zealandia: polka mazurka. 1874 Metzler (London) NLNZ 

Sears, Frederick The four homes 1895 Sears (Wellington) ANZ 

Secker, E. On the ball 1887 
Dutton, Brown & 

Thomson (Wellington) 

MHNZ 

http:///nla.gov.au/nla.obj-169140194


  

321  

 

 On the ball 1888 Begg’s (Dunedin) AG 

 King football 1896 Dresden (Wellington?) MHNZ 

Seegner, Carrie Britons all 1903 Vincent (London) BL 

Shearsby, Agnes Peggy. Waltz 1913? 
Armagh St Music 

Christchurch) 

AG/NLNZ 

Sherwin, M. Oamaru polka 1892 Osborne (London) BL 

Short, Gordon 
Easy reading with charts and musical ready 

reckoner for all pianists 
[19--] 

National Magazines 

(Wellington) 

NLA 

Silk, Arthur Monowai 1891 

Hoffmann 

(Wellington) 

NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE25173
826 

 A lover's prayer 1896 

McKee & Gamble NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20995
561 

Slater, Joe New Zealand's welcome to Uncle Sam 1908 Albert (Sydney) MHNZ 

Smith, E. Singing all the while 1884 Reichardt AG/MHNZ/NLNZ 

Smith, Leon Bring out dat team. Football song 1904 
Hooker (New 

Plymouth) 

AG/ANZ/MHNZ 

Smith, Roland Kia ora waltz 1905 
Wickins (London) BL/MHNZ/Wanganui 

Museum 

Smith, W. Sunny days. Schottische 1885 Smith (Lyttleton) MHNZ 

 
Sunny days. Schottische 1890? Begg’s (Wellington) AG/MHNZ 

Solomon, A. Zieulika barn dance 1898? Caxton (Dunedin) MHNZ/ Marlborough 

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE25173826
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE25173826
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE25173826
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE25173826
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995561
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995561
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995561
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995561
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Library 

Solomons, Baron Valse international 1906 

Solomons 

(Christchurch) 

AG/HC/MHNZ/NLA/NLNZ 
http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE12112
531  

Sonderhof, Paul Maori belle waltz 189-? Dunedin NLNZ 

 Maori belle waltz 1901 
Allan (Melbourne) AG/HC/MHNZ/NLA/NLNZ

/UA 

 Beneath the southern cross 1902 
London Organ and 

Piano (Dunedin) 

MHNZ 

 Toujours la votre 1902 (Dunedin) NLNZ 

 New Zealand for ever. March 1904 Hogg (Dunedin) AG/MHNZ/NLNZ 

 Off to the Sounds 1905 
(Dunedin) NC 

 

Sou Alle, Ali Ben Caprice: souvenir de la Nouvelle Zealande. 1861? (Paris) Biblioteque Nationale 

Spackman, Roy Mardi Gras march 1913 
Napier 30000 Club 

(Napier) 

AG/MHNZ 

 Valse de joie 1913 Eady (Auckland) BL 

Sparks, Frederick Louie: a mazurka 1889 Williams (London) NC 

Spiller, William USS polka 189-? 
Neumeyer 

(Wellington)? 

NC 

 Arawa polka 1885 
Neumeyer 

(Wellington) 

AG/NLNZ 

 Fedora mazurka 1887 
Lyttleton Times 

(Christchurch) 

NC 

 Arawa polka 1892? Wickins (London) NC 

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE12112531
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE12112531
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE12112531
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE12112531
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 Bay of Islands. Mazurka 1892 Wickins (London) BL/NLA 

 New barn dance 1892 

Neumeyer 

(Wellington) 

AG/ANZ/BL/NLNZ 

http://ndhadeliver.natlib.govt

.nz/delivery/DeliveryManag

erServlet?dps_pid=IE20717

820  

 Tennis dance 1892 
Neumeyer 

(Wellington) 

AG/ANZ/BL/MHNZ? 

/NLNZ  

 Lawn dance 1893 
Neumeyer 

(Wellington) 

AG/BL/MHNZ 

 Bay of Islands. Mazurka 1896 Glen (Melbourne) MLA 

Squarise, Raffaello Imps waltz 1892 Dresden (Dunedin) PC 

 Fabian grand march 1895 Corrigan (Dunedin) AG/HC 

 
Andante for piano (See Apollo Music Album 

no.1) 
1895 

  

 
Canto di primavera (See Apollo Music Album 

no.1) 
1895 

  

 Fuji Musmee (See Apollo Music Album no.1) 1895   

 
O lovely land of Spain (See Apollo Music 

Album no.1) 
1895 

  

 
Ridi e balla polka (See Dresden popular music 

album) 
1903 

  

Squire, Byron Pandora waltz 1909 

(Auckland) AG/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20995
815 

Squire, Woodley Come away 1884 Willis (Wanganui) MHNZ/NLNZ 

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20717820
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20717820
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20717820
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20717820
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995815
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995815
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995815
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995815
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 Up-stream 1885 (Wanganui) NC 

St Just, Oscar The boy scouts 1912? 

Lyttleton Times 

(Christchurch) 

AG/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20995
878 

Stainton, W. Mokoia waltz 1912 Williams (Wellington) AG/HC/MHNZ/NLNZ 

Stebbing, Horace Britannia's hearts and hands 1906? 
English & Foreign 

Piano (Auckland) 

AG/MHNZ 

Stephano, Ch. Narcissus  
Milner & Thompson 

(Christchurch) 

DP 

Stephens, J. Sacred solos 1910? 

NZ Bible, Tract and 

Book Society 

(Dunedin) 

MHNZ/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20394
972 

 The scout's marching song 1910 (Dunedin) AG 

Stevens, J. Magnificat and Nunc dimittis 1888 Dresden (Dunedin) MHNZ 

Stewart, H. Mataura waltz 1890 

Begg’s (Dunedin) Mataura 

Museum/MHNZ/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE25173
856 

Stokes, Frederick Zealandia quickstep 1902  AG/HC 

 Ebb of the Tide 1903 Dresden (Dunedin)? NC 

 Clinkerina : a cakewalk 1905  NC 

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995878
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995878
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995878
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995878
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20394972
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20394972
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20394972
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20394972
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE25173856
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE25173856
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE25173856
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE25173856
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 Eventide waltz 1902 Dresden (Dunedin) NC 

Stokes, Thomas True British colonials. 1902 Penny (Blenheim) AG/MHNZ/NLNZ 

Stone, Bella Two sketches: La Fileuse and Papillons   1910 Vincent (London) AG 

 Two sketches: Etude melodique and Feu follet 1910 Vincent (London) AG 

Strong, T. Daphne Honey-suckle waltz 1897 Triad MHNZ 

Swallow, Martin The Stranger 1878 
Evening Star 

(Auckland) 

AG 

 Cardinal's march 1879 Brett (Auckland) NC 

 Oh, sing that song again 1878 Brett (Auckland) NLA/NLNZ 

 Oh! Ask me not to sing 1879? (Auckland) MHNZ 

 Cardinal's march 1880 
New Zealand Muse 

(Auckland) 

NC 

 La Serenata 1880 
New Zealand Muse 

(Auckland) 

AL/MHNZ 

 Little bunch of flowers 1880 
New Zealand Muse 

(Auckland) 

AL/MHNZ 

 Nun's processional march, for harp or piano  1880 
New Zealand Muse 

(Auckland) 

MHNZ 

 The goblet 1880 (Auckland) NC 

 
Nun's processional march, for harp or piano 

(Hart’s Harmonium) 
1885 

(Auckland) MHNZ 

 Saviour of the helpless 1900 Glen (Mlebourne) NLA 

Sykes, Charles Sunshine and Tempest 1874 Begg’s (Dunedin) MHNZ/NLA 

 Sunshine and Tempest 1885? Dixon (Melbourne) NLA 
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Symons, Mary Ake ake waltz 1900 Woodhouse (London) AG/MHNZ/NLNZ 

 Ake ake waltz 1900 Cary (London) AG/MHNZ 

Talbot, Frank Winsome 1910 Begg’s (Dunedin) AG/MHNZ/NLA/NLNZ 

 Fascination 1912? Begg’s (Dunedin) MHNZ 

 Fascination 1912 
Paling (Sydney) NLA http://nla.gov.au/

nla.obj-164496350  

Taylor, William 
Gavotte and musette – See Apollo Music 

Album no. 1 
1895 

  

 Ben Bolt 1896 
Braithwaites 

(Dunedin) 

AG/MHNZ 

Te Heu Heu Whalers of the deep deep sea 1857 

Purday (London) HC 

http://otago.ourheritage.ac.n

z/items/show/5857 (Cover 

only) 

Temple, Brownley After the ball 1894 Apollo (Wellington) AG 

 After the ball 1894 Eady (Auckland) HeritageNZ 

 After the ball 1894 
Milner and Thompson 

(Christchurch) 

AG 

Tendall, George Jubilee hymn 1887 
Whitcombe and 

Tombs  (Christchurch) 

Christchurch Anglican 

Archives/MHNZ 

Thomas, Charles Consecration hymn 1890 (Christchurch) NLNZ 

 Eloise waltzes 1870 West (Dunedin) NC 

 New Zealand national hymn 1879  NC 

 The old year and the new 1889  NC 

 Marche Funebre 1892 (Paris) NC 

http://nla.gov.au/nla.obj-164496350
http://nla.gov.au/nla.obj-164496350
http://otago.ourheritage.ac.nz/items/show/5857
http://otago.ourheritage.ac.nz/items/show/5857
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 A New Zealand national hymn 1885? 
Bock & Cousins 

(Wellington) 

NLNZ 

 New Zealand national hymn 1892 (Paris) NC 

Thomas, William Thy love hath come too late. 1901 
NZ Illustrated 

Magazine 

UA 

 Berceuse, for piano and violin 1902 Lyric (London) NC 

 The message of angels: carol 1902 
NZ Illustrated 

Magazine 

UA 

 The dawn of peace 1902 (Auckland) NC 

 The holy child 1902 Mackie (Auckland) MHNZ 

 Kingdom of love - sacred solo 1903 Brett (Auckland) AL/MHNZ 

 Angels sang at Bethlehem 1904 
NZ Illustrated 

Magazine 

UA 

 Nativity Op.31B 1907 Brett (Auckland) AL/NLNZ 

 Thy love hath come too late. 1910 Eady (Auckland) NC 

Thompson, Robert Absent-minded beggar 1900 Milner &Thompson NC 

Timson, Jesse God of Gods - hymn 1897 Crown (Dunedin) NC 

Toshach, Robert Kaikoura. Waltz, for the piano 1896 
Marriott & Williams 

(London) 

MHNZ 

Towle, Henry The light that leads me never dies 1885? 
Canterbury Music 

Depot 

AG/MHNZ/PC 

Townsend, James Nightwatch song of the Charlotte Jane 1866 
Ward and Reeves 

(Christchurch) 

JMT (copy only) 

 Night watch song of the Charlotte Jane 1902 
NZ Illustrated 

Magazine 

UA 

Trad Last rose of summer* 1885? 
Milner & Thompson 

(Christchurch) 

MHNZ 
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Trad Sweetly sang the stars of morning* 1906 (Gore) MHNZ 

Trimnell, Thomas Magnificat and Nunc Dimittis in D. 1892 Novello (London) AL/BL 

 Magnificat and Nunc Dimittis in F. 1892 Novello (London) BL 

 Kyrie Eleison & Nicene creed in F. 1893 Novello (London) BL 

 Magnificat and Nunc dimittis in E♭. 1894 Novello (London) BL 

 Cantate Domino & Deus misereatur in E. 1895 Novello (London) BL 

 The Earth is the Lord's [music] : 24th psalm 1896 (Wellington) AL 

 A Festival communion service in ... C. 1897 Novello (London) BL 

Trussell, C. Brothers 1901 Colonist (Nelson) MHNZ 

 Rally round the Union Jack 1902 Dresden (Dunedin) AG/ANZ 

Turrell, T. Zealandia polka mazurka 1880  NC 

 Bertha waltzes 1880 (London) HeritageNZ 

Tyers, William Maori: a Samoan dance 1908 

Gotham-Attucks (New 

York) 

BL/NLA/NLNZ/PC 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20389
434 

Tyrell Baxter, Isaac Coronation waltz 1911 

Christchurch Press 

(Christchurch) 

AG/AL/DP/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20994
592 

Uarda Erin's right 1900 Eady (Auckland) ANZ 

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20389434
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20389434
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20389434
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20389434
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20994592
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20994592
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20994592
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20994592
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Vallis, Albert Sacred Heart benediction service 1893 

St Joseph’s (Dunedin) AG/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20996
044 

 St Joseph's vesperal 1894 

St Joseph’s (Dunedin) AG/MHNZ/NLNZ  

http://ndhadeliver.natlib.govt

.nz/delivery/DeliveryManag

erServlet?dps_pid=IE20995

930  

 Missa pro defunctis, for Bishop Moran 1895 St Joseph’s (Dunedin) AG/HC/MHNZ 

 
Mother England 1900 Otago Daily Times AG/MHNZ/NLNZ 

 Mother England (included in daily newspaper) 1900 Otago Daily Times Papers Past 

 Most sacred heart 1905? St Joseph’s (Dunedin) MHNZ 

Van Asch, Elsie Belvedere march 1903 Owen (Ashburton) MHNZ/PC 

 Clio waltz 1907 Owen (Ashburton) BL 

Vannini, Antonio Il Gottardo 1883 Chappell (London) NC 

 Picton schottische 1883 Chappell (London) NC 

 Wild girl's mazurka 1883 Chappel (London) Picton Museum 

 Lyttleton galop 1885 (Blenheim?) NC 

 True love 1885 (Blenheim?) NC 

 Il Gottardo 1889 Dresden (Dunedin) NC 

 Picton schottische 1889 Dresden (Dunedin) NC 

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20996044
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20996044
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20996044
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20996044
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995930
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995930
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995930
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20995930
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 Wild Girl's mazurka 1889 Dresden (Dunedin) NC 

 Blenheim waltz 1894 

 AG/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20713
963 

 Sunnybourne waltz 1894 
(Blenheim) AG/MHNZ/Marlborough 

Museum 

 Petite serenade 1902 Summy (Chicago) BL 

 Poor lonely heart 1908 
Boston Music 

(Boston) 

BL 

 Quartly's 1st musical album: Vannini edition 1913? Quartly (Blenheim) NLNZ 

Vare, Albert Maoriland march. Banjo solo 1908? Chivers (Wellington) MHNZ 

Varnham, M. Merry dancer's mazurka 1893 

(Wellington) MHNZ/NLNZ/PC 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20996
101 

Vaughan. Clarence I lub her, yes I do 1901 Dresden (Dunedin) MHNZ 

Vaughan, George A last tribute 1906 

Lyttleton Times 

(Christchurch) 

AG/MHNZ/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20713
972 

 Mayoral valse 1908? (Christchurch) AG/MHNZ 

Venn, E. Stallard Seaward! Waltz 1911 Eady (Auckland) MHNZ/NLNZ 

von Lubbe, Francis Spring morning 1908? 
Hooker (New 

Plymouth) 

AG 

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20713963
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20713963
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20713963
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20713963
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20996101
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20996101
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20996101
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20996101
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20713972
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20713972
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20713972
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20713972
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Waddington, A Eileen waltz 1906 Eady (Auckland) AG/BL 

Wakefield, Edward Land of our own 1875 Burrett (Wellington) NC 

Walker?, Sophia For honour and renown 1900 (Auckland) NC 

Wallace Maritana 1900? Dresden (Dunedin) MHNZ/NLNZ 

Walton, Albert Yohmey : a Maori serenade 1912 Opus (London) BL 

Warren, Mrs Menteith Barn dance 1891 ? NC 

Waters, S. 
Thanksgiving anthem for the recovery of H. R. 

H. the Duke of Wales 
1872 

Burrett (Wellington) AG/MHNZ 

Watkins, Laurence For their Queen and Union Jack 1900 Dresden (Wellington) ANZ 

 Barcarole 1911 Fred. Harris (London) BL 

Webb, Emma Sunbeams. Scherzo 1905 

Eady (Auckland) AG/BL/MHNZ/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20714
544 

 Meadow dance 1910? Eady (Auckland) AG 

Webbe, William My love, I love thee best 1885 Webbe (Auckland) AG, HeritageNZ 

 Bell polka 1886 
Berlin Piano 

(Auckland) 

AG 

 Old folks at home 1886 
Berlin Piano 

(Auckland) 

NC 

 Supplication 1886 
Berlin Piano 

(Auckland) 

Canterbury Museum/PC 

 Trust in me 1886 
Berlin Piano 

(Auckland) 

HeritageNZ 

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20714544
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20714544
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20714544
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20714544
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Madoleine. Song with pianoforte and violin 

and cello accompaniment 
1886 

(Auckland) AL 

 Jottings Part 1. Pianoforte playing 1893 Eady (Auckland) NLNZ 

 Pianist's ABC primer 1900 Forsyth (London) AL/NLNZ 

Weber, Carl L’Invitation pour la valse 1895? Dresden (Dunedin) MHNZ 

 Polacca brillante 1890? 
Spensley 

(Christchurch) 

MHNZ 

Weber-Lewy, J. Her lost lover 1891 (Auckland) NC 

Webster, T. March Olympia 1907 Paxton (London) AG/BL 

Wellman, W. Old garden gate 1873 
Reed & Brett 

(Auckland) 

MHNZ 

Weniger, Adolphe Doux Amour gavotte 1897 
Reeder & Walch 

(London) 

MHNZ 

 Petit oiseau (Little bird) 1911 O’Hara (Wanganui) AG 

 Belle etoile 1912  ANZ 

 Bouton d'innocence 1912 Begg’s (Wellington) AG/ANZ 

 Coeur d’amour 1912  ANZ 

 Fleurs et jeunesses: flowers of youth 1912?  MHNZ 

 Les tambourins 1912 

Eady (Auckland) AG/MHNZ/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20996
243 

 Petite perle 1912 

 ANZ/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20996243
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20996243
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20996243
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20996243
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20716537
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20716537
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gerServlet?dps_pid=IE20716
537 

Werner, Louis Fairy Bells polka mazourka 1862 Varty (Auckland) HeritageNZ 

 Southern Beauties schottische 1862 Varty (Auckland) NC 

West, George Colonial mazurka 1882 West (Dunedin) AG/MHNZ/NLA 

 The old flag 1885 

West (Dunedin) HC/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20389
295 

 The new flag 1885 West (Dunedin) NC 

West, Hautrie May polka 1890 

Bock & Cousins 

(Wellington) 

MHNZ 

http://wtap.vuw.ac.nz/kiln/te

xt/PHW-108.html (Cover 

only) 

White, Allan Boys of the Southern Cross 1900 Davis (Christchurch) ANZ 

White, C. Jingle bells 1887 

Begg’s (Dunedin) AG/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20393
523 

White, Thomas Fern Hill polka 1866? West (Dunedin) AG/NLNZ 

 Welcome 1869 West (Dunedin) JMT 

Whitehorne, Allan Come, Stella, come 1885 New Zealand Farmer NLNZ 

 Hurry scurry. Polka brillante 1886 (Auckland) AG 

 Prize waltz 1885? (Auckland) HeritageNZ/MHNZ 

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20716537
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20716537
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20389295
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20389295
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20389295
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20389295
http://wtap.vuw.ac.nz/kiln/text/PHW-108.html
http://wtap.vuw.ac.nz/kiln/text/PHW-108.html
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20393523
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20393523
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20393523
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20393523
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Whiteley, William Sons of the colonies 1900 Begg’s (Dunedin) AG/ANZ 

Whitney, Mrs Woodland graces 1893 Eady? (Auckland) NC 

Whitwell-Butler, 

Thomas 
Fate's decree 1892? 

Wilkie (Dunedin) SLV 

 St Joseph's Benediction service 1893? St Joseph’s (Dunedin) AG 

Whyte, Vergne Victory 1898 Dempster (London) ANZ 

Williams, C. Berceuse 1879 (Auckland) NC 

Williams, Edith Orion: a song of the Antipodes. 1890 Lucas (London) BL 

Williamson, George 

How to practice and what to practice: being a 

few practical rules for acquiring the art of 

pianoforte playing. 

1885 

Harding (Napier) NLNZ 

Willson, Ellen Fidelite 1893 Eady (Auckland) NC 

 I thought I heard the organ pealing 1894? 

Wilson & Horton 

(Auckland) 

NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE20996
122 

Wilson, Annette O tarry thou the Lord's leisure 1878? 
London Music 

Publishing (London) 

DP 

 Gavotte and musette (after Bach) for piano 1879 

(London) BL/Bodleian 

http://scores.bodleian.ox.ac.

uk/search   Mus 400 b.64 (1) 

 Village mazurka 1879 
Bonnington 

(Wellington) 

AG 

 Bouree for the piano 1882? Kelsey (Dunedin) HC 

 New Zealand jubilee march 1887 Begg’s (Dunedin) AL 

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20996122
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20996122
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20996122
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE20996122
http://scores.bodleian.ox.ac.uk/search
http://scores.bodleian.ox.ac.uk/search
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 Hinemoa waltzes 1888 (Dunedin?) NC 

 Apnur Ghur 1888 (Dunedin?) NC 

 White wings waltz 1888 Begg’s (Dunedin) AG/MHNZ/NLNZ 

 God bless our brave free working men 1890 (Dunedin?) NC 

 First stepping stones in the grammar of music 1895 
Otago Daily Times 

(Dunedin) 

DP/HC/NLNZ 

 Trilby gavotte 1896 (Dunedin?) NC 

 March on 1901 Weekes (London) BL 

Wilson, G. Christmas bells 1895? Dresden (Dunedin) HC 

Wilson, Leonard Our first waltz 1886 
Reichardt 

(Wellington) 

AG/Bodleian/MHNZ 

Winchell, E. Nearer, my God, to thee 1879 Brett (Auckland) AG 

Wise, Frank The colonial contingents camp song 1900 Otago Witness Papers Past 

Wiseman, Alex Akarana march 1896 
Glen (Melbourne) NLA http://nla.gov.au/

nla.obj-181517051  

Wiseman, Richard Straight tip for the Thames Plate 1887 (Thames) NC 

Wolf, Sydney The children's lament 1896 Triad (Dunedin) NC 

 Wolf's music time blocks instruction book 1910 (Dunedin) Bodleian 

Wolfgang, Frank Home trail 1900 Eady (Auckland) MHNZ 

 If you had known. 1910? Boyes (Otahuhu) AL/AWMM/MHNZ/NLNZ 

 The scout 1910? 
Boyes (Otahuhu) AWMM/MHNZ/Scout 

Museum 

 La stella de nuit 1910? Boyes (Otahuhu) AG/AL/AWMM 

http:///nla.gov.au/nla.obj-181517051
http:///nla.gov.au/nla.obj-181517051


  

336  

 

 The sea 1909  AG/AWMM/PC 

Woodley, Charles Rimutaka waltz 1913 Begg’s (Wellington) AG/MHNZ 

 Sunset shadows 1913 (Masterton) AG/MHNZ/NLA 

Woods, John God defend New Zealand 1878 
Hopwood & Crew 

(London) 

AG/HC/ 

 God defend New Zealand 1884 

Jeffrey (Lawrence) AG/HC/MHNZ/NLNZ 

http://ndhadeliver.natlib.go
vt.nz/delivery/DeliveryMana
gerServlet?dps_pid=IE25615
354 

 New Zealand national anthem 1910? 
Baptist Tabernacle 

(Auckland) 

MHNZ 

 March of the Highland brigade 1885 Saturday Advertiser DP 

Work, Henry Grandfather’s clock* 1879 West (Dunedin)  Whanganui Museum 

 The ship that never returned 189- Dresden (Dunedin) MHNZ 

Wright, Ethel Mine, only mine 1902 Eady (Auckland) AG/BL 

 By the old stile 1904 Eady (Auckland) PC 

 City glorious 1906 
Allan (Melbourne) NLA http://nla.gov.au/

nla.obj-168464453 

 Has thou forgotten 1907 Allan (Melbourne) MHNZ 

 Lilacs: song 1907 

Allan (Melbourne) BL/NLA/PC http://
nla.gov.au/nla.obj-
168972445 

 Two songs. Farewell, A legend. 1912 
Nicholson (Sydney) BL/NLA http://nla.gov.au/

nla.obj-167316305 

 When all is still (a last goodnight) 1913 Nicholson (Sydney) BL/NLA http://nla.gov.au/

http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE25615354
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE25615354
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE25615354
http://ndhadeliver.natlib.govt.nz/delivery/DeliveryManagerServlet?dps_pid=IE25615354
http://nla.gov.au/nla.obj-168464453
http://nla.gov.au/nla.obj-168464453
http://nla.gov.au/nla.obj-168972445
http://nla.gov.au/nla.obj-168972445
http://nla.gov.au/nla.obj-168972445
http://nla.gov.au/nla.obj-167316305
http://nla.gov.au/nla.obj-167316305
http://nla.gov.au/nla.obj-167319131
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nla.obj-167319131 

Wylie, Alex Twenty hymn tunes 19--? Novello (London) NLNZ 

Wynn, Francis Butterfly 1894 

F. Jones AG/MHNZ 

http://wtap.vuw.ac.nz/kiln/te

xt/PHW-116.html (Cover 

only) 

Y, X Auld house waltz 189-? (Dunedin) MHNZ 

Yanke, R. First extra 1880 

Auckland Music 

Warehouse 

(Auckland) 

MHNZ/PC 

Zimmer, John I love thee for aye 1896 
Mills, Dick & Co. 

(Dunedin) 

ANZ 

  
   

Zimmerman, Richard The organist 1904 Triad (Dunedin) AG/PC 

 

 

http://nla.gov.au/nla.obj-167319131
http://wtap.vuw.ac.nz/kiln/text/PHW-116.html
http://wtap.vuw.ac.nz/kiln/text/PHW-116.html
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Appendix B. Biographical details. 

The following section includes some basic biographical information about those people who were 

born in, educated in, resided in or were touring New Zealand at the time that they wrote their 

composition or musical treatise. It excludes those composers who, although born or educated in New 

Zealand, did not publish any works in New Zealand after they had left New Zealand shores for 

permanent residency overseas. It also excludes those who had no known link to New Zealand other 

than the fact that their piece was published in New Zealand, or contained a reference to New Zealand 

in the title.  

Further information is available on the University of Auckland’s Data Publishing and Discovery 

Service (https://auckland.figshare.com).  

Adams, Arthur H. 1872-1935. Poet and journalist. 

Adams, Samuel 1867-1941. Music teacher in Auckland. 

Adger, Joseph Joseph Banneker Adger, of Philadelphia, Pennsylvania. Music teacher.  

Alexander, Albert Fl 1901. Music seller in Stratford.  

Algar, Clara 1860-1928 nee Hoskin. Music teacher.   

Allan, J. Fl 1891. Dunedin? 

Allen, James Fl 1909. 

Amohia Pseudonym used by Miss Beatrice Atkinson, 1872? -1951, of Nelson.   

Anderson, Alfred Fl 1872-1873. Pianist and piano teacher.  

Bach, Mrs Ellen 1816-1894. Piano teacher, Gisborne. 

Bainbridge, Mrs 1852-1919. Katherine Mary Bainbridge. Music teacher, Wellington. 

Baker, C. G. Fl 1885, Dunedin. 

Ball, Mrs Y. L. Melbourne.  

Barlow, Harriet Fl 1850s Wellington? 

Barnett, J. 

Maughan 

1867-1938. See pages 66-69. 

Barnett, Neville 

George 

1854-1895. English organist (FCO), resident in New Zealand 1874 – 1887.  
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Barth, Arthur 

James 

1850-1905. Dunedin music teacher and organist. 

Batchelor, W. Fl 1903.  

Baeyertz, Charles  

Nalder 

1866-1943. Journalist, critic and publisher.   

Beale, John 

Henry. 

1814-1882. Music teacher, Auckland. 

Beath, George Fl 1889-1939. Violinist active in Dunedin and South Otago. 

Beauchamp, Vera 1885-1974. Sister of Katherine Mansfield. 

Beck, James 

Laurian 

1870-1932. Violin and music teacher in Wanganui.  

Benjamin, Henry Fl 1875-1897. Manager of the London Loan and Discount Society, Dunedin? 

Conductor.   

Benzoni, Louis 

Alexander 

1879-1965. Bicycle repairer and composer in Wellington. 

Bergmann, 

Eduard 

Fl 1850-1860s. Bandmaster of the 18th Regiment band in Auckland.  

Billows, Walter 1867 -1938. Wanganui photographer.  

Blakely, Reuben 1834-1904. Music teacher and organist in Kaiapoi.  

Blandford, 

Francis ‘Monty’ 

Victor  

1883-1960? Radio announcer. 

Bloy, Herbert 1876-1923. Born in London, arrived in NZ approximately 1904. Violinist, 

timpanist and conductor.  

Bloy, Louis 

William 

1878-1944. Banjo player and teacher. Christchurch based.  

Bodle, Eliza 

Jeanetta  

1845?-1927. Papukura Valley, Auckland.  

Bond, Frederic d1890. Journalist.  

Bonnington, 

Charles 

1833-1885. See pages 53-61. 

Booth, Victor 1880-1948. Oamaru. Professor of Piano, Royal Academy, London.  
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Bosworth, Tom 

Henry 

1858-1905   Hamilton.   

Boult, Arthur 1851-1926. Auckland music teacher.  

Bowring, George 

John 

1850-1892, Auckland. Architect? 

Boyes, W.Watson 1835-1923. Poet and song-writer. Otahuhu. 

Brabazon, Clarice 1873-1954 Pianist.  

Brabazon, 

Henrietta 

1858-1932. Auckland.  

Bradshaw, John 

Christopher 

1876-1950. Organist and choir director at Christchurch Cathedral, and lecturer at 

Canterbury College.  

Branson, Gerald 

Charles Francis 

1878-19??  Teacher of voice and singing in Dunedin.  

Brett, George. Fl 1880s-1916. 

Bridge, Herbert 

Bowen 

1849-1932. Wellington journalist and keen amateur actor. 

Brook, Calypso 1888-1966. Piano teacher, Auckland.  

Brooke, Harold 1861-1903. Anglican priest, Wanganui and Queenstown.  

Brown, James 1875-1947. Dunedin band leader and composer.  

Bulch, Thomas E. 1862-1930. Australian composer. 

Burke, Edmund 

James. 

1870-1953. String band leader and teacher of violin and piano, Auckland.  

Burry, Frederick 

Charles 

1863-1943. Music teacher in Oamaru, and organist at St Luke’s Oamaru. Also 

used the name “Frank Talbot”. 

Cailliau, Francois 

Octavien 

1834?-1907. Born in Lyon and educated in Paris. Music teacher and publisher in 

Auckland.  See also pages 166-176. 

Carbines, Arthur 

V. 

1880 -1915. Auckland musician. 

Carri, Leo 1867 – 1916. Australian entertainer.  

Carroll, John 

Hobson 

1822 -1886. Irish organist.  
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Carter, Thomas 

Edgar 

1846-1924. Arrived in New Zealand 1881. Auckland music retailer and teacher. 

Cartwright, D. W. Fl 1863.  

Cato, Thomas 

Anson 

1857/8-1923. Anglican priest.  

Cheek, Martin 

Albert 

1862-1929. Music teacher, pianist and conductor, Blenheim. 

Chisholm, Thomas 

Runcie 

1876-1946. Piano teacher and tuner, conductor, and organist in Mataura.  

Christopher, John Fl 1875-1890. Clarinet player, Auckland – Bandmaster of the Hobson Band, 

Auckland.  

Cimino, Salvatore 1853-1934. Music retailer, organist, cornet player and conductor. Manager of 

Begg’s Wellington branch 1896 – 1911. 

Cimino, Salvatore, 

Jnr 

1875-1924.  

Clarke, Henry 

Percival 

1872 – 1950. Violin and piano teacher, Wellington.  

Clayton, Henry Fl 1885. Auckland? 

Clendon, Fanny 1862-1936? Bay of Islands? 

Clutsam, George 1866- 1951. London-based light music composer.   

Cohen, Maurice 1862-1934. Viola player and conductor of the Palmerston North Orchestral 

Society. Manager of the United Farmers’ Co-operative Association.  

Cole, Mrs G. L. Fl 1890-1898. nee Wilkinson.  Piano teacher and musician of Wellington.  

Collins, Emmeline 

May 

1879-1962. Ashburton.  

Consterdine, 

Arthur Robert 

1866–1932? Music and singing teacher, Wanganui.  

Cope, David. 1848 – ? Arrived in New Zealand 1877 and moved to Melbourne in 1879.  

Cornwell, Alice 1859-1932. Lived in Dunedin circa 1868-1876.  

Coupland, Harriet 1858-1942. Christchurch singing and piano teacher. 

Courtney, Charles Fl 1904. Member of the Auckland Amateur Dramatic Club? 
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Cowley, John Fl 1913-1924. Manager of the piano department of Charles Begg’s in Wellington.  

Cox, Lionel 1871-?  Dunedin music teacher and piano tuner. 

Craston, Edward 

Sharp 

1859?-1948. Organist at St David’s Presbyterian Church, Auckland.  

Crichton, Emily 1847-1919. Nelson. 

Crosbie, Robert 

Peel 

1835-1890. Amateur musician and employee of the Railways Department in 

Christchurch. 

Crozier, Albert 

Edward Satherley 

1886?-1946. Conductor of the Marton Brass Band and the Marton Operatic 

Sociey.  

Culpan, Arthur, F. 1891-1953. Auckland-based Culpan was a travelling representative for Baker and 

Co. and a pianist.  

Curreen, John 

Patrick 

1860?-1927. Manawatu farmer involved in brass band movement.  

Dasma See Adams, Samuel 

Davis, Daniel 1825-1858. Bandmaster of the 58th Regiment based in Auckland. See also pages 

42-45. 

De Camera, 

Maybelle 

 Fl 1912. Pseudonym.  

De Clive-Lowe, 

George 

1868-1944. Medical doctor but also passionately interested and involved in 

theatre, particularly musical comedy.  

De Lautour, 

Bertram Aubrey 

de Hoghton 

1874-1933. Teacher of Violin and mandolin, and leader of a string band, 

Dunedin.  

 

De Lys, Etta Pseudonym used by Alice Rowley 

De Maus, David 

Alexander 

1847-1925. Port Chalmers photographer and Mayor.  

De Thierry, 

Charles Philippe 

Hippolyte 

1793-1864. Auckland businessman and musician involved in the early European 

settlement of New Zealand. See also pages 51-52. 

 

Dean, Frederick 

Lawrence 

1864-1930. Teacher of music and singing, Wellington.  

Duncan, Elizabeth Fl 1900. Nee Burchell? Of Totara Flat on the West Coast.  
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Dunglinson, 

Joseph Dixon 

1858-1920. Organist at St Stephen’s Presbyterian Church, Dunedin 1881-1886. 

Music teacher in Dunedin.  

Eady, Lewis 

Alfred 

1891-1965. Nephew of Arthur Eady. Managing Director of Lewis Eady’s. 

Eager, E. Fl 1885. Of Musselburgh, Dunedin. 

Earee,  Percy 

Charles Wyndham 

1864-1940. Anglican vicar in Palmerston North and Masterton. 

Earl, Melville 1884?-1961. Pen name for Melville Earl Hankins.  

Easton, John 

Campbell 

1876-1936. Teacher of piano and harmony, Dunedin.  

Elliston, Florian 

Charles Henry 

1851-1897. Clerk in the Customs Department, Wellington.   

Empson, Ernest 

Charles 

1880-1970. Pianist and leading piano teacher of Christchurch.  

Estelle See Willson, Ellen. 

Fahey, William 

Henry 

1867?-1910. Worked in a variety of capacities including accountant and 

commercial traveller. 

Fawcett, Thomas 

A. 

Fl 1890s 

Fenton, George  

Herbert Roebuck   

Oceala  

1870-1945. Anglican priest in Christchurch and Dunedin.  

Fleming, Breton Fl 1904. Pseudonym? “An Aucklander”. 

Fleury, Achille Achille Fleury de Realisson.  d India 1875. Violinist and conductor.  

Flood, William 

Haydn 

1829?-1908. Organist, music teacher, band conductor. Settled for the longest 

period in Hawkes Bay. Accompanist for touring artists.  See also pages 50-51. 

Forrest, Angelo d1890. Organist, pianist and conductor. In New Zealand 1879-1885.  

Forrest, Hugh 1862?-1931. Violin and harmony teacher in Wellington. 

Forrester, Alice See Rowley, Alice 

Forster, Charles J. Fl 1902. Wanganui. 

Foster, Mrs 

Arthur 

1860-1925. Nee Katherine Jane Young. Music teacher of Timaru and 

Christchurch.  
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Fountain, Harry  1857-1930. Travelling salesman. Member of the Auckland banjo, guitar, and 

mandolin orchestra.  

Fuller, Walter 1872?-1934. A member of the Fuller family entertainment. 

Gardiner, 

Frederick William 

1869?-1950? Music retailer and piano tuner of Wellington.  

Gardner, George Australian. Touring conductor with the Harry Rickards Vaudeville Company.  

Garry, George 1859?-1909. Music teacher and band conductor. 

Gleeson, Horace 1878-1959. Australian. Toured New Zealand in 1899 with Pollard’s Opera 

Company. 

Glyde, John 

Coussins 

1860-1939.  

Goldenstein, 

Victor 

1852-1909. Pseudonym for Paul Goldenstedt. Auckland music teacher and 

organist at St Patrick’s Cathedral. 

Gray, Charles 1860-1936. Music teacher and staff member at Southland Girls High School, as 

well as choral and orchestral conductor. 

Gray, E. Fl 1875? 

Gretchen Pseudonym for Miss Grace Boyle, Allenton House (Ashburton?) 

Grigg, John 1838-1920. Furniture and music retailer in Thames who also taught singing at 

primary schools. 

Gunter, Howell 

Edward 

1870-1951. Palmerston North.  

Hall, George H. Fl 1907? George Hubert Hall – Australian. 

Hamapere, 

Tamati 

See de Clive-Lowe. 

Hamilton, A. Bandmaster of the Christchurch Artillery/Garrison Band. Left for Melbourne 

1884. 

Hampden, A. Fl 1910. 

Hardeman, James 

Josephus 

1839-1909. Organist at St Paul’s, Oamaru. 

Hartwell, John 1841-1922. Music teacher, organist and choirmaster, Auckland.  

Harvie, William 

A. 

Fl 1889-1890. Arrived from London 1879. 
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Harvy, Lewis Resided in Gisborne 1886 for approximately three years. Returned to Australia. 

Hawker, Sydney 1872-1956. New Brighton baker, member of the Christchurch Cathedral Choir 

and Liedertafel.  

Hawkins, Henry Fl 1909. Ashburton? 

Hawkins, Minnie 

Emily Clara 

1874-1927. Wanganui. Niece of Mr and Mrs Carmini Morley. 

Haybittle, Richard 

Frederick 

1854-1935. Leading cornet player, conductor and bandmaster of the Fielding 

Brass Band. An accountant by profession. 

Heller, Maxime Pseudonym used by Claude Rawlings, prolific English composer of light music.   

Herbert, Carl Pseudonym used by John McGlashan.  

Higham, Joseph 1858?-1931. New Plymouth music teacher. Published the Colonial Brass and 

Military Band Journal.  

Hill, Alec George Alexander Hill. 1873?-1914. A businessman, he lived in Wellington, 

New Plymouth and Timaru and also taught singing.  

Hill, Alfred 1870-1960. New Zealand-educated composer. Resident in Australia from the 

1910s. See pages 69-73. 

Hill, Herbert 

Gladstone 

1880-1977. Christchurch. Founder of the New Zealand Air Force Band. 

Hill, Margaret Fl 1910? 

Hilton, M.A. Margaret Ann Sleeman. A singer who performed under the name “Mrs Hilton” 

with her husband comedian Harry Hilton (William Henry Sleeman).  

Hiscocks, Harry 1883-1949. Stephen Henry Hiscocks. Organist at St Patrick’s Cathedral, 

Auckland for many years.  

Hiscocks, Philip 

Francis 

1847-1937. A retailer in Hobson St, Auckland. Violin teacher and choirmaster at 

St Patrick’s Catholic Cathedral for over 30 years.  

Hitchings, Isabella 1862-19? Performed on the musical and dramatic stages under the name Belle 

Napier.  

Hoben, Sydney F. 1866-1943. Pianist, trained in Leipzig. Relocated to Australia and California 

where he toured and taught piano.  

Hodder, William 

Reginald 

1867-1926. A keen cricketer and journalist from Nelson.   

Hodson, A. Fl 1890. Retailer and resident of Thames. 
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Holloway, R. H. Fl  1882-1885. Hamilton music and art teacher, and bandmaster. 

Hope, Adrian See Brown, Jim 

Hope, Raymond See Brown, Jim 

Hoppe, Max 

Adolphe  

1874-1946. German violinist. Settled in Wellington, becoming a leading violin 

teacher and performer.  

Horne, Robert  

Adam 

1865-1956. Manager of The Dresden’s Christchurch branch.    

Hulbert, John 

Brooks 

1851-1930. Wellington and Nelson. Honorary Secretary of the New Zealand 

Socialist Union. 

Hume, Marcus 1843-1906. Steward at the Dunedin Hospital.  

Hunt, Horace 

George 

1886-1981. Pianist and composer.  

Hunt, R. Leslie 1852 – 1923. Organist and Choirmaster St Mary’s Pro-Cathedral, Parnell, 

Auckland.  Also private music teacher.  

Hutchens, Frank 1892-1965. Pianist, composer and teacher. Spent most of his adult career in 

Australia.  

Hutchens, Richard 

Lavers 

1855-1919. Piano teacher and shoe retailer in Hawera. Father of Frank Hutchens. 

Hyde Parker, 

Joseph 

1835-1918. Music teacher in Auckland, Wellington, Wanganui and Palmerston 

North.   

Impett, Walter 1868-1952. Auckland music teacher and church musician. See pages 74-77. 

Innes, Joseph 

Langlands 

1864-1939. Schoolteacher.  

James, Sydney Fl 1876-1891 

Jones, Frederick 

Wynne 

1870-1938. Music retailer, publisher and composer. Moved to Australia and 

adopted the surname Wynne-Jones.  

Jones, Michael 

William Angelo 

1855-1938. Agent for Begg’s, organist, piano tuner.   

Jones, R.W. Fl 1880s-1910s. Music teacher and performer in various brass bands. 

Jupp, William 

James 

1863-1937. Wellington wood-turner, and a keen cornet player and bandmaster. 
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Kawi, Pua Fl 1908. Transliterated name? Wanganui? 

Keesing, Samuel 

Rothchild 

1868-1895. Auckland.  

Kehoe, Percy 1860?-1930. Australian theatre band conductor and arranger.  

Key, Harry Pseudonym used by Harry Fountain 

Kia Ora Pseudonym used by Annette Wilson. 

Kiernan, Arthur Fl 1910 

King, Edwin 

James Jnr 

1867?-1937. Music retailer along with his father (also Edwin King).  

 

King, Francis 

Arthur 

1873 - ? Brother of Edwin J King Jnr. Violinist. 

Kinear, Jessie 

Swift 

?-1907. Oamaru. Music teacher.  

Kowalski, Henri 1841-1916. French pianist and composer.   

Laidlaw, George 

Brown  

1863-1919. Cornet player, piano tuner and long-serving conductor of the 

Kaikorai Brass Band in Dunedin.  

Lambert, S. J. Fl 1860s – 1890s. Music teacher and astronomer of Auckland.  

Lawrance, Alfred ?-1955. Prolific English songwriter who settled in Australia.  

Leech, Frederick 1831?-1912. Violin, Viola, and Double Bass teacher in Dunedin.  

Legarde, Eugene Fl 1910. Pseudonym? 

Lelievre-Lee, 

Amelia Winefrid 

- 1873?- 1957. Hastings music teacher.  

Lemmer, Anton 

Bernhardt Julius 

1870/71?-1957. Principal of the Nelson School of Music 

Leon-Bois Fl 1895. “Evidently a local composer”. Pseudonym? 

Leon-Driver, 

Maurice 

1867-1932. Stage name for William Thomas Driver.  Pianist.  

Leslie, Walter 

Jefferson 

1855-1915. Hansard reporter and skilled artist. 

 

Leward, Frank Pseudonym used by John McGlashan. 
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Light, Harold 

Edwin 

1882-1908. Nelson, then Auckland. Organist. 

Lindsay, Margaret Fl 1913 

Lithgow, Alex 1870-1929. Leading brass band composer. He moved to Tasmania in 1894. 

Lundon, D. ? Fl 1877. Collector of Customs in Greymouth. 

Lynch, Norah Fl 1900-1904.  Auckland.  

M.C.B., Sister Fl 1874. St Mary’s Convent, Wellington.  

Macfarlane, 

James Chicago 

1859-1945. Surveyor by profession, based in Hokitika.  

Mackintosh, 

Charles D. 

Fl 1870s-1920 Music teacher and bandmaster in Cambridge, Waikato and 

Wellington.  

Manning, John 

Katterns 

1854-1909. Private music teacher and teacher at Wanganui Collegiate. 

Mansfield, Ernest 1862-1924. Journalist and banjo player. Very involved with the mining industry 

in many countries. 

Marschel, Barrie 

Y. 

185?-1940. Originally a lawyer by profession, Marschel later made the stage his 

career.  

Marten, William 

Benjamin  

1847-1907. Wesleyan minister.  

Martin, Arthur 

Anderson 

1876-1916. Surgeon, killed in WW1. 

Martin,  Edward 

Espie 

1859-1931. Otaraia, son of Hon. John Martin, MLC.  

Martin, E. R. Former member of the Fisk Jubilee Singers.  Settled in in Te Aroha. 

Martin, G. W.   

Mata, Y. T. Pseudonym – composer unknown. 

May, James 

Thomson 

1803? - 1886? Music teacher in Dunedin from 1865 - 1872.  

McComish, James 1836-1894. Came to New Zealand as part of the 57
th

 Regiment. Bandmaster.  

McCosh Clark, 

Mrs J. 

1847-1926. Kate Emma McCosh Clark. A writer and active in a number of social 

and charitable areas. 
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McDougall, John 1850(?)-1924. Teacher in Auckland, and later treated stammering. 

McGlashan, John 1849?-1917. A teacher of the violin and band instruments in Wellington.  

McKenna, James Fl 1885-6. West Coast.  

McKinlay, Ernest 1888-1945. Originally from Dunedin. Singer.  

McKinnon, J. Fl 1886 

McLean, Alice See Rowley 

McNeill, Robert 1853-19? Dunedin violin and piano teacher. 

McRae, William Fl 1898. Christchurch. 

Medley, Adela 

Mary Constance 

1864-1934. Teacher of class singing at Wellington Girls College as well as a 

private music teacher.  

Milner, John J. 1844-1904. Organist at Holy Trinity, Avonside, Christchurch. Founding partner 

of Milner and Thompson.  

Miskowski, Alfred 1872?-19? Trinity College of London examiner who visited New Zealand in 

1902.  

Mohr, Adam 

Philip Henry 

1868-1958. Accountant. Involved in brass band movement.  

Moore, Frederick  

George H  

Examiner for the Associated Boards of Music and Professor at the Royal 

Academy of Music.  

Moore, George Same as above? 

Morely, Carmini 1838-1900. Taught singing in Dunedin from 1876-c1890. 

Morison, Jane 1855-1934. Hastings and Masterton music teacher. 

Morris, Wilhelm 1870?-1916. Auckland doctor. 

Moss, Joseph ?-190? Piano teacher and band member, Dunedin.  

Mumford, 

Frederick George 

1860-1949. Australian theatre musician and conductor.  

Murray-Gibbes, 

Cuthbert 

1886-1931. Australian baritone who sang with the J C Williamson Opera 

Company.  

Neill, Mrs G.J. Fl 1873-1889. “Local composer” – Wellington, later moved to Napier.  

Neuzerling, 

William 

1820?-18? Bandmaster of the 68
th
 Regiment.  
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Newbould, Walter 

Matthew 

1852-1928. Menswear retailer in Napier. 

Nizel, A. See Tansley, A. 

Noall, Alexis 

Ashcroft 

1867-1907. Music teacher in Napier (Ashcroft Noall)  and Auckland.  

Norberg, Herr 

Andrew John  

1834-1904. Taught music in Hokitika, Greymouth, Blenheim, Marton, 

Palmerston North and Wellington.  

Nott, William E. 1870-1900. Melbourne-born touring pianist and organist. 

Nottar, Enna Pseudonym for Anne Ratton? From Wellington? 

Oakes, Francis 

Joseph 

1869-1949. Conductor of the choir at St Mary of the Angels, Wellington.  

Hotelier.  

Owen, Llewellyn 1871-1959. Ashburton music teacher. 

Pai, Te Rangi 1868-1916. Stage name for contralto Fanny Rose Howie.  

Palmer, Mrs 

Elizabeth 

1832-1897. Music teacher and performer. 

 

Paque, Guillaume 

Adolphus 

1867-1942. Cellist and music teacher in Auckland. 

Parker, Robert 1847-1937. Wellington organist and choirmaster of the Anglican pro-cathedral, 

conductor and singing instructor to the Board of Education.  

Parkerson, Louise 

Augusta 

Hornibrook 

1848-1929. Lived in Temuka, later moving to Auckland.   

Pearson, Arthur Fl 1900. Auckland.  

Pechotsch, 

Raimund 

1867-1941. Violinist who went to Australia as a member of one of the Viennese 

Bands.  

Perichon, Martha Fl 1907-09. Of Christchurch. Moved to Australia. 

Pfeifer, Johann 

Egidius 

1839?-1895. Resident of Stafford, West Coast and leader of orchestra 1869.  

Phillpot, James 1861-1937. See pages 77-80. 

Player, A. 187?-19? Pseudonym for Jean Campbell Corbett, Epsom, Auckland.  

Pooley, Alfred 1849?-1896. Organist at St Matthew’s Church and St Luke’s Church Auckland.  
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Pooley, John 1853-1929. Worked as a machinist in Addington workshops from 1881-1913. 

Taught music and was very involved with the Brass Band movement. 

Possum Fl 1884-1894. Pseudonym. 

Purchas, Arthur 

Guyon 

1821- 1906 Anglican vicar, doctor, architect and musician. Musical Director for 

the New Zealand Anglican Dioceses. 

Quill, Denis 

William 

1886-1931 Educated in Wellington.  Life overshadowed by drunkenness and 

petty crime.  

Rache, Bert 1877-1928. Stage name for Joseph Bernard Rash. Variety theatre pianist and 

composer. Moved to Australia in the 1890s. 

Radford, Beatrice Fl 1886. Auckland.  

Ralph, Edward 

Vincent? 

Fl 1885-1922. Music teacher of Ponsonby, Auckland, 

Raphael Fl 1888. 

Rawei, Wherahiko 18?-1928. Māori evangelist and entertainer.  

Read, Harry 

Ellery 

? -1934. Invercargill and Dunedin  pianist, organist, musical director and band 

leader.  

Reece, Paul Fl 1866. Auckland? 

Richmond, Mary 

Elizabeth 

1853-1949. On the Board of Governors for Wellington College and Wellington 

Girls High School.  

Reichardt, George 1838?-1915. Manager of West’s music shop, Dunedin. Music instrument retailer 

of Wellington from the early 1870s. 

Riedle, Karl ?-1904. Also known as Carl. Variety theatre musical director based in Australia.  

Rivers, Seaton Fl 1904-1908. Probably a pseudonym. 

Robertshaw, 

Arthur Frank 

1861?-1933. Worked for The Dresden Pianoforte Company in Dunedin then 

Wellington. 

Robertson, George Fl 1880s-1901. “Well-known Wellington amateur musician”. District Manager of 

the Government Life Insurance Department. 

Robertson, James -1896. Timaru? Fl 1880s 

Rossiter, R. Harry 1871-1936. See pages 80-82. 

 

Robinson, Mrs Fl 1912. Christchurch.  
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Sam 

Rountree, Herbert 

Ernest 

1872-1924. Manager of the Stratford Branch of the Collier and Colonial Piano 

Company. 

Rowley, Alice 1870-1940. See pages 82-84. 

Rudall, John 

Henry 

1871-1950. Teacher in the North Hokianga. Moved to Auckland after his 

retirement.  

Russell, Charles 

H. 

Fl 1876-1913. Dunedin music teacher. 

Russell, Francis Fl 1880-1897. Ashburton. Farmer and amateur musician. 

Russell, Harrison Fl 1890. Christchurch. 

Russell, George 

Warren 

1854–1937.  Bought and ran several newspapers before entering Parliament as 

the member for Riccarton. 

Savage, Arthur 

Edward 

1881-1954? Music teacher in Dannevirke. 

Scherek, Benno 1857-1928. Dunedin for eight years before moving to Melbourne. Also 

composed under the pseudonym Söderberg.  

Schmitt, Carl 

Gustav 

1837-1900. Professor of Music at the Auckland University College.  

Schott, James 1831?-1888. Oboist with the Simonsen Opera Company. 

Schroff, Gustave Fl 1905 

Schwartz, 

Siegmund 

Fl 1876-1884. Christchurch. 

Scotney, Harold 1889-1973. Salvation Army Bandmaster who moved to Sydney in 1934.   

Searell, Luscombe 1853-1907. Composer of light opera.  

Sears, Frederick 1859-19? An employee of the Lands and Survey Department, Wellington, he was 

also a singer.  

Secker, Edward 

Walter 

1861?-1927. Accountant from Palmerston North.  

Seegner, Caroline 

Elizabeth 

1852?-1928. Auckland. Wife of the German Consul in Auckland.  

Shearsby, Agnes 

Hartwell 

1866?-1952. Pianist, musical director and orchestral conductor in Christchurch. 
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Silk, Arthur 1868-1962. Pianoforte Tuner, Repairer and retailer, Wellington. Violinist in the 

Wellington Orchestral Society.  

Smith, E. Fl 1884. 

Smith, Leon Pen name?  

Smith, Roland Fl 1905. “A young New Zealand musician”.  

Smith, W. G. Fl 1885-1890. Lyttleton. 

Solomon, A. Fl 1898. Melbourne-born leader of the Blind Musicians concert party. 

Solomons, Baron Fl 1906. Australian pianist. Christchurch music teacher and tea room band leader 

1905-1907.  

Sonderhof, George 

Henry Paul 

1868?-1935. Settled in Dunedin 1899 from Melbourne.  

Sou Alle, Ali Ben 1820-? Charles Jean Baptist Soualle, a French musician. 

Spackman, 

Clement Roy 

1887-1961. Music master at Napier Boys High School, Otago Girls High School 

and Otago Boys High School. Organist at Knox Church, Dunedin.  

Sparks, Frederick 

Charles 

1860-1913? Conductor of the Patea Harmonic Society.  

Spiller, William 

Henry 

1836-1926. Violinist and music retailer in Wellington. 

Squarise, Rafaello 1856-1945. Moved to Dunedin to lead the 1889/90 New Zealand and South Seas 

Exhibition orchestra and remained.. 

Squire, Byron 1849?-1915. Piano and organ tuner.  

Squire, Woodley Fl 1884.  Pseudonym.  

St Just, Oscar Fl 1912.  

Stainton, William 

Houkamau 

1891- 1975. Teacher.  

Stebbing, William 

Horace 

1870-1949. Employed by the Crown Lands Department, Auckland, Stebbing had 

an active and successful second career as a baritone singer.  

Stephens, James 

H. 

Fl 1890s-1913. A singing evangelist based in Australia. 

Stevens, J. E. 18?-1919? Schoolteacher, organist and choirmaster of Clyde, Central Otago.  

Stewart, H. W. Fl 1890- 1915. Organist at Mataura Presbyterian Church and Secretary of the 

Mataura Band.  



  

354  

 

Stokes, Frederick 

Herbert 

1878?-1945?. Of Dunedin, and a pupil of Vallis. Leader of the Hawtrey Comedy 

Company’s orchestra.  

Stokes, Thomas 

Oliver 

1859-1950. Dunedin and Wellington.  

Stone, Isabella 

Logan 

1868-19? Dunedin piano teacher. 

Strong, T. G. Music teacher in Nelson and Blenheim. 

Swallow, Martin 1846?-1922. Organist and pianist. See also pages 172-174. 

Sykes, Charles 1843-1926. Pianist and organist, teaching and performing in variety theatre.  

Sylvester, S. Fl 1888? 

Symons, Mary 1863-1930. Also known as Mere, nee Cook. Lived in Foxton. 

Talbot, Frank See Burry 

Tansley, Alfred Fl 1877 . English music teacher. 

Taylor, William  

Edward 

1867- 1911. Organist at St Paul’s Cathedral, Dunedin. 

Te Heu Heu ?-1862. Presumed to be  Iwikau Te Heuheu Tūkino III, ariki (high chief) of Ngāti 

Tūwharetoa. 

Temple, Brownley Fl 1894. Pseudonym?  

Tendall, George 

Frederick 

1846-1901. Director of Music and Choirmaster at Christchurch Cathedral 1885-

1901.  

Thomas, Charles 

S. 

Fl 1880s-1890s. From Napier, and then Wellington.  

Thomas, William 

Edwin 

1867-1946. Auckland University College Professor of Music. Conductor 

(Auckland Choral Society), educator and composer. 

Thompson, Robert 1835-1915. Partner of Milner and Thompson, the leading music retailer in 

Christchurch.  

Timson, Jesse 1861-1924. Organist at First Church, Dunedin and conductor of Dunedin 

Liedertafel choir 

Toshach, Robert 

Laidlaw 

1870-1893. Rangiora.  

Towle, Henry 

Francis 

1848-1899. Church organist and variety tenor.  
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Townsend, James One of the first Canterbury Settlers.   

Trimnell, Thomas 

Tallis 

1825-1897. Organist and composer. Arrived NZ 1885.  

Trussell, Charles 1860-1946. Brass band conductor resident in NZ 1895 – 1907.  

Turrell, T. E. Fl 1876-1880. Possibly related to the Auckland bookseller and music retailer 

Tyrrell Baxter, 

Isaac William 

1866?-1947. Geraldine. Music teacher, Temuka and Geraldine. 

Uarda Pseudonym for Florence Swindley (1857-1920), music teacher from Parawai, 

Thames. 

Vallis, Albert 1862-1932. Music Teacher and organist, Dunedin.  

 

Van Asch, Elsie 1872-1951. Later Mrs J. E. Stevens, Sumner.  

Vannini, Antonio 

Damiano 

1856-1925. Music and dancing teacher, music retailer and composer who lived 

predominantly in Blenheim.  

Vare, Albert 

Edward 

1883?-1963. Shop manager and banjo teacher from Wellington 

Varnham, Milton 

Rhodes 

1860-1938. Architect. 

Vaughan, George 

Andrew 

Fl 1906-1908. Bandmaster from Temuka, South Canterbury.  

 

Venn, E. Stallard Fl 1911. Work performed as part of a Taylor-Carrington Company performance 

in Levin.  

Von Lubbe, 

Francis Louis Carl 

1886?-? Music teacher.  

Waddington, A. Fl 1906. NZ? 

Wakefield, 

Edward 

Jerningham 

1820–1879. Son of Edward Gibbon Wakefield. 

Walker, Sophia Ponsonby Rd, Auckland. 

Warren, Mrs 

Menteith 

1860-1894. Elizabeth. 
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Waters, S. Fl 1860s – 1870s. Choir leader, Weslyan Church, Wellington. 

Watkins,  

Laurence 

1865?-1941. Organist at St Mark’s, Wellington and private music teacher.  

 

Webb, Emma 

Jane 

1875-1970. Auckland music teacher.  

Webbe, William 

Henry 

1856-1921. Manager of the London and Berlin Piano Company and music 

teacher in Auckland.  

Weber-Lewy, J M. Fl 1891. Music teacher of Auckland. 

Webster, Thomas 

Samuel 

1884-1956. Owner of a music shop in Hamilton.  

Weniger, Jean 

Adolphe  

1861?-1940. Furrier in Wellington. 

Werner, Louis d1881. Bandmaster with the 14
th

 Regiment in New Zealand in the 1860s.  

West, George 

Richard 

1839-1891. Owner of a music retail shop and conductor, music teacher and 

composer.  

West,  William 

Hautrie 

1844-1925. Brother of George Richard West. Organist and music teacher. 

White, Allan Fl 1900. Resident of Christchurch.  

White, Thomas 1830-1899. Piano tuner and teacher, Dunedin. 

 

Whitehorne, Allan 

Anderson 

1842- 19?? Civil engineer.  

 

Whiteley, William 

Eugene 

Fl 1890-1919. Insurance inspector. Resident of Hastings.  

Whitney, Mrs Fl 1890s. Mary Ellen? From “Woodlands”, Wairoa South (i.e. Clevedon). 

Whitwell-Butler, 

Thomas 

1861-1915. Irish musician also known as Thomas O’Brien Butler. 

Whyte, Vergne Pseudonym used by H. Stebbing. 

Willeby -

Hawthorne, 

Charles 

1865-1955. Later known as Charles Willeby, living in England. 

Williams, Albert 1889?-1910?. 
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E. 

Williams, Charles 

Francis Adby? 

1855-1923. English violinist and writer on music.  

Williams, Mrs 

George Phipps 

(Edith) 

1846—1911. Edith Jane Tancred Williams.  Geraldine. 

Williamson, 

George L. 

Fl 1885. Principal of Waipawa District School and active musician. 

Willson, Ellen 1836?- 1903. Music teacher of Cambridge.  

Wilson, Annette 

Eliza 

1835-1902. Dunedin music teacher. See pages 84-88. 

Wilson, Leonard Fl 1880s. Of Carterton and Woodville.  

Wise, Frank H. Fl 1890s-1900s. Otago. 

Wiseman, 

Alexander  

1865- ?  Organist at St Matthew’s, Auckland. Architect.  

Wiseman, Richard 1821-1896. Variety performer on the Victorian and Thames goldfields. 

Wolf, Sydney 

Ignatius Joseph 

1859-1922. Prominent Dunedin singing teacher. 

 

Wolfgang, Frank 1875-1944. Wellington piano teacher and tuner, violin and viola teacher, 

orchestral player and venue manager.  

Woodley, Charles Fl 1910s. From Masterton.  

Woods, John 

Joseph 

1849-1934. County Clerk in Lawrence, Otago.   

Wright, Ethel 1881-1970? See pages 89-85. 

Wylie, Alexander 

Lamont 

1868-1946. Invercargill-based school music teacher and later school inspector.  

Wynn, Francis Pseudonym used by Frederick (Wynn) Jones. 

Zimmer, John 

Jerome 

1838-1908 Music and language teacher.  

Zimmerman, 

Richard Carl 

1862?-1952. A violin teacher in Christchurch.  
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Appendix C. Scores 

1. Louis Werner – Fairy bells polka mazurka  

(Heritage New Zealand) 
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2. Maughan Barnett – Impromptu   

(©British Library g_605_bb_(19)) 
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3.  Alfred Hill – My fairest child    

(University of Auckland Music and Dance Library) 
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4. Walter Impett – The Night patrol    

(University of Auckland Libraries and Learning Services,  Music and Dance Library. 
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5. James Phillpot – Vesper bells    

(Private Collection) 

 

 



  

381  

 

 



  

382  

 

 

 



  

383  

 

6. Harry Rossiter – Onslow waltz    

(National Library of Australia MUS N mb 786.4554 R835 
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7. Alice Rowley – Homeward bound   

(©British Library H_1793_F_(37)) 
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8. Annette Wilson – New Zealand jubilee march 

(Auckland Libraries, Sir George Grey Special Collections) 
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9. Ethel Wright – Lilacs 

(Private Collection) 
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Appendix D. Recordings 

Recordings of the following works are available either on CDRom or as digital files linked to 

this thesis. 

1. Werner, Fairy bells polka mazurka Jane Sohn, piano 

2. Barnett, Impromptu   Jane Sohn, piano 

3. Hill, My fairest child   Fiona Tibbles, soprano; William Green, piano 

4. Impett, The Night patrol  Jane Sohn, piano 

5. Rossiter, Onslow waltz   Jane Sohn, piano 

6. Rowley, Homeward bound  Fiona Tibbles, soprano; William Green, piano 

7. Wilson, New Zealand jubilee mazurka Jane Sohn, piano 

8. Wright, Lilacs    Fiona Tibbles, soprano; William Green, piano 
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Price-list: C. G. Röder engraver and printer, Leipzig. London: Witt, c.1885. 

Pritchard, B. “Francis Russell’s Waimakariri waltz. Colonial familiarity”. In Treasures of the 

University of Canterbury Library, 133-135. Christchurch: Canterbury University Press, 

2011. 

———. "Music periodicals in New Zealand". Fontes Artis Musicae 49, no.1-2 (2002): 79-93. 

Rasch, R, ed. Music publishing in Europe 1600-1900. Berlin: Berliner Wissenschaft Verlag, 

2005. 

Reyna, Rosendo. History of music printing: an online museum of music printing.  

http://musicprintinghistory.org/index.php. 

Richard, Jeffrey. Imperialism and music: Britain 1876-1953. Manchester: Manchester 

University Press, 2001. 

Royle, Jennifer. “Musical (ad)venturers: colonial composers and composition in Mebourne, 

1870-1901”. Nineteenth-century music review 2, no.2 (November 2005): 133-169. 

DOI:10.1017/S1479409800002238.  

Russell, D. Popular music in England, 1840-1914: A Social History. 2nd ed. Manchester: 

Manchester University Press, 1998.  

http://musicprintinghistory.org/index.php


  

421  

 

Sanjek, R. American popular music and its business.  Vol. 2. New York: Oxford University 

Press, 1988. 

Schultz, Marianne. “‘A harmony of frenzy’: New Zealand performed on the stage, screen and 

airwaves, 1862-1940”. PhD diss., University of Auckland, 2014. 

Scott, D.B. The Musical soiree; rational amusement in the home. “Serious pleasures”: 

Interdisciplinary nine-teenth century studies comference, University of Iowa, April 1-4, 

2004. Accessed 13 June, 2014. The Victorian Web 

www.victorianweb.og/victorian/mt/parloursongs/scott1.html.  

———. The singing bourgeois: songs of the Victorian drawing room and parlour. 2nd ed. 

Aldershot: Ashgate, 2001. 

Seaman, G. "New Zealand periodicals with musical content". Fontes Artis Musicae 39 

(1992): 211-19. 

Self, Geoffrey. Light music in Britian since 1870: a survey. Aldershot: Ashgate, 2001. 

Sheet Music from Canada's Past. www.collectionscanada.gc.ca/sheetmusic/index-e.html 

Shieff, Sarah. “Magpies: negotiations of centre and periphery in settings of New Zealand 

poems by New Zealand composers, 1896-1993”  PhD, University of Auckland, 1994.  

Simpson, A. Hallelujahs & history: Auckland Choral 1855-2005. Auckland: Auckland 

Choral, 2005. 

———. “Opera in the antipodes”. New Zealand Journal of History, 27 no.1, (1993): 61-74. 

———. Opera's farthest frontier: a history of professional opera in New Zealand. 

Wellington: Reed, 1996. 

Skinner, Graeme. “Toward a general history of Australian musical composition: first national 

music, 1788-c.1860”. PhD diss., University of Sydney, 2011. 

Smith, A., and L Wevers, eds. On display: new essays in cultural studies. Wellington: 

Victoria University Press, 2003. 

Solie, R.A. "Music". In Cambridge companion to Victorian culture, ed. F. O'Gorman. 

Cambridge: Cambridge University Press, 2010. Cambridge Collections Online 

DOI:10.1017/CCOL9780521886994.006 

Stafford, J, and M. Williams. Maoriland: New Zealand literature 1872-1914. Wellington: 

Victoria University Press, 2006. 

Temperley, N, ed. The Romantic age 1800-1914. Athlone music in Britain. London: Athlone, 

1981. 

Thomas, A. "The family album of drawing room songs". Music in New Zealand 28 (1995): 

40-43. 

———. "On the ball: New Zealand's rugby song". In Sport, Society and Culture in New 

Zealand, edited by B. Patterson, 111-121. Wellington: Stout Research Centre, 1999. 

http://www.victorianweb.og/victorian/mt/parloursongs/scott1.html
http://www.collectionscanada.gc.ca/sheetmusic/index-e.html


  

422  

 

———. "Pokarekare Ana: an overlooked New Zealand folksong". Journal of Folklore 

Research 44, no. 2-3 (2007): 227-37. 

Thomson, J. M. Biographical dictionary of New Zealand composers. Wellington: Victoria 

University Press, 1990. 

———. "A colonial bouquet". Early Music New Zealand 3, no. 4 (1987). 

———. A distant music: the life and times of Alfred Hill. Auckland: Oxford University Press, 

1980. 

———. “The indefatigable pursuit: glimpses of the colonial ball in New Zealand”. Stout 

Centre Review 3, no.1 (1992): 8-13. 

———. Oxford history of New Zealand music. Auckland: Oxford University Press, 1991. 

Thomson, J. M., ed. Farewell colonialism: the New Zealand International Exhibition 

Christchurch 1905-07. Palmerston North: Dunmore, 1998. 

Totten, Nancy Kinsey. “The English Victorian drawing-room ballad: a product of its time”. 

PhD diss., Indiana University, 1997.  

Trainor, L. "New Zealand writers seeking overseas publishers, 1870-1914". Script & Print 29 

(2005): 311-22. 

Twigger, Jillian. “The Australian Album for 1857 and Eduoard Boulanger’s “The last rose of 

summer’”. Context 40 (2015): 81-98. 

http://contextjournal.music.unimelb.edu.au/context/files/2016/07/40_Twigger-

2l5svwd.pdf  

Twyman, M. Early lithographed music: a study based on the H. Baron Collection. London: 

Farrand Press, 1996. 

———. “The long-term significance of printed ephemera”. RBM: A Journal of Rare Book, 

Manuscripts, and Cultural History, 9, no. 1 (2008): 19-57. 

Turner, Paul. “New Zealand music and the First World War: the music of Miss Jane 

Morison”. Journal of New Zealand Literature, 33,o. 2 (2015): 72-88. 

http://www.jstor.or/stable/43681963.  

Ubeda, P. "Keeping time: the piano as a barometer of Auckland society 1896-1900". PhD 

diss., University of Auckland, 2008. 

van Orden, K. ed. Music and the cultures of print. New York: Garland, 2000. 

Vandrei, Martha. “ ‘Britons, strike home’: politics, patriotism and popular song in British 

culture, c1695-1900”. Historical Research, 87, no. 238 (2014): 679-702. 

Veracini, Lorenzo. Settler colonialism: a theoretical overview. Basingstoke: Palgrave 

Macmillan, 2010. 

Vickers, Louisa Mary. “Alberton’s sheet music collection from 1850-1915”. MIS diss., 

Victoria University of Wellington, 2015.   

http://contextjournal.music.unimelb.edu.au/context/files/2016/07/40_Twigger-2l5svwd.pdf
http://contextjournal.music.unimelb.edu.au/context/files/2016/07/40_Twigger-2l5svwd.pdf
http://www.jstor.or/stable/43681963


  

423  

 

Walker, D. P. "From Hawk-Eye march and quick step to caprice Hongrois: music 

publishing". American Music 1, no.4 (1983): 42-62. 

Watson, Helen. "Music in Christchurch". MA diss., University of Canterbury, 1948. 

Waylen, J. The Macmillan Brown bibliography of music in Canterbury, 1850-1950. 

Christchurch: University of Canterbury, 1996. 

Williams, A. Constructing musicology. Aldershot: Ashgate, 2001. 

Wolfe, R. "Melodies in Maoriland: local imagery in early New Zealand sheet music". Music 

in New Zealand 16 (1992): 42-44. 

Wolfe, R. J. Early American engraving and printing. Urbana: University of Chicago Press, 

1980. 

Woods, J. Facing the music: Charles Baeyertz and the Triad. Dunedin: Otago University 

Press, 2008. 

 

Newspapers and periodicals (Selected individual titles and aggregations) 

British and commonwealth printer, stationer and booksellers circular.  

British Library newspapers (Gale online database) 

British Periodicals (Proquest online database) 

Budget (New Plymouth) 

Catalogue of copyright entries, musical compositions (Library of Congress) 

C19: the nineteenth century index (Proquest online database)  

Church Gazette 

Evening Herald (Dunedin) 

Family Friend 

New Zealand Graphic and Ladies Digest 

New Zealand Illustrated Magazine.  

New Zealand Musical Monthly  

New Zealand Muse 

Musical Opinion and Music Trade Review 

Musical Times 



  

424  

 

19
th

 century UK periodicals (Gale online database) 

Papers Past. (National Library of New Zealand),  

( https://paperspast.natlib.govt.nz/newspapers ) 

Printing Times 

Proquest historical newspapers (Proquest online database) 

Review of Reviews (Melbourne) 

Stockwhip.  

The Triad. 

Trove. (National Library of Australia), ( http://trove.nla.gov.au)  

Typo 

Zealandia.  

 

 

https://paperspast.natlib.govt.nz/newspapers
http://trove.nla.gov.au/

	coversheet.pdf
	General copyright and disclaimer


