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Abstract

Historians are increasingly paying attention to the intersections between objects, people and
places as an aspect of the social and cultural histories of settler colonial societies. This thesis
investigates selected textiles of British migrant and settler women in Aotearoa New Zealand
as an element of what is de ned here as “colonial textile culture'.

It draws on the collections of mid-nineteenth century clothing and textiles held at two
provincial museumsinthe lower North Island of New Zealand: Te Manawa Museum of Art,
Science and History, in Palmerston North, and Whanganui Regional Museum, in Whanga-
nui. Colonial textile culture is examined through six surviving objects associated with mi-
grant women of English, Irish and Scottish ethnic origin. These are presented as part of a
wider re-evaluation of textiles in colonial cultural history. A set of journals, amourning sam-
pler and a workbox allow insights into the more personal aspects of textile culture, while a
silk wedding dress, a battle ag and a straw bonnet re ect its more public dimensions. Many
of these are revealed to be highly emotional objects, in addition to their sensory dimensions,
that were essential to the making of relationships, identities and experiences.

The concept of colonial textile culture encapsulates the ways in which textiles in mid-
nineteenth century Aotearoa New Zealand variously created and sustained family memo-
ries; contested and reinforced notions of social class; related to both feminine and mascu-
line identities; and served as a site of interaction between British migrant and settler women
and Maori communities. Colonial textile culture was also a source of commercial opportu-
nity for some women. Finally, it was part of a wider circulation of commodities, ideas and
practices throughout the British Empire that provided an underpinning to the extension of
settler colonialism.
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Glossary

aho weftyarns; also a single weft stroke and a weft row

armscye armhole; location where sleeve is joined to bodice

aroha aection, love

aurei cloak pin

awa river

buckram coarse linen or other cloth sti ened with a sizing agent

calico plain white or unbleached cotton cloth

chequerwork any pattern with alternating squares of di erent colours

cotton bre from seed hair of plants of genus Gossypium

crochet fabric structure made by looping a single continuous yarn with a hooked needle
cross-stitch pair of slanting stitches that cross each other at the centre

bre  main constituents of textiles derived from animal and plant sources; varying physical
characteristics, such as short and long, straight and twisted, soft and hard

llet  narrow band or ribbon worn around the head

ock soft material used for lling items such as cushions

oss shiny untwisted or loosely twisted raw silk thread

haki ag

handle feel of fabric, in uenced by whether yarn type is smooth or hairy

hapu subtribe; section of a large kinship group

harakeke Phormium tenax, New Zealand ax; used for many textile applications
hnau Elaeocarpus dentatus, atall forest tree; bark used to dye muka a black colour
hui  gathering, meeting

hukahuka rolled two-ply threads; used as decorative elements on korowai
huruhuru feathers

glaze textile nishingtechnique to create a shiny and smooth fabric surface

iwi  tribe; extended kinship group

kahu huruhuru feather cloak

kahu koati cloak thatincorporates goat hair

kakaho toetoe stem

kakahu generic terms for cloak

karure unravelled three-ply tassels; used as decorative elements on korowai



kainga village

kaitaka paepaeroa cloak with vertical aho or weft rows

karakia prayer

karanga formal ceremonial call of welcome

kawakawa Macropiper excelsum, a small tree with heart-shaped leaves

kete bag, basket

kiekie Freycinetia banksii, a thick native vine; used for weaving

kingite of the Maori King Movement or iKgitanga

korero speech, story, news, conversation

korowai cloak ornamented with hukahuka

kuia female elder

kutakuta Eleocharis sphacelata, the bamboo spike sedge; used for hats, mats and kete
leg-of-mutton style of sleeve that is full and loose around the upper arm and tight- tting
on the forearm and wrist

leghorn ne, plaited straw made from an Italian variety of wheat; used to describe items
made from this product

leno open or cellular fabric made by crossing warp yarns in weaving

linen bast bre from ax, Linum usitatissimum, an annual that is native to Europe
lustre sheen on surface of cloth caused by re ecting light; typical of long, smooth bres
such as silk

maire tawake Syzygium maire, swamp maire, a tree of swampy forests

mana prestige, authority, charisma

mangpare rafter pattern that symbolises the hammerhead shark

mantel cloth or mantel drape; decorative cloth draped from mantelpiece of a replace
mantelet small mantle or short cloak

mantle long, sleeveless cloak

marae open areain front of the wharenui

mekameka chain

mere ashort, hand weapon made of stone

mordant substance that combines with a dye and allows it be xed in the bre

muka prepared ax bre.

niupepa newspaper

pakel usually refersto New Zealander of European descent

pngao Desmoschoenus spiralis, golden sand sedge; used for weaving

potae hat, covering for the head

potae taua mourning cap

pa kahawai shing lure used to catch kahawai, Arripis trutta

paimarire  independent Mori Christian faith developed by Te Ua Haumin Taranaki
paraoa whalebone weapon

Xi



parawai very ne cloak with undecorated foundation aardko borders

pattée of across, with arms that are almosttriangular, so that the whole resembles a square
pompom a tuft or bunch of ribbons, feathers, owers, threads of silk, wool, or other ma-
terials

porera sleeping mat

powaka whakairo carved box

purapura whetu literally "seed star'

raranga plaiting

raupo  Typha orientalis, bulrush, a tall swamp plant with distinctive brown seed head

rep plain-weave fabric with slightly ribbed surface, created by alternating coarse and ne
yarns in weaving

saltire St Andrew's cross

signature sheet of paper folded into leaves forming part of a book

silkk  bre derived from secretions of silkworm

taniko weft-twined geometric patterned borders on ne cloaks

t pare headband, ornamental llets for the head

taiaha long, wooden weapon with a striking blade and carved head often decorated with
a collar of feathers

takapau oor or sleeping mat

takitahi  over-one and under-one chequerwork pattern

tane man

tanekaha Phyllocladus trichomanoides, celery pine, a tall forest tree; bark used for dyeing
muka a tan colour

tangata whenua indigenous people

tangi tangihanga, funeral

taonga cultural treasure

taonga tuku iho cultural treasure passed down

tapu sacred, restricted

taurapa canoe sternpost

tea-tree Leptospermum scopariumanuka, a small tree

tikouka Cordyline australis, cabbage tree

toetoe Cortaderia spp., stems are used for tukutuku panels

tohunga expert, priest, healer

tu  Prosthemadera novaeseelandiae, parson bird

tukutuku ornamental lattice-work; used particularly between carvings around the walls
of meeting houses

twill  woven fabric characterised by parallel diagonal ridges or ribs in which the warps and
wefts are o set

wahine woman

xii



wairua spirit, soul

waka canoe

warp the rstset of elements used in weaving; they are longitudinal and run perpendicu-
lar to wefts

weft second set of elements used in weaving; they pass across the width of the fabric in-
terlacing with warps

weft-twining a weave structure created by twining two wefts (aho) around each warp
(whenu)

whanau family

whare house

whatu  weft-twining

whenua land

whetu star

whiri  to plait or braid

wool animal hair, particularly from sheep; comprises coarse, thick guard hairs and soft,
ne undercoat hairs with some crimp

yarn length of bre, twisted or spun, used for making a textile
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Figure 1: Three women standing on Mulgrave Street, Wellington, with ships in the harbour
and Mt Victoria and Te Aroin the distance. Four men, including a pair with a horse and cart,
are on the right. The Thistle Inn is beyond them closer to the shore. Taken by an unknown
photographer, 1857 59. Ref: E-296-g-170. Alexander Turnbull Library, Wellington, New
Zealand.
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Introduction: Colonial Textile Culture

On 13 May 1850, Charlotte Godley wrote a letter from the colonial town of Wellington:

We had aninspection of the troops by Commander-in-Chief, Colonel McClev-
erty. It ought to have been a very pretty sight, but we had a Scotch mist all the
morning which spoilt it all and dimmed the beauty of the new uniforms. Mrs.
Daniell and Mrs. Petre each came in from the Hutt, with a troop of children,
satin pelisses, blue bonnets and feathers, etc.

Charlotte Gri th Wynne's marriage to John Robert Godley, the Resident Chief Agent
of the Canterbury Settlement, brought her to Aotearoa New Zealand between 1850 and 1853.
Expressing such sensibilities towards male and female clothing was to be expected of a mem-
ber of the colonial elite, but Charlotte Godley was also disposed to turn a critical eye on
tangata whenua:

The natives are on the whole, both better and worse than | expected. That is,
some are quite good looking, civilized-looking people; among the men, very
well dressed, and more like ourselves in colour, size and bearing, than the Las-
cars, for instance, or agloureg@eople that | have seen. ... Butwhen you see
them in their wild state and dress, squatting about inpdlegvillages), they

are really disgusting-looking creatures, with something very inhuman in their
movements, and even featfires.

What Charlotte Godley saw that day was a “Scotch mist' that marred her full apprecia-
tion of the “very pretty sight' the British soldiers might have made. A pleasing sense of social
order was maintained through the "beauty of the new uniforms' and the "satin pelisses, blue
bonnets and feathers, etc.' The presence of ‘troops' was made benign in a recursive link to
a ‘troop of children'. By contrast, the categories of "very well dressednd those in a
“wild state and dress' were unstable. Charlotte Godley's use of clothing to conjure the re-
demptive power of British civilisation was adept, yet it was also based on social hierarchies
that were profoundly subjective.

ICharlotte Godley,etters from Early New Zealaiwdhitcombe & Tombs, Christchurch, 1951, pp. 45 6.
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This thesis o ers a new conceptual framework namely, “colonial textile culture' that
can be used to integrate the social and cultural practices associated with textiles into the colo-
nial history of Aotearoa New Zealand. Colonial textile culture is a recasting of the concept
of “textile culture' for the circumstances of settler colonial societies. The textile culture of
migrant women such as Charlotte Godley and her contemporaries who came from varying
English, Irish and Scottish family backgrounds and localities to Aotearoa New Zealand in
the mid-nineteenth century, will be explored by way of example (sef Figure 1). As Grace
Millar has recently asserted:

The work of writing about women's lives is vital, and the mostimportant point
of early women's history is still true: women's lives still matter, they should not
be segregated o into a corner of no in uence; a history corpus that ignores
what women do and treats men as the default is misrepresenting qﬁe world.

Using a case study approach, | show that extant women's textiles have multi-faceted his-
tories that can be used to enrich our understanding of the textile culture of mid-nineteenth
century Aotearoa New Zealand. Six objects aset of journals, a ag, a bonnet, a sampler, a
dress and aworkbox andthe mothers, daughters and wives who made, used and keptthese
provide the basis for this exploration. Was the textile culture that these items make manifest
as triumphal as Charlotte Godley's written observations suggest? The overarching question
that guides this thesis is: What was the meaning and signi cance of colonial textile culture
in mid-nineteenth century Aotearoa New Zealand?

Textiles are universal to all human cultures. In speci c contexts they are used to assert
and maintain hierarchies of power. Cotton textiles, for instance, provided a nancial and
industrial underpinning to British imperial expansion during the nineteenth century, bring-
ing about signi cant instability to other textile-producing nations, such ﬁ Netian
everyday life and cultural representations in Britain and settler colonial societies at that time
arange of textile processes “felting, spinning, stitching, knotting, knitting, weaving, plait-
ing, draping, cutting and styling'" were gendered soft and f8riiaketextile products
that resulted from these processes were crucial to the formation of personal identities and
the maintenance of social categories such as class, gender and race.

2Grace Millar, "Women's Lives, Feminism and¢eZealand Journal of History', New Zealand Journal
of Historyyol. 52, no. 2 (2018), p. 147.

3Beverly Lemir&ottonBerg, Oxford, 2011; Giorgio Riglotton: The Fabric That Made the Modern
World, Cambridge University Press, Cambridge, 2013; Sven Beglegtof Cotton: A Global Histakix
fred A. Knopf, New York, 2014.

4Claire Pajackzkowska, ‘Making Known: The Textiles Toolbox Psychoanalysis of Nine Types of Textile
Thinking', in Janis Je eries, Diana Wood Conroy and Hazel Tlegllandbook of Textile CultuB&®oms-
bury Academic, London and New York, 2016, p. 83. See also Beth Fowkes and Maureen Daly Goggin, "Intro-
duction: Materializing Women', in Maureen Daly Goggin and Beth Fowkes TolWorads,and Things,
1750 1950: Gendered Material Stratssfiegte, Burlington, 2001, pp. 1 3; Maureen Daly Goggin and Beth
Fowkes Tobin, edgyomen and the Material Culture of Needlework and Textiles, 17B81§&@, Farn-
ham, Surrey and Burlington, 2009, pp. 1 5; Lorinda Cr&feedlework and Women's Identity in Colonial
Australig Bloomsbury Visual Arts, London and New York, 2019, pp. 45, 50.
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It is therefore useful to ask how British migrant and settler women of varying family
origin used textile culture to create a place for themselves in Aotearoa New Zealand and
how Maori participated in that culture. What many British migrant and settler women did

or continued to do when they arrived in Aotearoa New Zealand was grow and raise,
make and use, discard and keep textiles. The relative importance of social categories such
as class, gender and race to colonial textile culture will be determined by the “local stories'
presented in each case ﬂl.m;{onial textile culture is arelational concept that was not the
sole preserve of British migrant and settler women, but they are central to its analysis.

| begin with personal motivations for exploring colonial textile culture through objects
in Aotearoa New Zealand. Shifting to the historiographical context, this introduction out-
lines the de nitions that have been chosen for key terms and concepts, including textile cul-
ture as a form of material culture, and its intersections with materiality and objects, biogra-
phy and social identity, and localities and settler colonialism, as well as how and why these
concepts will be deployed.

There is a vast literature relating to the nineteenth century histories of clothing and tex-
tiles from throughout the world, with studies ranging in scale from the global to ﬁje local.
Setting aside studies with an economic focus, itis still necessary to select from those that take
social and cultural approaches. Likewise, the scholarly literature on material culture, mate-
rials and materiality has expanded across many disciplines in recent decades, and only work
that is directly applicable to the themes and topics of this thesis is mentioned. The selected
literature sets up the historiographical position that | adopt and explains why | have taken
an object-based approach. | end by introducing the six objects at the heart of this thesis and
the reasons | selected them.

Motivations for exploring textile culture through objects

My interest in women's lives in the past took shape when | worked as a researcher for Anne
Else'sMomen Together: A History of Women's Organisations in New ZeaaRdNg

W ahine o te Motuwhich was published for the centenary of women's su rage [ﬁ1 1993.
This left me with a thorough knowledge of the varied public lives of women, but with lit-

tle direct knowledge of their personal lives. Further work as an editorial o cer specialising

SNatalie Zemon Davis, ‘Decentering History: Local Stories and Cultural Crossings in a Global World',
History and Theoryol. 50, no. 2 (2011), pp. 188 202.
SFor instance, examples of local studies include Grace Karskens, ‘Red Coat, Blue Jacket, Black Skin: Abo-
riginal Men and Clothing in Early New South Wakdsiriginal Historywol. 35 (2011), pp. 1 36; Penny Rus-
sell, "Girl in a Red Dress: Inventions of Mathinkastralian Historical Studiesyl. 43, no. 3 (2012), pp.
341 62. For instance, examples of global studies include Cething2011; RiellGotton 2013; Beckert,
Empire of Cotto2014.
’Anne Else, edWomen Together: A History of Women's Organisations in New ZeataRoilg
W ahine o te Motuistorical Branch, Department of Internal A airs and Daphne Brassel Associates, Welling-
ton, 1993; updated and revised 2018, see https://nzhistory.govt.nz/women-together.
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in women's biographies for thetionary of New Zealand Biograpbynented an outward
focus on exceptionalwomen. When | became a museum curator in 1998, | learned that if col-
lection items associated with women had documented histories, and this was by no means
always the case, they were generally of a small, personal scale. | also found that the act of mak-
ing a donation or viewing family items could be emotional for the individuals concerned.
For instance, | recall the feelings of deep attachment expressed in the collection store when
the descendants of the late Elizabeth Croucher, who ran a needlework shop in Palmerston
North during the rst half of the twentieth century, gathered to view a large "Jacobean-style'
crewel work curtain she had made to hang across the hallway of I@Tﬂmm between
textiles, history and memory were apparent. As | participated in the tasks of collection de-
velopment and exhibition curation, | began to consider how to connect clothing and textile
artefacts to themes and topics in social and cultural ﬁistory.

| contributed "Opening the Wardrobe of History: Dress, Artefacts and Material Life in
the 1940s and 19505 regments: New Zealand Social & Cultural Histoegllection of es-
says edited by Bronwyn Dalley and Bronwyn Labrum, published in 2000. The purpose was
“to explore dress as an aspect of material life in New Zealand during the 1940s and 1950s, ex-
amining the way men and women used clothes to make sense of themselves and their worlds
during wartime and its aftermath.' Inspired by the methods of cultural history in particular,
the essay was an exercise in "evidential synthesis' that brought extant clothing and a range of
textual, oral and pictorial sources together to conclude that:

Items of dress and adornment o er evidence of cultural values not expressed
in words, but it is also important to examine the ways that people talked and
wrote about them. Through doing this, periods such as the 1940s and 1950s can
be reinterpreted as a time of innovation, colour and creativity: it is time to take
artefacts out of the “closed wardrobe' of hiory.

Historian Chris Hilliard, for one, was unconvinced. In "Colonial Culture and the Prov-
ince of Cultural History', he wrote: "The objects themselves are simply described within
a matrix of signi cation and signi cance derived from elsewhere. The objects are not, as
it were, setting the agenda, whereas they do in some of the most accomplished histories of
material culture in and for other countlﬁk/lbst helpfully, he provided the instance of a
newly released book by Laurel Thatcher Ulrich, a leading historian of early America.

8'Curtain, Jacobean-style oral pattern in wool crewel work on linen, c. 1900 45, 2001/63/1, Te Manawa
Museum (TMM);Manawatu Standarg20 October 1903, pManawatu Standard28 April 1943, p. 6.

9An approach was suggested by Anne Else, “The Da odil Dagieen's Studies Association Conference
Papers, Dunedin, August 1B8nedin, 1988, pp. 47 52.

¥riona McKergow, ‘Opening the Wardrobe of History: Dress, Artefacts and Material Life of the 1940s
and 1950s', in Bronwyn Dalley & Bronwyn Labrumfeaisments: New Zealand Social & Cultural History
Auckland University Press, Auckland, 2000, p. 185.

1Ehris Hilliard, *Colonial Culture and the Province of Cultural Histbigty Zealand Journal of History
vol. 36, no. 1 (2002), pp. 86, 95.



Her critically acclaimed bodke Age of Homespun: Objects and Stories in the Creation of
an American Mythpublished in 2001, provides a signi cant foundation forthis[ﬁ@sis.
my rstreading | wasfascinated thatasmall yetprecious selection oftextiles could be used
as a means to create an account of women's lives that was deeply woven into the economic
and social fabric of early New England. | learned that it was an extension of Ulrich's earlier
work and derived from the methods of women's history. In the early 1990s, she had won a
Pulitzer Prize foh Midwife's Tale: The Life of Martha Ballard Based on Her Diary, 1785
1812 study that interpreted opaque episodes from the midwife's diary such as "Mrs Foster
has sworn a rape on a number of men' in relation to her community EftmﬂeeThe
Age of Homespuudlrich weaves layers of complexity into the history of New England, by
positioning women's textiles at the centre of an “industrious revolution' that displaced the
indigenous peoples of the Northeast. She simultaneously sheds light on the myths which
nineteenth century Americans created about their early colonial past. It was the kind of
historical analysis | had been looking for: its “episodic narratives' suggested ways to bridge
the divide | had experienced between historical research and museurﬂcuration.

When | wrote a second essay on the history of clothingydking Flash: Clothing in
Aotearoa New Zealardyas familiar with Ulrich's methods. Yetin ™ "Justthe Thing': Shop-
ping for Clothes in Palmerston North', | reduced items of clothing held at Te Manawa Mu-
seum of Art, Science and History (hereafter Te Manawa Museum) to iIIustrativeﬁnaterial.
The garments themselves did not contribute to an analysis of changing patterns of clothes
shopping in that locality and | had become less certain about the kind of historical work that
might be done with the collections of clothing held by museums. Australian historian Linda
Young summed up the dilemma in this way:

First, what survives in museum collections is overwhelmingly unprovenanced,
and hence it is impossible to assess with certainty the economic and cultural
conditions of the original wearer. Second, surviving items tend to be speci-
mens of best or sentimentally important dress. Third, the corpus of museum
historic clothing is almost invariably single items, detached from the ensem-
ble of trimmings and outerwear (not to mention underwear) that constituted
them so richly as indices of taste. Fourth, systematic documentary evidence of

13 aurel Thatcher Ulrici;he Age of Homespun: Objects and Stories in the Creation of an American Myth
Alfred A. Knopf, New York, 2001.

13 aurel Thatcher UlrichA Midwife's Tale: The Life of Martha Ballard Based on Her Diary, 1785 1812
Vintage Books, New York, 1991.

“Eric Slauter, 'Review Essay: Craft and Objecttiaoty American Literaturgpl. 39, no. 2 (2004), p.
374.

¥Fiona McKergow, * *Just the Thing': Shopping for Clothes in Palmerston North', in Bronwyn Labrum,
Fiona McKergow and Stephanie Gibson,Lexéing Flash: Clothing in Aotearoa New Zeakfaunzkland
University Press, Auckland, 2007, pp. 132 53.



an individual's whole wardrobe, even a synchronic slice, is extremE?y scarce.

The curators and practitioners among the other contributbosking Flasivere not
as tentative and | admired their more con dent use of extant items of @thing.

Their work in addition to the example tfons Ng Taonga: From the Collections of
the Museum of New Zealand Te Papa Tongaae@ather museum catalogues was a
catalyst fofe Hao Nui The Great Catch: Object Stories from Te Marawawareness
ofthe ways that objects can be used to write local histories emerged from co-editing this book
with Kerry Taylor. For instance, my entry on "Helena Harcourt's Fencing Out t' was based
on “close looking' and discussion with the donor about her mother's fencing activities in
the interwar period. The intimate relationships between surviving items of clothing, family
memory, social standing in a community and an elite sport were@‘vident.

Local histories are usually written from textual, oral and pictorial sources, and their writ-
ersrarely consider the material culture of their chosen locality as an explicit theme in its own
right. Most focus on signi cant landscapes, events, industries and personalities; some also
analyse political, economic, social and cultural p@&rﬂme past, historical objects were
used to bolster perceptions of progress and to add narrative colour. George Petersen's 1973
centennial history of Palmerston North, for instance, includes a brief chapter on the “iron
horse' and occasional vignettes, such as an evocative description of Emilie Monrad's piano
being oated up the ManawaRiver in the 186@.However, immoveable forms of ma-
terial culture, such as buildings and bridges, with the physical advantages of geographical
features, tend to take precedence. As this thesis will show, the inclusion of textiles can open
up other possibilities within this genre by literally “picking up the threads of p@st lives'.

Key concepts and terminology

The term “textile culture' originated as a categorising concept in American museum anthro-
pology and has come in and out of view in di erent guises since the early twentieth century.
Mary Lois Kissell, an employee of the American Museum of Natural History (AMNH),

19 inda YoungMiddle-Class Culture in the Nineteenth Century: America Australia and Biaind-
mills, Basingstoke, Hampshire; Palgrave, New York, 2003, p. 171.

These include essays by Patricia Te Arapo Wallace, Roseanne Livingstone and Valerie Carson, David
Butts, Jennifer Quérée, Awhina Tamarapa and Jane Malthus.

&jona McKergow, “Helena Harcourt's Fencing Out t', in Fiona McKergow and Kerry Taylde, eds,
Hao Nui: Object Stories from Te Mang@adwit, Auckland, 2011, pp. 100 05.

1%5ee for instance, John Cookson and Graeme Dunst&ihutiern Capital: Towards a City Biography,
1850 200Danterbury University Press, Christchurch, 2000; Forthcoming: Margaret Tennant, Geo Watson
and Kerry Taylor, edGjty at the Centre: A History of Palmerston Nidaksey University Press, Auckland,
2020.

20G, C. Peterse®almerston North: A Centennial Hist&®ged, Wellington, 1973, pp. 64, 75 88.

2Him Ingold,Lines: A Brief HistorRoutledge, London and New York, 2007, p. 90.
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has been identi ed as the rst non-indigenous female scholar of Native Americﬁ textiles.
An early use of the term can be found in a review of one of her publicdgaonand

Cloth Making: An Economic Studyitten in 1919 by anthropologist Clark Wissler, who
had employed her at AMNBTextiIe culture was also used to refer to the cultivation of
bre-producing plants for the purposes of making cloth at this time. Scienti ¢ de nitions
have continued into the present, for instance in relation to the culture of bacteria for textile
dyes as a water conservation measure.

Feminist labour historians have used the phrase to refer to the culture of textile produc-
tion. For Ardis Cameron: "Textile culture itself was an a air of the tribe involving those
who depended on it for a livelihood in an elaborate system of reciprocity, dependence, and
co-operatiorﬁ Her study focussed on the militancy of working-class women in the textile
manufacturing town of Lawrence, Massachusetts, in the late nineteenth and early twenti-
eth centuries. Helen Harden Chenut, another American feminist labour historian, used the
phrase similarly, in the context of a speci ¢, technical culture of textile pro@if:Stien.
identi ed the working-class family as animportant factor in its transmission: "Assigned tasks,
sharedavoir-fairerecognized skills, acommon language of textile techniques of production

all contributed to perpetuating a work culture and establishing a worker identity with the
tradeﬁ The way technical knowledge was shared amounted to a ‘dominant male textile cul-
ture' that disadvantaged female oper@m ndings were based on the French textile
industry in Troyes in the Third Republic.

In recent years, the phrase textile culture has also been adopted in art and design stud-
ies, particularly in relation to research on curation, memory, narration and te@mology.
For example, Kirsty Robertson, a visual art curator and scholar, has examined "artworks that
use piecing or patchwork as a political strategy’ as a widespread historical and contempo-
rary practice. Her examples range from Chilean arpilleras, or colourful patchwork pictures
of everyday life, which were reused "to tell stories of arrest, torture, disappearance, fear and
loss under the Pinochet government' to the current, community-based Lynch Quilts Project
driven by artist LaShawnda Crowe Storm, which “explores the history of racial and ethnic

?Ara Jackniss and Erin L. Hasino , "More than a Footnote or Bibliographic Entry: Mary Lois Kissell as
an Innovator of Textile Studyextile Society of America Symposium Proceedi@d2014), pp. 1 10; Jane
Anderson, "Negotiating Who Owns Penobscot Cultémethropological Quartensgl. 91, no. 1 (2018), p.
271.

2lark Wissler, *Review'drn and Cloth Making. An Economic StiiyyMary Lois KisselAmerican
Anthropologistol. 21, no. 1 (1919), pp. 91 2.

24Ardis CamerorRadicals of the Worst Sort: Laboring Women in Lawrence, MassachusettdJh860 1912,
versity of lllinois Press, Urbana and Chicago, 1995, p. 42.

2Helen Harden ChenuEabric of Gender: Working-Class Culture in Third Republic Rianeersity
of Pensylvannia Press, University Park, 2005, p. 106.

26Chenut,Fabric of Gendgp. 162.

2’Chenut Fabric of Gendgp. 188.

28)anis Je eries, Diana Wood Conroy and Hazel QagkHandbook of Textile CultuBéoomsbury,
London and New York, 2016.



violence in the United Sta@imilarly, curator and scholar Margie West has explored the

ways mission women transferred the forms and techniques of coiled basketry between in-
digenous groups in Australia. This provided the subsequent basis for indigenous gurative
bre sculpture in areas such as the Northern Territory, a nding that supports the argument
of indigenous scholar Marcia Langton that "much of Australian contemporary artis an arte-
fact of the colonial encount@'Such studies often blend past and present for the purposes

of exploring the role of textiles in contemporary art and design.

At the same time, textile culture has been used in the context of the textile heritage of a
natiorﬂFor instance, fashion historian Gabriele Mentges has analysed the "vivid and multi-
faceted textile culture' that developed in Uzebekistan in the 25 years since its independence as
a form of national heritage and a means to create "a distinct Uzbek nation on a global stage'
through fashioﬁShe is one of the few scholars to provide an explicit de nition:

The term “textile culture' is used in a broader sense as implicit historical expe-
rience and knowledge, lived practice and potential future, including contem-
porary and former textiles and fashion alike it is understood as an arena of
con ict and negotiation within particular habitats of time and space, and as an
open, ongoing procéss.

Unlike print culture, textile culture is not a term that is widely used in contemporary
historical scholarship, and the range of de nitions across various disciplines since the early
twentieth century provide a motivation for developing a historical understanding of the con-
cept. Terms such as "material culture', "'material histories' and "material culture history' are
more commonly used by historians, who tend not to take a critical approach to materials
and materiali@There are local exceptions, such as Tony Ballantyne's compaaisaun of r
whakapapa (genealogical sta s) and writing on paper in relation to the transfer of knowledge
for Kai TahuS?

2Xirsty Robertson, "Quilts for the Twenty- rst Century: Activism in an Expanded Field of Quilting', in
Je eries et all,he Handbook of Textile Cultysp. 197 210.

30Margie West, “Yuta Djama: Innovation in Australian Indigenous Fibre', in Je erigh@ttndbook
of Textile Culturgop. 293 308.

3¥or instance, Japanese textile culture, see Sheil@r@i®qcial Life of Kimono: Japanese Fashion Past
and PresenBloomsbury, London and New York, 2017, p. 185.

3%Gabriele Mentges, “Between Design, “National Dress' and Nation Branding: The Dynamics of Textile
Culture in the Process of Uzbek National Formation’, in Gabriele Mentges and Lola Shamukhitdinova, eds,
Textiles as National Heritage: Identi es, Politics and Material CiMasanann Verlag GmbH, Minster,
2017, pp. 31, 55.

3Gabriele Mentges, "Introductory Remarks', in Mentges and Shamukhitdin@eatikdsas National
Heritagep. 9.

34 aren Harvey, eddjstory and Material Culture: A Student's Guide to Approaching Alternative Sources
Routledge, London and New York, 2009; Bronwyn Labrum, “Material Histories in Australia and New
Zealand: Interweaving Distinct Material and Social Dontists'ty Compas®). 8, no. 8 (2010), pp. 805
16; Anne Gerritsen and Giorgio Riello,\&iging Material Culture HistoryBloomsbury, London and New
York, 2015.

3¥or example, Tony Ballantyne, *Pen, Paper and Pritiépsof Empire: Locating New Zealand's Colo-
nial Past Bridget Williams Books, Wellington, 2012, pp. 212 14.
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The term “textile culture' has been chosen from several options. Some anthropologists
working on topics relating to Oceania claim the existence of “cloth cultures' and “non-cloth
cultureﬂ In their work, “cloth’ refers to "a soft and pliable plane' and "non-cloth’ refers to
‘open-work composit@l.prefer aninclusive approach that de nes all forms of cloth, skins
and leathers, and strings and cords as “textiles'. Textile culture is therefore open to all textile
processes that have a bearing on the cultural consequences of settler colonialism, although
these cannot be covered in this thesis due to their sheer diversity. This also explains why the
widely used concepts of ‘dress culture' and “dress history', which are widely understood as
tied to the body and self-fashioning, are insu cient for the purposes of th@éltbdy.
rule out the wide diversity of textile applications that were an aspect of daily life in settler
colonial societies, for instance, maritime textiles such as sails and ropes. The concept of a
“material culture of needlework' has also gathered a number of adherents, but again | con-
sider it too narrowly focussed on working with needle and thread compared to the scope of
textile culture. Forinstance, it does not embrace&ey tdxtile practices of whatu (single-
and double-pair weft-twining) and raranga (pla@g).

Insummary, textile processes and products are both important to my de nition of textile
culture. | use the singular “culture', as opposed to the plural “cultures', for similar reasons,
that s, to allow the concept to remain open and uid, rather than narrow and @\Ad;ed.
historian William H. Sewell has argued "the critics' true target is the idea that cultures (in the
second, pluralisable sense) form neatly coherent wholes: that they are logically consistent,
highly integrated, consensual, extremely resistant to change, and clearlﬂoounded.'

My initial working de nition of textile culture for this thesis involved the span of knowl-
edge and meaning associated with textiles. More speci cally, it covered the range of practices
linked to the growing, making, using, keeping and discarding of textiles at a particular time
and place. As the study developed, and as the subsequent chapters show, | had to nd ways
to balance the material and the social aspects. The wide range of practices associated with
textiles in settler colonial societies, such as mid-nineteenth century Aotearoa New Zealand,
meant that | also needed to include their a ective, communicative, symbolic, and utilitarian

3%0n the concept of cloth and non-cloth cultures, see Brigitta Hauser-Schaublin, “The Thrill of the Line,
the String, and the Frond, or Why the Abelam are a Non-cloth Culdeesginiayol. 67, no. 2 (1996), pp.
81 106. See also Susanna Harris, "Textiles, Cloth, and Skins: The Problem of Terminology and Relationship’,
Textile: Cloth and Cultusel. 6, no. 3 (2008), pp. 222 37.

$'Hauser-Schaublin, “The Thrill of the Line, the String, and the Frond', p. 81.

3%0ndress history see Lou Tayldre Study of Dress Histdgnchester University Press, Manchester and
New York, 2002; Lou TayldEstablishing Dress Histdvianchester University Press, Manchester and New
York, 2004; Charlotte Nicklas and Annebella Pdllezgs History: New Directions in Theory and Practice,
Bloomsbury Academic, London, 2015.

3Margery Blackman, "Whatu: The Enclosing Threads', in Awhina Tamarsigizatdakahu: Maori
CloaksTe Papa Press, Wellington, 2012, pp. 76 77.

4Owilliam H. Sewell, “The Concept(s) of Culture', in Gabrielle M. Spieg@laaticing History: New
Directions in Historical Writing after the Linguistic TuRoutledge, New York and London, 2005, pp. 76
95.

4ISewell, “The Concept(s) of Culture’, pp. 89.
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functions.

Anthropologists who worked on Polynesian and Melanesian clothing and textiles, such
as Chloé Colchester, Susanne Kiichler and Graeme Were, provided k@l'rmsisgiﬁss
ways, they have drawn attention to the complexity of colonial cultural contexts. As Susanne
Kichler explained in the prefac€tothing the Paci:c

Clothing was one of the key visual markers of the advent of colonialism in the
Paci c, and was seen by Europeans as one of the signs of the acceptance of
civilization by islanders. However, the way in which foreign clothing was per-
ceived and incorporated by islanders did not necessarily re ect these ideas, but
involved the investment of indigenous preoccupations into new n‘@terials.

Developments in the Paci c, where hybrid forms emerged, such as changes to hiapo
(painted barkcloth) patterns in Nuie when European cloth was introduced and the emer-
gence of tivaevae quilts in the Cook Islands and holoku dresses in Hawai'i, have parallels in
Aotearoa New Zeala@lAmong the most distinctive, perhaps, akaku (cloaks) deco-
rated with woollen yarns and waistcoats woven from plant materials like harakeke@nd kiekie.
Charlotte Godley's observations do not encompass the interplay of textile processes and
products across cultures.

Textile culture, like other forms of material culture, originates as animate and inanimate
materials procured to create objects for meaningful purposes before eventually being altered,
discarded or preserved. Art historian Jules David Prown provided an in uential de nition
of material culture, for which: "The underlying premise is that human-made objects re ect,
consciously or otherwise, directly or indirectly, the beliefs of the individuals who commis-
sioned, fabricated, purchased, or used them and, by extension, the beliefs of the larger society

42Chloé Colchester, e@lothing the Paci,8Berg, Oxford, 2003; Chloé Colchester, “Textiles, Art and Cul-
ture', in Chloé Colchestefextiles Today: A Global Survey of Trends and Tradifioasies & Hudson,
London, 2007, pp. 169 75; Susanne Kichler and Daniel Middring as Material Cultur&erg, Oxford
and New York, 2005, especially chapters 8 10; Susanne Kiichler and GraPaw t\RaternThames &
Hudson, London, 2005; Susanne Kichler and GraeméWergt of Clothing: A Paci ¢ Experiekt@l.
Press, London and New York, 2005; Susanne Kiichler and Andred izaivas, The Social Fabric of the
Cook Island3e Papa Press, Wellington, 2010, pp. 1 17. On cloth, culture and colonialism, see also Bernard S.
Cohn,Colonialism and Its Forms of Knowledge: The British in Prili@eton University Press, Princeton,
1996.

43susanne Kiichler, *Preface’, in Colchestet)ething the Paci,@. xi.

“Nicholas Thomas, "The Case of the Misplaced Ponchos: Speculations Concerning the History of Cloth
in PolynesiaJournal of Material Culturevol. 4, no. 1 (1999), pp. 5 20; Kiichler and Eifikaivai, pp.
1 17; Sally Helvenston Gray, “Searching for Mother Hubbard: Function and Fashion in Nineteenth-Century
Dress'Winterthur Portfoligvol. 48, no. 1 (2014), pp. 59 66.

4Awhina Tamarapa, ‘Md<akahu o Te Papa: The Cloaks of Te Papa’, in Tamarapshedl, Kakahy
pp. 95 178; David Butts, "Every Garment Tells a Story: Exploring Public Collections', in Bronwyn Labrum,
Fiona McKergow and Stephanie Gibson lenidking Flash: Clothing in Aotearoa New Zeakamckland
University Press, Auckland, 2007, pp. 70 71, Plate 10. Waistcoats of this type are also held in British collections,
for instance, "Waistcoat rst quartef"2@ntury’, Royal Collection Trust, Acc. No., RCIN68935, see https:
Ilwww.rct.uk/collection/68935/waistcoat (accessed 9 September 2019)
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towhichtheseindividuals belondibme scholars place greater emphasis on material cul-
ture in relation to the physical world. American folklorist Henry Glassie has claimed that:
"Material culture records human intrusion in the environ@e@lthers prefer the term
‘intervention'. American historian Peter N. Miller, for instance, de nes thellatmaas
“the human intervention upon nature' and sees it as a fundamental concept for historians
‘who tell stories with as well as about thir‘@sF.br settler colonial societies the environ-
ment experiencing "human intrusion’ has more often than not already been peopled. Under
these circumstances colonial textile culture foregrounds the actions of migrants and settlers
and their relationships through textiles to each other and to the indigenous peoples and lo-
calities they seek to inhabit. Many factors had a bearing on what occurred on the ground,
including agriculture, Christianity, commerce, government, warfare and resistance.

Textile culture has an intimate connection with personal and social identity formation.
Thisis an important facet of this thesis. Scholars address this directly in their de nitions and
usage of material culture and materiality. As British archaeologist Chris Tilley has stated:

Through making, using, exchanging, consuming, interacting and living with
things people make themselves in the process. The object world is thus abso-
lutely central to an understanding of the identities of individual persons and
societies. Or, to put it another way, without the things material culture we
could neither be ourselves nor know ourg&lves.

Likewise, as British historian Karen Harvey has advised: "Objects are not simply cultural
receptacles that acquire meanings which can then be unearthed and read by the student or
researcher. Through their very materiality their shape, function, decoration, and so on
they have arole to play in creating and shaping experiences, identities and re@ﬂnnships.‘
thisthesis, | explore the key ‘experiences, identities and relationships' that emerge inlocalised
stories of British migrant and settler women and textiles of various kinds, taking into account
as far as possible how one produces the other in a colonial context.

Situating textile culture in a historiographical context

This section gives a brief overview of how nineteenth century clothing and textiles have been
interpreted, drawing on examples from Aotearoa New Zealand and other British imperial

46Jules David Prown, “The Truth of Material Culture: History or Fiction?', in Jules David Prown and
Kenneth Haltman, ed&merican Artifacts: Essays in Material Culthtiehigan State University Press, East
Lansing, 2000, p. 11.

4"Henry Glassi®&aterial Culture Indiana University Press, Bloomington, 1999, p. 1.

“8peter N. Miller, “Introduction: The Culture of the Hand', in Peter N. Miller,@altural Histories of
Material Culture University of Michigan Press, Ann Arbor, 2013, pp. 1 2.

49Chris Tilley, “Objecti cation', in Chris Tilley, Webb Keane, Susanne Kiichler, Mike Rowlands and Pa-
tricia Spyer, eddandbook of Material Cultur&age, London, 2005, p. 61.

SHarvey, edHlistory and Material Culturgp. 5.
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sites. Subsequent chapters will consider aspects of this work in more detail.

Scholarly writing about clothing and textiles has along history in Aotearoa New Zealand.
While research on this subject has expanded in recent years, it is doubly burdened by being
aniche area that is also fragmented. Two concerns arise from this. First, the insights of this
research are seldom integrated into general histories. A signi cant exception is Jeanine Gra-
ham's analysis of settler societylfierOxford History of New Zealamdich discussed the
relationship between dress and social Bfase recently, two major volumes of general
history feature well-informed content on clothing and texidagata Whenua: An lllus-
trated Historypy Atholl Anderson, Judith Binney and Aroha HarrisAhtistory of New
Zealand Womehy Barbara BrookigkSecond, research on clothing and textiles in Aotearoa
New Zealand tends to follow the conventions of museum classi cation and collection prac-
tice. In particular, it has treated clothing and textiles as separate categories and has focussed
on women's clothing and textiles in preference to those of men and children. Perhaps more
problematically, lori and European-style clothing and textiles have been held apart es-
pecially in terms of periodisation although important recent work by Chanel Clarke has
explored ‘dress as a site of cross-cultural encounter, negotiation and mam‘pulation'.

From the mid-seventeenth century, as Anne Salmond has detailed, cross-cultural en-
counters elicited descriptions cddfii clothing and textil@Scholarly articles onadri
clothing and textile manufacture, for instance, by missionary and scientist William Colenso,
had a platform in théransactions and Proceedings of the New Zealand linstitiit865}

Elsdon Best contributed "The Art of the Whare Pora’, or "the house set aside for teaching
the art of weaving in its various branches', based on knowledge from Tuho im 1898.

the twentieth century, Bbri scholars made a signi cant contribution by advancing the no-
tion of change, notablyhe Evolution of Maori Clothity Peter Buck (Te Rangi Hiroa) in

1926 andraditional Maori Clothing: A Study of Technological and Functional Ghange

*Jeanine Graham, “Settler Society', in W. H. Oliver with B. R. WillianT$)ee@xford History of New
Zealand Oxford University Press, Wellington, 1981, pp. 121 3. Fibres like ax and wool are regarded as com-
modities, see for instance, James Bilaiting Peoples: A History of the New Zealanders from Polynesian
Settlement to the End of the Nineteenth CaPémguin/Allen Lane, Auckland, 1996, pp. 340 45.

52atholl Anderson, Judith Binney and Aroha Haifamgata Whenua: An lllustrated HistoBrjdget
Williams Books, Wellington, 2014; Barbara Brobkdistory of New Zealand WomeBridget Williams
Books, Wellington, 2016.

5Chanel Clarke, "Dressing for the Camera: Queen VictosiatsSdibjects and theadri Party Tour of
England, 1863lew Zealand Journal of Histovpl. 52, no. 1 (2018), p. 91. Clothing is an assumed product
of conversion to Christianity in Kathryn Rountree, "Re-making the Maori Female Body: Marianne Williams's
Mission in the Bay of Island#&urnal of Paci ¢ Histgryol. 35, no. 1 (2000), pp. 49 66.

54Anne SalmondTwo Worlds: First Meetings Between Maori and Europeans 164iRihg72uck-
land, 1991; Anne SalmdBetween Worlds: Early Exchanges Between Maori and Europeans/iking,1815,
Auckland, 1997.

Syilliam Colenso, "On the Maori Races of New Zealdmahsactions and Proceedings of the New
Zealand Institutevol. 1 (1868), pp. 13 15, 35.

S¢Elsdon Best, "The Art of the Whare Pora: notes on the clothing of the ancient Maori, their knowledge
of preparing, dyeing, and weaving various bres, together with some account of dress and ornaments, and the
ancient ceremonies and superstitions of the whareTpangactions and Proceedings of the New Zealand
Institute vol. 31 (1898), pp. 625 58.
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Hirini Moko Mead in 1969. These volumes bene tted from the combination of direct cul-
tural insight and knowledge of historical anthropology on the part of eac@lvthm.
Pendergrast gave emphasis to technique in the context of ar@raotice.

57P.H. Buck (Te Rangi HiroaJhe Evolution of Maori Clothinghomas Avery & Sons, New Plymouth,

1926; Sidney M. (Hirini Moko) Meddiaditional Maori Clothing: A Study of Technological and Functional
ChangeReed, Wellington & Auckland, 1969.

S8&See for instance, Mick PendergFastthers & Fibre: A Survey of Traditional and Contemporary Maori
Craft, Penguin, Auckland, 1984; Mick Penderdgfasitho Tapu The Sacred Thread: Traditional Maori
WeavingReed Publishing, Auckland, 1987; Mick Pendergrast, "The Fibre Arts', in Janet Davidson, Ngahui
Te Awekotuku, A. T. Hakiwai, Roger Neich, Mick Pendergrast and D. C. Stak#ackigirt and Cul-
ture,David Bateman, in association with British Museum Press, Auckland, 1996, pp. 114 46; Mick Pender-
grastRaranga Whakairo: Mori Plaiting Pattern&®eed Publishing Ltd, Auckland, 2003; Mick Pendergrast,

M aori Fibre Techniques: A Resource Boakdaibre Arts Ka Tahi Hei Tama @ Tama Reed Publishing
Ltd, Auckland, 2005.
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Until the late twentieth century, few female scholars wrote alamit dlothing and
textiles. Makereti (Maggie Papakura) discussed textiles in the context of marriage, food and
housing in her ethnographic account aidvl cultural practiceBhe Old-Time Maoriyst
published in 1988Compelling new research on pre-twentieth centapyiMlothing and
textiles has now been undertaken by Patricia Te Arapo Wallace, Amiria Henare, Catherine
Smith, Hokimate Harwood, Awhina Tamarapa and Chanel Clarke, amon&’pTHlfnss.
work has given impetus to contextualising and explairag tdchniques and practices
on their own terms. It addresses colonial legacies and has been carried out by and in close as-
sociation with knowledgeable practitio@b!any of these studies include detailed object
analysis, a technique employed in this thesis. A related body of work has also been produced
on Pasi ka clothing and textiles collections held in New Zealand and throughout Polyne-

sid®

SMakeretiThe Old-Time MaoriNew Women's Press, Auckland, 1986, pp. 70 72, 162 75, 247 48, 283
86,302 07, 311 12.

0patricia Wallace, “Traditional Maori Dress: Re-discovering Forgotten Elements of Pre-1820 Practice’, PhD
Thesis, University of Canterbury, 2002; Amiria Heridge,Aho TipungAncestral Threads): Maori Cloaks
from New Zealand', in Kuchler and Miller, édimthing as Material Culturgp. 121 38; Catherine Smith
and Raechel Laing, "What's in a Name? The Practice and Politics of Classifying MaofT&egléss-
tory, vol. 42, no. 2 (2011), pp. 220 38; Catherine Smith, "Pre-Eur@mramnewtiles from South Island,
New Zealand', PhD thesis, University of Otago, 2013; Hokimate Harwood, “ldenti cation and Description
of Feathers in Te Papa'aani CloaksTuhinga,vol. 22 (2011), pp. 125 47; Hokimate Harwood, Tstou
o Nga KairarangavlemoryConnection, vol. 1, no. 1 (2011), pp. 436 50; Tamarapdéhatl Kakahy
Chanel Clarke, "&bri Encounters with “Wikitoria' in 1863 and Albert Victor Pomaregoer@bdchild’, in
Sarah Carter and Maria Nugent, Btistress of Everything: Queen Victoria in Indigenous \Matdsester
University Press, Manchester, 2016, pp. 144 65; Clarke, “Dressing for the Camera'. See also, Moira White and
Janice Lord, "Mr Cocker's Benger Burn Discoveries: A Tussock Rain Cape from Central Otago, New Zealand,
Re-examinedlpurnal of the Polynesian Soeigtyl 21, no. 4 (2012), pp. 373 92; Moira White, Catherine Ann
Smith and Kahu Te Kanawa,abti Textiles from Puketoi Station, Otago, New ZealBextile Historyol.
46, no. 2 (2015), pp. 213 34.

61See also Briar Wood, Amiria J. M. Henare, Maureen Lander and Kahu Te Kanawa, "Visting the House of
Gifts: The 1998 “Maori' Exhibition at the British Musedmuoitnal of New Zealand Literatune, 21 (2003),
pp. 83 101.

62See for instance, Roger Neich and Mick Pender@aast; Tapa David Bateman, Auckland, 1999;
Colchester, edClothing the Paci,Berg, Oxford and New York, 2003; Kiichler and WaeeArt of Cloth-
ing; Nicholas Thomas, " "Specimens of Bark Cloth, 1769": The Travels of Textiles Collected on Cook's First
Voyage'Journal of the History of Collectianis31, no. 2 (2019), pp. 209 20.
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The historical study of nineteenth century European-style clothing and textiles in Aotea-
roa New Zealand is a more recent development dating from 1940. It emerged with the work
of writers such as Doris Macintosh, Helen Simpson and Eve Ebbett, and curators such as
Rose Reynolds, Nancy Adams and Edna Stepl’@mmmaterial conditions of women's
everyday lives were tied to narratives of progress from colony to nation. In addition, women
were provided with an opportunity "to see their historical @Wbsscholarly founda-
tions of the eld expanded from the 1970s with the rise of women's, gender and feminist his-
tory. Raewyn Dalziel's “colonial helpmeet' could escape "the carding machine or sewing table
in the factories of Great Britain' for "a sound colonial marriage' in Aotearoa New Zealand,
described by Charles Hursthouse as an "extensive eld for crinoline, red petticoat, balmoral
boot, enterprise and conqu@ﬂ?he work of feminist labour historians encouraged a num-
ber of post-graduate students to investigate clothing and textile workers' trade unions estab-
lished in the late nineteenth cenryane Malthus wrote on campaigns for dress reform
and occupational groups such as dressmakers and @Wiﬂrrsxpertise on nineteenth-
century dress collections, she completed a detailed, multifaceted doctoral thesis analysing
162 dresses dating from 1828 to 1914, held at museums in Auckland, Napier, Dunedin and
Invercargiffq

%Doris MclIntosh, "Dresd¥laking New Zealand: Pictorial Surveys of a Centaty 2, no. 23 (1940),
pp. 1 31; Helen Simpsdrhe Women of New Zealgridepartment of Internal A airs, Wellington, 1940;
Eve Ebbettin True Colonial Fashion: A Lively Look at What New ZealandersAVote& A. W. Reed,
Wellington, 1977; Bronwyn Labrum, "Women Making History in Museums: The Case of Female Curators
in Postwar New Zealantuseum Worlds: Advances in Reseeotlt (2018), pp. 74 93.

64Labrum, "Women Making History in Museums', p. 75.

5Raewyn Dalziel, “The Colonial Helpmeet: Women's Role and the Vote in Nineteenth-Century New
Zealand'New Zealand Journal of Histovgl. 11, no. 2 (1977), p. 114.

66John Edward Bartlett, "Woven Together: The Industrial Workplace in the Otago Woollen Mills, 1871
1930, BA (Hons) thesis, University of Otago, 1987; Penelope A. E. Harper, "The Dunedin Tailoresses Union,
1889 1940', Post-graduate Diploma in Arts long essay, University of Otago, 1988; L. C. Duncan, ~ A New
Song of the Shirt ?: A History of Women in the Clothing in Auckland, 1890 1939', MA thesis, University of
Auckland, 1989.

67Jane Malthus, * Bifurcated and not ashamed : Late Nineteenth Century Dress Reformers in New
Zealand'New Zealand Journal of Histovg|. 23, no. 1 (1989), pp. 32 46; Jane Malthus, "Dressmakers in
19" Century New Zealand', in Barbara Brookes, Charlotte Macdonald and Margaret TenWamhesuis,
History 2Bridget Williams Books, Wellington, 1992, pp. 76 97.

68)Jane Malthus, "European Women's Dresses in Nineteenth-Century New Zealand', PhD thesis, Univer-
sity of Otago, Dunedin, 1996.
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Biographical essays on women and men involved in nineteenth century textile and
clothing production also appeared during the @%me past twenty years, early nine-
teenth century missions were a site of renewed i@e‘l’wststudies of the textile indus-
try and several overviews of speci c textile handcrafts o ered some nineteenth century con-
tent[]‘Contributors td_ooking Flasinalysed selected items of nineteenth century clothing,
including kakahu, kilts, castaways' clothing and hand-me-@)Wesearch is ongoing in
this aref}

Colonial textile culture, the contribution of this thesis, is a conceptual framework that
brings the general and the particulartogetherin one frame. Ittakes inspiration not only from
the discrete studies of clothing and textiles in nineteenth century Aotearoa New Zealand
outlined above, but also from key studies of production, consumption and identity forma-
tion inrelation to clothing and textiles for local and more distant sites of nineteenth century
British settler colonialism. Kate Hunter has argued in her work on hunting that: "Training
our analysis on or through objects, especially those made from animal skins, can illuminate
more clearly the layers of the Pakeha colonial @)B@.Uoing so, she lled in a “verti-
cal framework’ moving from the tough hands of a hunter, through the clean hands of a
milliner and dressmaker, to the warm head, neck and hands of a female consumer of fashion

%9n W. H. Oliver, ed.The Dictionary of New Zealand Biography, Volume 1: 17@&itige®Williams
Books, Wellington, 1990 and Claudia OrangdedDictionary of New Zealand Biography, Volume 2: 1870
190@ridget Williams Books, Wellington, 1993, there are essays on women who were dressmakers and drap-
ers, such as Agnes Addison, Sophia Anstice, Mary Hames, Grace Hirst, Mary Isabella Lee, Mary Jane Milne,
Catherine Hester Ralfe, Harriott Ritchie, and Mary Taylor; tailoresses, such as Maria Selina Hale, Margaret
Hawthorn, Harriet Morrison, and Jane Runciman; homemakers, such as Elizabeth Stewart and Adela Stewart;
and embroiderer Anne Wilson; and men who were clothing manufacturers and retailers, such as, John Court,
Carl Dahl, George Fowlds, and Bendix Hallenstein; trade unionists, such as David Pinkerton; and wool scourer
and classer Richard Tucker. In Charlotte Macdonald, Merimeri Penfold and Bridget WilliEinesBedk of
New Zealand Women: Ko Kui Ma Te Kaupayéllington, 1991, there are accounts of designers and business-
women Mary and Margaret Alcorn, dressmaker Lydia Burr, weaver Ruhia Porutu, and draper Mary Taylor.

"OSee for instance, Rountree, 'Remaking the Maori female body'; Vivien Caughley, "Women's Marks: The
King Family Samplers', in Allan Davidson, Stuart Lange, Peter Lineham and Adrienne Plekegpreds,
gopai 1814 “Takoto te pai!': Bicentennary re ections on Christian beginnings and developments in Aotearoa New
Zealand General Synod O ce, Tuia, of the Anglican Church in Aotearoa New Zealand and Polynesia,
Auckland, 2014, pp. 110 127.

"YOn the textile industry see, Bill Carter and John MacGibidoni; A History of New Zealand's Wool
Industry Ngaio Press, Wellington, 2003; S. H. R. Jbésyg Well and Doing Good: Ross & Glendining:
Scottish Enterprise in New Zeal@tdgo University Press, Dunedin, 2010. On textile handcrafts see, Heather
NicholsonThe Loving Stitch: A History of Knitting and Spinning in New Zeaaicfland University Press,
Auckland, 1998; Pamela Fitz GeYeédm Heritage: Old Patchwork Quilts & Coverlets in New Zealand and
the Women Who Made The®avid Bateman Ltd, Auckland, 2003; Vivien CaudteyZealand's Historic
Samplers: Our Stitched Stpbasid Bateman, Auckland, 2014; Felicity Willis in consultation with Kath des
ForgesThe Decorative Stitch: 200 Years of New Zealand EmisialideyWillis for the Association of New
Zealand Embroiderers' Guilds Inc., [Hawera], 2016.

2See Bronwyn Labrum, Fiona McKergow and Stephanie Gibsbopkitg) Flash: Clothing in Aotearoa
New ZealandAuckland University Press, Auckland, 2007.

"These include forthcoming doctoral theses by Chanel Clarke, University of Otago, and Awhina Tama-
rapa, Victoria University of Wellington, and forthcoming publications from Claire Regnault, Te Papa Ton-
garewa, and Angela Lassig, independent curator.

"4Kate Hunter, "A Bird in the Hand: Hunting, Fashion and Colonial Cultlivetnal of New Zealand
Studiesyo. 12 (2011), p. 91.
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to conclude that: “In exploring the hunting, harvest and acquisition of materials as well
as the various skilled artisans who created the garments, objects such as Marjorie Hector's
mu can link the inarticulate actors in the colonial past with the cosmopolitan cultures of
merchants and opera sinq@rShe establishes that cosmopolitanism was not simply asso-
ciated with a metropolitan elite, but was, as scholars such as Bruce Robbins have found,
‘often non-elite and articulated in relation to the @:While Hunter's work is primarily
focussed on resources and commodities, my study gives greater attention to extant clothing
and textiles as personal possessions by using biographical techniques to link objects, subjects
and localities. Yet her work is clearly relevant to an investigation of colonial textile culture,
especially if her ndings on feathers and fashion were to be linked to thasei déxtle
scholars to include a “horizontal framework'. | use di erent kinds of textiles to demonstrate
this linkage.

Several historians have provided detailed accounts of how British migrant and settler
women used clothing and textiles to create personal and social identities, particularly in re-
lation to class, gender and race, and that these identities could be uid. A study that has
also helped to de ne the scope of this thesis is Dianne LawGartes Women: Empire
and Domestic Material Culture, 1840[T030e set out to examine the material culture of
genteel women in four colonial locations: India, South Africa, Australia, and New Zealand.
Drawing on print and visual sources, she discussed four aspects of material culture: dress and
appearance, the furnishing of living rooms, the creation of gardens, and food and household
management. This was an ambitious and stimulating contribution to the use of material cul-
ture in gendered histories of empire.

The abstracted and impersonal ows of commaodities traced in some studies of material
culture and empire are balanced by attention to the ways in which objects are integral to per-
sonal experier@But while Lawrence established the cultural importance of gentility in
colonial settings, a narrow focus on the experiences of genteel women revealed little variation
in their domestic material culture. The geographical coverage was too extensive and the sub-
jects and the objects they used were located in a generalised empire, rather than speci cally
rooted in Calcutta or in Hobart. There is a need for detailed and nuanced research, such as
that carried out by Hunter, that situates migrant and settler women and their textiles in their
immediate localities.

Lorinda Cramer'sleedlework and Women's Identity in Colonial Ausigakss a long

Kate Hunter, ‘A Bird in the Hand', p. 102.

"®Fiona Paisley and Pamela Samiiging Transnational HistoryBloomsbury Academic, London and
New York, 2019, p. 158.

"Dianne Lawrenc&enteel Women: Empire and Domestic Material Culture, 1840ab@h@ster Uni-
versity Press, Manchester, 2012.

"83ee for instance Robert R&@sthing: A Global History, Or, the Imperialists' New GlGt@bridge
University Press, Cambridge, 2008.
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way toward meeting this challenge. Cramer argues that during the nineteenth century "needle-
work was, besides child-bearing and rearing, the de ning work of @)‘hhﬂ]i'mportant

statement guides her investigation of plain sewing and fancywork and the di ering public

and private motivations underlying these respective forms of needlework in relation to no-
tions of "useful' and “idle' women. It explores the ways in which genteel women used needle-
work as a “cultural performance'in the context of gold rush Victoria, ndingthat needlework

was used "as a vehicle for establishing, asserting, or maintaining social status' as well as a nec-
essary aspect of the household eccﬁ’pmy.study intentionally examines one side of the

colonial encountét.

Mid-nineteenth century cross-cultural encounters di ered between Australiaand Aotea-
roa New Zealand. Postcolonial historiographies demonstrate that indigenous contexts need
to be acknowledged, as "top down' approaches can overlook ‘resistance to hegemonic prac-
ticesﬁ The bene t of paying attention to these concerns is that exotic and indigenous
materials and techniques can be integrated into, or rub against, one another, rede ning
the certainties and uncertainties of colonial cu@téﬁ%styn Harman's concept of "hy-
brid domesticity' addresses everyday aspects of cross-cultural exchange in nineteenth century
Aotearoa New Zealand, especially in relation to t@ﬂﬂiﬂm Harman's work, this thesis
investigates the cross-cultural aspects of clothing and textiles to argue that colonial textile
culture was a signi cant site olgri and British interaction.

Historians of Aotearoa New Zealand who have beenin uenced by postcolonial method-
ologies have also demonstrated an enthusiasm for approaches that blend the material and the
local in colonial cultural hist(@/'.l'heir work has shaped my own. In her study of colonial
surveying, Giselle Byrnes has shown that the collapsing and reconstituting of place is one of
the most fundamental aspects of colonisation, yet at the same time she argued that the uid
nature of colonial power should not be underesti@ﬁjdld-books, theodolites, chains,
maps, drawings and other instruments were an integral part of a ‘'material gaze' used to cre-
ate and de ne settler colonial landscapes that could be disrupted by varicﬂs‘l’ S,

*CramerNeedlework and Women's Identity in Colonial Austalia

80CramerNeedlework and Women's Identity in Colonial AustraliB69.

8¥or a contrasting example, see Philip Jooless and Rust: Artefacts and Encounters on Australian Fron-
tiers Wake eld Press, Kent Town, 2008.

82K atie Pickles, "The Obvious and the Awkward: Postcolonialism and the BritisiNéarkaland
Journal of Historyol. 45, no. 1 (2011), p. 85.

83See Kristyn Harman, ® Making Shift : Mary Ann Hodgkinson and Hybrid Domesticity in Early Colo-
nial New Zealand\ew Zealand Journal of History, vi@, no. 1 (2014), 30 50; Kristyn Harman, = Some
dozerraupo whareand a few tents : Remembering Raupo Houses in Colonial New Zeatamdgl of
New Zealand Studi&3 (2014), 39 57.

844arman, > Making Shift .

8Ballantyneyebs of EmpireAngela Wanhalla and Erika Wolf, &is)y New Zealand Photography:
Images and Essa@gago University Press, Dunedin, 2011; Eric Pawson and Tom Broohitakiegls,
New Land: Environmental Histories of New Zealzad edition, Otago University Press, Dunedin, 2013.

86Giselle Byrne®goundary Markers: Land Surveying and the Colonisation of New Z&8aidget
Williams Books, Wellington, 2001, pp. 4 6.

87ByrnesBoundary Marketgp. 39 51.
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were present too and had a part to play in such processes. It was their essential mobility that
made this possible. Tony Ballantyne has prompted historians to place greater emphasis on
mobility, which is essential to the analysis of any historical object. In an aHisteffpr
Australiahe stated:

Thus the history of mobility invites us to escape the placeless and abstracted
analytical viewpoints that often underpin national histories. But it also allows
us to reimagine the possibilities of writing new national histories that are more
humble, and porous, as well as better attuned to the shifting patterns of motion
that have shaped human experi&hce.

Material culture has a place in Ballantyne's reimagining, as he has demonstrated in work
that acknowledges the materiality of paper and ink. There are three reascﬁ_?ﬁ%stthis.
objects that exist in time and space can never be entirely placeless or abstracted. This is an
important basis for the investigation carried out in this thesis and an important way to gauge
the meaning and signi cance of colonial textile culture. Second, objects are frequently hum-
ble in nature, especially those in regional collections built around small-scale community or
family concerns. The humility of objects may also be found in their ordinary everydayness
and the apparent luck of a chance survival. How porous objects are is a di erent kind of
quality, for it relates to the relationship between objects and subjects and how the world in
whichthey existed is represeé'mere are conceptual tensions that remain to be explored
in relation to place and the mobility of historical objects. Third, objects are absolutely inte-
gral to "the shifting patterns of motion that have shaped human experience.' Objects move
and are moved by people. This process continually occurs on both large and small scales
and it can have signi cant cultural consequences. Transnational history as “a composite not
only of feminist and postcolonial scholarship but a range of methodological and conceptual
practices' has done much to bring the circulation of objects int@ocus.

The critical appeal of transnational history has been its focus on movement and power,
butin a much more circular and interactive form than traditional ‘centre-periphery’ notions
aIIowecE Yet as part of a broad movement to examine “webs of empire’, historians are tak-
ing localised studies more seriously. Transnational and national histories can obscure “local
others'. As Tony Ballantyne has argued: "National histories have colonised too much of
New Zealand's past.' In an important article on intellectual life in late nineteenth century
Gore, he urged historians of Aotearoa New Zealand to begin ‘thinki@ Hisaliews

88Tony Ballantyne, “Mobility, Empire, Colonisatibtistory Australiavol. 11, no. 2 (2014), pp. 7 37.

89Ballantyne, "Pen, Paper and PrintVabs of Empir@p. 205 27.

90Beth Fowkes Tobin, “Introduction: Consumption as a Gendered Social Practice’, in Maureen Daly Gog-
gin and Beth Fowkes TobMaterial Women, 1750 1950: Consuming Desires and Collectingtagaites,
Farnham and Burlington, 2009, p. 2.

9Paisley and ScuMyriting Transnational Historyp. 4.

92Paisley and ScuMyriting Transnational Historyp. 4.

9Ballantyne, “Thinking Local' Webs of Empir@p. 246 63.
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correspond with those expressed by Felix Driver and Raphael Saistiyn\&orkshop
Journahrticle twenty- ve years ago:

The idea of local history the history of particular places and of the people
who inhabit them itself has a long and complex history. In some guises, it
can appear to be a deeply conservative project, mired in a particularistic and
introverted vision of the past of places; in others, it takes on a much more rad-
ical form, in opposition to more orthodox (perhaps "national’) ways of under-
standing. ... This new perspective, it was hoped, would highlight the distance
between established versions of national, public history, and its local others,
celebrating the heterogeneous, the obscure, the irrational, thﬁ)rivate.

While Ballantyne's vision provides an important impetus for this thesis, it is less radical
than that of Driver and Samuel. In other words, it is less concerned with “the heterogenous,
the obscure, the irrational, the private'. Biographical techniques are useful in this context
and | draw on them in this thesis.

Biography has been a notable feature of material culture studies and of women's, gender
and feminist history. The term needs explanation as it is not being used in the sense of a
standard cradle-to-grave treatment of the life of a signi cant, or ordinary, individual. Here
biography is being used as an analytical tool, with two distinct parts. The rst part concerns
the individual, a common mode for historians. In the words of American historian David
Nasaw, biography can be used "to deploy the individual in the study of the world outside
that individual and to explore how the private informs the public and vicﬁreistari-
ans who study individuals as exemplars nd that the genres of biography and microhistory
are not at all sharply de n@i.‘l’he second part concerns the object. The concept of ob-
ject biographies has a lengthy history in disciplines adjacent to history. Anthropologist Igor
Kopyto proposed a “cultural biography of things' in an in uential collection of édsays,

Social Life of Things: Commaodities in Cultural Perspedtied,by Arjun Appadurai in

198@ In the late 1990s, Janet Hoskins, another American anthropologist, gave signi cant
impetus to the notion of "biographical objects' as a result of her work in eastern Indonesia,
where she found that men and women had a notion of having a life history only through
objects. Her concept has been found to be applicable to Western@)cieties.

94Felix Driver and Raphael Samuel, “Rethinking the Idea oftfistosy;, Workshop Journab. 39 (1995),
p. V.
David Nasaw, 'AHR Roundtable: Historians and Biography: Introductim@(ican Historical Re-
viewyol. 114, no. 3(2009), p. 574.

98Jill Lepore, “Historians Who Love Too much: Relections on Microhistory and Biog@apimgl of
American Historyol. 88, no. 1 (2001), pp. 129 44.

97gor Kopyto , “The Cultural Biography of Things: Commoditization as Process', in Arjun Appadurai,
ed., The Social Life of Things: Commodities in Cultural Persigantividge University Press, Cambridge,
1986, pp. 64 91.

%Aimee E. Newell Stitch in Time: The Needlework of Aging Women in Antebellum Ar@éica
University Press, Athens, 2014, pp. 139 57.
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| bring object and personal biographies together through a focus on textile practices as a
means to illuminate the local contexts that shaped colonial textile culture in mid-nineteenth
century Aotearoa New Zealand. This approach derives, in part, from historian Frank Trent-
mann, who claims: “Instead of taking either object or individual as its starting point, research
on practices focuses on how users, things, tools, competence, and desires are @ordinated.'
The role of objects in the formation of cultures has been debated for many decades. In the
late 1970s Mary Douglas and Baron Isherwood stateel Wiorld of Goods: Towards an
Anthropology of Consumption

Instead of supposing that goods are primarily needed for subsistence plus com-
petitive display, let us assume that they are needed for making visible and stable
the categories of culture. It is standard ethnographic practice to assume that
all material possessions carry social meanings and to concentrate a main part of
cultural analysis upon their use as communi@ors.

From this work, and the many studies that have followed, it has been demonstrated that
objects are vital to colonial cultural forma@]‘ﬁnce itwas published, however, the extent
to which objects are in fact "visible and stable' has undergone considerable scrutiny. Ambi-
guities have been highlighted, particularly in cross-cultural situations, and the almost kalei-
doscopic relationship between objects and contexts is now re@g‘ﬁt&édg outlined
a series of historiographical considerations that guide this thesis, the next section discusses
the use of object-based methods and leads on to the selection process for the featured case
studies.

Object-based methods

Object-based methods are used for this investigation of the colonial textile culture of British
migrant and settler women in mid-nineteenth century Aotearoa New Zealand. This deci-
sion was derived, in the rstinstance, from the work of Laurel Thatcher Ulrich, who argues
that: "an object-centred inquiry enlarges details, allowing us to see connections that might
otherwise be invisiblE?

Colonial textile culture could be studied through texts alone. As the opening passages of
this chapter demonstrate, the writing of British migrant women such as Charlotte Godley

99Frank Trentmann, ‘Materiality in the Future of History: Things, Practices, and Riditicss) of
British Studiesi0. 48 (2009), p. 297.

1%viary Douglas and Baron Isherwodle World of Goods: Towards an Anthropology of Consumption
Allen Lane, London, 1979, p. 59.

105ee for instance, Annabel Cooper, Lachy Paterson and Angela Wanhi@aedga He Korero: The
Lives of Colonial Obje@sago University Press, Dunedin, 2015.

109Dn the ambiguity of objects, see for instance, Kate Smith, "In Her iartissl and Social History
vol. 11, no. 4 (2014), p. 504. On cross-cultural contexts, s€@ellmasd Rust

108 aurel Thatcher Ulrich, ‘An American Album, 18Giigrican Historical Revigwo. 115 (2010), p. 1.
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record items of clothing worn in the public arena and provide a perspective on their signi -
cance. Likewise, accounts of textiles of various descriptions made and used in other contexts
are an incidental feature of a genre of colonial observation and storytelling that emerged
from lives played out in new localities. Clothing and textiles often have a performative qual-

ity inthese accounts. When Mary Anne Barker went “eel- shing' with her husband Frederick
Broome, for instance: "I was to change my usual station-costume, a pretty print gown, for a
short linsey skirt, strong boots and kangaroo-skin ¢f&f#lhiough the text is evocative,

we are unable to see or touch the items she describes. This is where studies based on extant
objects come into play.

One of the most signi cant achievements of twentieth century social and cultural his-
tory is the diversi cation of sources and consequent opening up of new historical themes.
Some historians have experimented with using extant objects in conjunction with traditional
word-based sources, although even advocates of material culture continue to regard these as
“alternative sourc@Social and cultural historians use objects for two key reasons. First, as
British anthropologist Daniel Miller has explained, "through dwelling upon the more mun-
dane, sensual and material qualities of the object, we are able to unpick the more subtle
connections with cultural lives and values that are objecti ed through these forms, in part,
because of the qualities they po@&itish historian Karen Harvey agrees, elaborating
that "Micro-analyses of objects are perhaps uniquely placed to rediscover everyday lost prac-
tices and to ensure that our engagement with “big' questions and "big' narratives remains
grounded in everyday experie[@drler research relates to ceramic drinking vessels and
masculinity, but her wider observation is applicable to de ning the scale of an object-based
investigation of colonial textile culture. Second, conducting research with and through ob-
jects can be relevant to the experiences of individuals and groups whose voices are not typi-
cally found in the archive because they have been marginalised, institutionalised or deliber-
ately silencﬁ‘]3 Extant objects are a particular feature of women's history and this derives
from the gendering of history and its ardHfiehis also stems from women's roles in pre-
serving histories of themselves and their families through objects, especially embodied and
emotional objects such as clothing and textiles that have been made with the hands and worn

10Mary Anne BarkeBtation Amusements in New ZeaJaNdliam Hunt and Company, London, 1873;
reprint Whitcombe & Tombs, Christchurch, 1953, p. 34.

10%yarvey, edHlistory and Material Culture

0P aniel Miller Material Cultures: Why Some Things Matt¢€L Press, London, 1998, p. 9.

10%Karen Harvey, "Craftsmen in Common: Objects, Skills and Masculinity', in Greig, Hannah, Jane Ham-
lett and Leonie Hannan, e@ender and Material Culture in Britain Since 1B@@@yrave, London, 2016, p.
84.

10%0r example, Bronwyn Labrum, " ‘Always Distinguishable from Outsiders": Materialising Cultures of
Clothing from Psychiatric Institutions', in Catharine Coleborne and Dolly MacKinndexleithiting Mad-
ness in Museums: Remembering Psychiatry Through Collection anB®ipldgye, New York, 2012, pp.
65 83.

10Bonnie G. SmithThe Gender of History: Men, Women, and Historical Préticerd University
Press, Cambridge, Mass., 1998, pp. 115.
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or used close to the body. Thus, objects reveal di erent aspects of human experience and
types of information that cannot be derived from texts @ﬁne.

Object-based historical research methods do not shun the use of documentary and pic-
torial sources. Determining how sources of di erent types correspond to one another has
been a subject of considerable debate. The methodological issues that arise when conduct-
ing object-based research are complex. The considerations that are relevant to this thesis are
the nature of the relationship between objects and texts, the biases of physical survival, the
iImpacts of time and the scope of historical analysis. For instance, ten years ago a group of
American historians took part in a discussioArogrican Historical Reviem historical
research methods and material culture. The issues they debated were framed around a series
of questions that are pertinent to textile culture as a category of material culture and provide
a good starting point for discussion:

How dependent is the study of material culture on texts? How well can we
understand objects or the material conditions of life when what we know comes
only through texts? Is there a meaningful distinction between what is human
and whatis material? How can we appreciate people's relationship to objects in
the past when those objects have not survived, or even when they have? What s
gained in having meaningful, direct, "hands-on' knowledge of objects, and does
this kind of intimacy or familiarity endow historians with crucial insights into

the past that cannot be gained otherfijse?

This thesis is based on the assumption that there are signi cant bene ts to working with
surviving mid-nineteenth century clothing and textiles. My rsthand practitioner's knowl-
edge of a range of textile techniques is more or less invisible, but was used when handling
collection items, identifying and dating materials, and investigating construction processes.
This was considerably augmented by the services of textile conservator Anne Peranteau,
whose expertise was sought for the individual textiles that feature in this thesis.

The nature of the relationship between objects and words is dependent to a large extent
on which types of objects have survived and which have not. Sometimes a surviving object
provides the only evidence for an unwritten social or cultural practice, for instance, the dis-
covery of concealed objects, including items of clothing, in the walls oﬁ?oiksamise,
sometimes words provide the only evidence that a particular object or type of object ever

119 eora Auslander, "Beyond Wordgierican Historical Revigwel. 110, no. 4 (2005), p. 1017.

Weora Auslander, Amy Bentley, Leor Halevi, H. Otto Sibum, Christopher Witmore, 'AHR Conversa-
tion: Historians and the Study of Material Cultufeherican Historical Revievol. 114, no. 5 (2009), p.
1355.

pinah Eastop, “Outside In: Making Sense of the Deliberate Concealment of Garments Within Buildings',
Textile: Cloth and Culturegl. 4, no. 3 (2006), pp. 238 54. Examples of such items are held in Te Manawa
Museum's collection, see Suitcase with assorted womenswear found in bricked up chimney of 107 Cook Street,
Palmerston North, c. 1910 50, 87/67/1 3 and 87/68/1 3, gift of Lawrence Humphrey, TMM.

23



existed, for instance. The phenomenon of loss applies to all forms of historicaﬁvidence.
The objects that feature in this thesis represent categories of clothing and textiles that
have relatively high survival rates. Objects and words therefore provide complementary evi-
dence for colonial textile culture. Pictorial material, such as the photograph that opens this
thesis, can also be added to the range of possible@[ﬁhieimage has been selected
as it includes clothing worn by women and men, babrivand British, as well as sacks,
tarpaulins and sails as part of the textile culture of an emerging town. Less visible are the tex-
tiles made and used within the homes and stores along the waterfront. As Tara Hambling
and Catherine Richardson have found, the “plurality of representations' to which objects
were subject in the past "gives us a sense of their Contemporary@@k!ojm}ﬁ.and pic-
tures not only reinforced the cultural visibility of textiles, but also provided a vehicle for
their meanings to change over time. But art historian and classicist Jat Elsner argues that:
"The place of material culture in relation to history has always been fraught.' Further, as he
explains, the relationship of objects, de ned here as including pictorial material, to text is
complex:

For to be discussed within an argument, objects must rst be translated out of
their nontextual being (as two- or three-dimensional works of art, as fragments
or relics or spoils, or whatever) and turned into a descriptive piece of prose

a process that is always and inevitably tendentious in that translation is done
to suit the purpose and the needs of the context into which the object is being
inserted, and to suit the ends and arguments of the person who has done the
translating’

This observation relates one of the most widely accepted characteristics of objects: their
cultural meanings are "multiple, many-layered and overl@iﬁhm'such meanings vary
according to the subject position of the observer is as much a characteristic of the functional
lives of objects in the past as it is of their historical interpretation in the present. Elsner's
observations are also areminder of the care required with gauging the relationships between
objects, such as clothing and textiles, and colonial textile culture. My solution to this issue is
to work with highly localised studies.

11&lenn Adamson, “The Case of the Missing Footstool: Reading the Absent Object’, in Hatigey, ed.,
tory and Material Culturgpp. 192 207.

1or a leading example, see Chanel Clarke, “Dressing for the Camera: Queen Yioto8alsjddts
and the Maori Party Tour of England, 1868w Zealand Journal of Histovgl. 52, no. 1 (2018), pp. 90 114.

¥ara Hambling and Catherine Richardson, “Introduction’, in Tara Hambling and Catherine Richard-
son, ed£veryday Objects: Medieval and Early Modern Material Culture and Its Me#&shgate, Farn-
ham and Burlington, 2010, p. 10.

118a+ Elsner, "Objects and History', in MillerCedtyral Histories of the Material Wotltniversity of
Michigan, Ann Arbor, 2013, p. 166.

1Barbara Burman and Carole Turbin, ‘Introduction: Material Strategies Engendered', in Barbara Burman
and Carole Turbin, edslaterial Strategies: Dress and Gender in Historical Perdplectiveell, Malden and
Oxford, 2003, p. 4.
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Arelated methodological issue to address is what time does to objects and how they move
away from the contexts in which they originated. As British anthropologist Tim Ingold has
warned:

The more that objects are removed from the context of life-activity in which
they are produced and used the more they appear as static objects of disinter-
ested contemplation (as in museum and galleries) the more, too, the process
disappears oris hidden behind the product, the nished object. Thus we are in-
clined to look for the meaning of the object in the idea it expresses rather than
in the current of activity to which it properly and originally belongs. Itis pre-
cisely this contemplative attitude that leads to the redesignation of the ordinary
objects of the quotidian environment as "material culture' whose signi cance
lies not so much in their incorporation into a habitual pattern of use as in their
symbolic functioft’f

Each of the six objects selected for this thesis has been held in a museum collection for a
substantial period of time. A key purpose of this thesis is their recontextualisation, particu-
larly in relation to family and locality. An understanding of textile culture in a settler colonial
context can be gained by recontextualising objects in a way that is as attentive to what they
‘do' asto whatthey ‘'mean'. Materials with speci ¢ properties allow them to performinthese
ways.

A nal methodological concern relates to disciplinary biases. Historians can nditdi -
cultto train their analysis on objects. Instinctively, they turn to people, or to those points in
the past where objects, peoples and places are most closely i@(ﬁuiﬂa@ce comes
from material culture specialists in adjacent disciplines who also debate this tendency. For
instance, British archaeologist lan Hodder has recently stated that it is important to shift
the focus “from how things make society possible to the thing itself and its multiple con-
nections[?_'ZTIn arecent publicatiointangled: An Archaeology of the Relationships between
Humans and Thing&e observed:

As social actors we tend to see things in ego-centered ways, in terms of what
they can do for us. We hardly look at them. Our interests are in the e ects for
us, aesthetic, social, scienti ¢, psychological and so on. But every now and then
we actually look at the thing itself, as a whole object, a thing in its own right.
We explore its grain, feel its weight, note its color in di erent lights, marvel at
its balance and delicate detail. Of course our interest remains self-serving, and

1§im Ingold, *On Weaving a Basket', in Tim Ingold, Ede, Perception of the Environment: Essays in
Livelihood, Dwelling and SkiRoutledge, London, 2000, p. 346.

1for a positive example, see Kate Hunter, ‘A Bird in the Hand , pp. 91 105.

129an Hodder,Entangled: An Archaeology of the Relationships between Humans and/ilyings
Blackwell, Malden, 2012, p. 3.
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often nostalgic, but there is sometimes a moment of realization that in order to
understand the thing we have to look harder, anew, deeper, m@é fully

Close looking is an important aspect of the method used in this study of colonial textile
culture. The physical characteristics of the objects under examination are central to their
interpretation and can extend understanding of colonial textile culture. A process of visual
description goes hand in hand with the interpretation of objects by close looking. Contrary
to what many historians have been taught, descriptionis, infact, animportant form of analy-
sis and possibly the most novel aspect of material culture research for historians. As Ludmilla
Jordanova has explained:

First, producing an account enables the historian to identify the features that
interest them, and render the object in question of scholarly value. Next, de-
scriptions help to evoke their object of study in readers' minds, engaging their
audience in a lively manner. An e ective description achieves a third end by
conveying the materiality of the artefact in question, using words to establish
its physical features. Fourth, description draws attention to the salient features
that will be integral to the historical argument. It makes them explicit and avail-
able for analysis. Finally, descriptionis a form of sharing, of building up a com-
mon understanding, not only of speci ¢ images and objects, but of ways of
talking about, conceptualising and explaining them. Description and interpre-
tation are intimately connec@.

One ofthe purposes of the thesis is a critical and constructive deliberation onthe bene ts
of recasting textile culture as colonial textile culture. Yet it also presents empirical ndings
that are in uenced by my decision to feature selected examples of mid-nineteenth century
clothing and textiles held by public museums. laimto recontextualise the itemsinrelation to
the lives and experiences of the individual women to whom they belonged. My thesis works
against generalisation by featuring a series of discrete objects with identi able histories. This
is consistent with object-based research methodologies, and is one of the key motivations
for choosing to work in this way. This ensures that a fundamental assumption of material
culture studies thatitis undesirable to separate the tangible and intangible qualities of an
object is observed as fully as possible. | have been guided by anthropologists Tim Ingold
and Elizabeth Hallam who identify substance, sensation, skilland sentiment as essential con-
sideration&?

2fan Hodder,Entangled: An Archaeology of the Relationships between Humans gnd/iléyngs
Blackwell, Malden, 2012, p. 2.

12§ udmilla Jordanovahe Look of the Past: Visual and Material Evidence in Historical P@entice
bridge University Press, Cambridge, 2012, p. 19.

12¥im Ingold and Elizabeth Hallam, *Making and Growing: An Introduction’, in Elizabeth Hallam and
TimIngold, eddylaking and Growing: Anthropological Studies of Organisms and Aftsifeete, Farnham
and Burlington, 2014, p. 19.
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Investigations of textile culture in settler colonial societies based on extant objects bene t
from the use of broad conceptual and evidentiar@@eﬁ)aniel Miller has argued, "the
dissection of clothing into pattern, bre, fabric, form and production is not opposed to,
but part of, its consideration as an aspect of human and cosmological en@ﬁn&ent.'
mutual incomprehension that once existed between object-based scholars, such as curators,
conservators and collection managers, and text-based scholars, such as historians, has ease
as disciplinary boundaries have become Iefll’gielsynthesis of evidence from material,
oral, pictorial and textual sources is now routinely accepted.

Itis also understood that "new questions' and "new themes' can emerge from wide-rang-
ing engagement with the material legacies of tH€[palstis, while this study bene ts
from objects produced by the collective e orts of mid-nineteenth-century farmers, spin-
ners, weavers, dressmakers, lacemakers, plaiters, carvers, metalworkers, and printers, amon
others, it also bene ts from the writers of mid-nineteenth-century texts, such as newspa-
pers, memoirs, and diaries, and the makers of mid-nineteenth-century images, such as paint-
ings and photographs. Having established that objects would “set the agenda’ for this thesis
and grappled with the guidance of these scholars, | began trawling through the collection
databases at two provincial museums to create a short list of objects for a series of intercon-
nected case studiés.

Selecting objects at Te Manawa Museum and Whanganui
Regional Museum

This thesis was inspired by the collections of Te Manawa Museum in Palmerston North and
Whanganui Regional Museum in Whanganui. | have been employed at both in the past.
While they have di ering strengths, the collections of both institutions are of a su cient

12¢0r doctoral studies completed in Aotearoa New Zealand using varying methodological approaches, see
for instance, Jane Malthus, "European Women's Dresses in Nineteenth Century New Zealand', PhD thesis,
University of Otago, 1996; Patricia Wallace, “Traditional Maori Dress'; Smith, "Pre-Eaapdartiiés
from South Island, New Zealand'; Dinah Vincent, “Dressmaking: How a Clothing Practice Made Girls in
New Zealand, 1945 to 1965', PhD thesis, Massey University, 2018.

2Paniel Miller, “Introduction’, in Kiichler and Miller, e@kthing as Material Cultur@. 1.

12§ ou Taylor,The Study of Dress Histqry3; Bronwyn Labrum, ‘Dressing History Up: Introduction’,
in Bronwyn Labrum, Fiona McKergow, and Stephanie Gibsohpeling Flash: Clothing in Aotearoa New
Zealand Auckland University Press, Auckland, 2007, p. 1. In the late 1980s, British historian Lorna Weath-
erill stated: “The intentions of those who study the objects themselves are so di erent from the intentions of
economic and social historians that it takes considerable imagination to bridge the gap and see any relevance in
this work for the study of consumption.' See Lorna Weatkenisumer Behaviour and Material Culture in
Britain 1660 172Routledge, London, 1988, p. 21.

2Gerritsen and Riello, edfgiting Material Culture Historyp. 3.

2&ollection databases at Te Manawa Museum and Whanganui Regional Museum are not available for
public use. My thanks to Cindy Lilburn, Registrar, Te Manawa Museum, who provided a training session in
the use of Vernon Collection Management Software on 20 February 2014, thereby enabling me to undertake a
thorough search of both databases.
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size to have considerable historical research potential. Whanganui Regional Museum was
founded with the collection of Samuel Drew. It opened its doors as a public museum in 1895
and has been in continuous existence since. By contrast, Te Manawa Museum's predecessor
was the Manawatu Philosophical Society Museum, which opened in 1906 and closed twenty
years later. By the time Manawatu Museum formally opened in 1971 almost all of the earlier
collection had been dispersed or destroyed. It was combined with a new regional science
centre in 1994 and a longstanding public art gallery in 1999, and the combined entity was
given its current name in 2002.

Textiles in history collections held by museums throughout the country range from the
unique to the ubiquitous and this was certainly the case for these institutions. Clothing and
textile artefacts form signi cant sub-sections of the collections of both museums and the va-
riety of items was considerable. Whanganui Regional Museum has an extensive collection
of Maoritextiles, as illustrated@mAra Tapu Sacred Journeys: Whanganui Regional Mu-
seum Taonga Bbri Collectigrand a collection of European-style clothing and textiles that
goes back to the early nineteenth ce@m Manawa Museum has a well-documented
collection of European clothing and textiles, mainly dating from the early to mid-twentieth
century, and a small selection of comparatively reeenttektiles. Together these collec-
tions had the depth for an exploration of mid-nineteenth century colonial textile culture.

| began this thesis knowing that | was going to study nineteenth century colonial textile
culture. My rst task was to familiarise myself with Robert G. Chenhall'sNomencla-
ture for Museum Cataloguirfigom which | constructed lists of possible items to search for
using each museum's Vernon collection da@&mly on, | decided that an artefact of
textile culture did not need to be constructed from bre. It simply needed to have a rela-
tionship to making and using textiles. Therefore, my listincluded a wide array of non-textile
items, such as a wool press, a cabin trunk, a swatch book and a laundry tub.

Initially | was eager to be as broad-ranging and inclusive as possible, but | realised there
were tensions in the construction of the study. | could not hope to be comprehensive, yet
the objects | selected would in uence my eventual understanding of textile culture. | decided
that provenance was of critical importance to the selection of objects for my study as it gave
me the best opportunity to examine the personal, familial and local aspects of colonial textile
culture. As items of sentimental value had the best provenance, many of the raw tools of
textile culture items such as Mrs Potts' irons dropped o my list. Also helpful at this
stage was the sage advice of a former colleague: "Write about objec@%dilﬂu\h's

12Michelle Horwood and Che Wilsofie Ara Tapu: Sacred Journeys: Whanganui Regional Museum
Taonga Maori CollectigrRandom House, Auckland, 2008. For early nineteenth century European textiles,
see for instance, Agricultural Workers' Smock, c. 1820, 1971.119.1, gift of Mrs K. Burford, WRM.

BYistories of Whanganuiinclude: T. W. Dowi@lg, WanganuiW. A. Parkinson, Hawera, 1915; L. C. B.
Chapple and H. C. Veitchyanganui Hawera Star Publishing Co. Ltd., Hawera, 1939; M. J. G. Smart and A.
P. BatesThe Wanganui StoryWanganui Newspapers Ltd., Wanganui, 1972; David Wawsp by Water:
Histories from the Whanganui Rividuia Publishers, Wellington, 1998; Horwood and Wilsokra Tapu

13y thanks to Bronwyn Dalley for this advice.
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in mind, | realised | was most drawn to objects associated with young migrant and settler
women who lived in the coastal settlements of Whanganui, Wellington and Canterbury in
the mid-nineteenth century. The six objects nally selected were a set of three journals, a
battle ag, a straw bonnet, a mourning sampler, a wedding dress, and an ivory workbox (see
Appendix). Each of these were selected on the grounds that they were multi-faceted enough
to stand up to analysis on their own terms as well as in relation to each other.

The arrangement of the substantive chapters is according to location and theme. The
two objects that bookend the thesis are “containers’, of words and tools, while the four ob-
jects placed between them relate to death and marriage. Whanganui is the focus of the rst
and second chapters. Both of the featured objects, the journals and the ag, are closely asso-
ciated with the misson and the garrison as key instruments of settler colonialism. Laura Tay-
lor's diaries span the years 1847 to 1877 and are known to a wide audience as they have beer
transcribed for publication. They have been included for the perspective they provide onthe
everyday routines of textile culture, suggesting, among other things, that they may not have
been as time-consuming as many historians have suggested. The Moutoa agwas made from
silk by Anne Logan, whose husband was in charge of the town's garrison, and other women
in the region, following the battle of Moutoa in 1864. Itis perhaps the most publicly visible
of the items selected for inclusion and demonstrates the role of textile culture in creating and
sustaining the public memory of death. The region is hométeHaunui-a-Rparangi,

a confederation of ancestral groups.

The location shifts to Wellington in the third and fourth chapters, featuring the sam-
pler and the bonnet. The handstitched sampler with commemorative text inside a border
of trailing leaves and owers was made to mark the deaths of the children of Elizabeth Port
and her husband David Hughey in the Hutt Valley on 25 October and 8 November 1866. It
provides insights into the role of textile culture in marking and sustaining private memories
of family tragedy. The bonnet, made from plaited straw and decorated with bows, was worn
by Eliza Bennett when she married ironmonger George Denton at the Wesleyan church in
Wellington on 8 October 1863. Marriage was constructed as the de ning calling and life
event for women in settler colonial societies. It demonstrates the commercial opportunities
a gendered textile culture a orded urban women and the veaysmégotiated between
indigenous and imported materials and production techniques. The locality at the heart
of these chapters has been known as Te Whanganui-a-Tara, Port Nicholson and Welling-
ton the ancestral lands of East Coast iwi, such as Ma, claimed by Ndi Toa, N@ti
Tama, Ngiti Mutunga and TAti Awa from the 1820s. It was colonised by the New Zealand
Company from 1840, and declared the nation's capital in 1865, turning points that have been
chronicled many timg#:

BHistories of Wellington include: Louis WeEdrly Wellington Whitcombe & Tombs, Auckland, 1929;
Alan MulganThe City of the Strait: Wellington and its Province: A Centennial Higéatiiggton Provincial
Centennial Council/A. H. & A. W. Reed, Wellington, 1939; Norman Lloyd McLeod and B. H. Farland, eds,
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From 1850 the Canterbury Settlementwas established on land controietliahNg
riri and is the nal locality, with chapters featuring the wedding dress and the @rkbox.

The chapter on Isabella Alexander's silk wedding dress shifts the focus to the port of Lyt-
telton and places a particular emphasis on the connections between silk, marriage and social
identity. She wore the dress when she married Matthew Fitton at Holy Trinity Church,
Lyttelton, on 20 July 1869. The ebony and ivory workbox, containing a variety of tools, fab-

ric scraps and print memorabilia, belonged to Maria Papprill, who married draper Henry
Owen in 1868. Family memory is referred to once again in this chapter, which also discusses
the tools used for plain and fancy needlework.

This thesis presents a small but rich selection of objects, considered within personal, fa-
milial and emotional contexts that make reference to class, gender and race. As Jane E. Burns
has explained: "textiles stand at the nexus of the personal and the cultural, often linking spe-
ci ¢, individual expression to institutionalized and hierarchical social str@‘tltr&s.'
mains to be seen whether the two regional museum collections that provide the basis for the
chapters that follow are useful repositories for unearthing “local others' or are an endeavour
of a settler colonial elite.

I began this introduction with an overarching question: What was the meaning and sig-
ni cance of colonial textile culture in mid-nineteenth century Aotearoa New Zealand? The
six objects selected for this thesis will demonstrate the bene ts of colonial textile culture as
a category of analysis. Limiting my exploration to six objects allows detailed investigation
of these objects on their own terms, in conjunction with each other and in relation to the
wider social and cultural contexts in which they existed. By this means, itis possible to pro-
vide a nuanced understanding of the colonial textile culture of British migrant women and
how their lives threaded into and through those of others. Thus | bring personal and object
biographies together through a focus on material practices of making, using and keeping tex-
tiles to illuminate the contexts that shaped colonial textile culture in mid-nineteenth century
Aotearoa New Zealand.

Wellington Prospect: Survey of a City, 184MHi&k&0Smith & Sons, Wellington, 1970; David McGik,
Pioneers of Port Nicho|shrH. & A. W. Reed, Wellington, 1984; David Hamer and Roberta Nicholls, eds,
The Making of Wellington 1800 1%4dtoria University Press, Wellington, 1990; Gavin Malebington:

The First Years of Settlement, 184PB8i50iin, Auckland, 2000; Redmer Yékaljngton: Biography of a
City, Reed, Auckland, 2006.

BRistories of Canterbury include: Johannes Andehsigitee History of South CanterbMhjtcombe &
Tombs, Auckland, 1916; Stevan Eldred-@riggw History of Canterbul¢cindoe, Dunedin, 1982; Geof-
frey W. RiceChristchurch Changing: An lllustrated His@@anterbury University Press, Christchurch, 1999;
John Cookson and Graeme Dunstall,®aolsthern Capital: Towards a City Biography, 185G 2@bCant
and Russell KirkpatricRural Canterbury: Celebrating Its Hist@gphne Brassell Associates and Lincoln
University Press, Wellington, 2001; Anna Rdiestrated History of CanterbuBeed, Auckland, 2007;
Helen Brown and Takerei Norton, eflangata N@gi Tahu: People of Biglahu, Te Runanga o Nai Tahu
with Bridget Williams Books, Christchurch and Wellington, 2017.

133ane E. Burns, etlledieval Fabrications: Dress, Textiles, Clothwork, and Other Cultural Imaginings
Palgrave Macmillan, New York and Basingstoke, 2004, p. 1.
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Chapter 1

"I bought a little book and some silk for
a purse': Laura Taylor's Journals

Laura Taylor's journals provide insight into textile culture as a routine, everyday experience
in a mid-nineteenth century colonial setting (see I@@r@hdpf her earliest entries,
written on 20 November 1847 during a visit to Wellington, unconsciously reveals the con-
nections between texts and textiles: "I bought a little book and some silk fofjaAsurse.’

her journals indicate, textiles and needlework are integral to the material histories of books,
pamphlets and manuscripts. The covers are made either from ne leather, similar to that
used in clothing items, such as gloves, bags and shoes, or from buckram, a rm woven cloth,
also used to construct garments, such as bﬁﬁﬁmieaves of paper within the journals

are bound together with conventional bookbinding stitches. The stitches hold the leaves to-
getherto ensure that they are not scattered and the integrity and order of the content is main-
tained. Therefore, the preservation of knowledge is sustained through and by tﬁ]e stitches.

Diaries, Laura Taylor, 1847 77, 2000.4.164a-c, gift of Whanganui Historical Society, Whanganui Re-
gional Museum (WRM). In an undated entry, following on from an entry made on 22 March 1847, Laura
Taylor stated: | have omitted keeping a journal for some time'. For this reason, the term “journal' has been
used in preference to “diary’ in this chapter.

2Journal, 2000.4.164a, n.p.; Randal SpringethedMissionary's Daughter: Early days at the Putiki
Mission and Wanganui from diaries of Laura TayM#hanganui Historical Society, Whanganui, 1993, see
entry dated 20 November 1847, p. 19. Laura Taylor's original abbreviations, punctuation and spelling have
been retained in this chapter. These were standardised in Springer's edition. Reference is made to the original
journal entry and Springer's version in most instances.

3For instance, Shoes, woman's, 1830 52, PC002081, gift of Anne Burnett, Museum of New Zealand
Te Papa Tongarewa (Te Papa); Bonnet, 1845 1850, T.121-1963, Victoria and Albert Museum, see https://
collections.vam.ac.uk/item/01122018/bonnet/ (accessed 4 November 2019)

4Je rey Todd Knight, "Needles and Pens: Sewing in Early EnglishBonRkal,of Medieval and Early
ModernStudies, vol. 45, no. 3 (2015), pp. 523 42; Peter Stallybrass, "Ephemeral Matters', Keynote Lecture,
"Ephemerality and Durability in Early-Modern Visual and Material Culture' conference, Centre for Research
inthe Arts, Social Sciences and Humanities, University of Cambridge, 23 May 2013, see https://www.youtube.
com/watch?v=zAmSc_A6Csg (accessed 12 May 2017)
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Figure 1.1: Laura Taylor's journals, 1847 1877. Ref: 2000.4.164a-c, Whanganui Regional
Museum. Photograph by Richard Wotton.
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Laura Taylor's journals also show that domestic needlework for a Church Missionary Soci-
ety (CMS) family involved stitching religious texts, or "native books' as she ter@ed them.
She knew how to work bookbinding stitches, such as stab stitch, but there is no suggestion
that she made the journals they were gifts from Reverend Richard Taylor, her father. In
this chapter, | examine textile culture as an aspect of daily life recorded by a young woman
associated with the mid-nineteenth century mission statiatikairP/hanganui.

Laura Taylor was the eldest daughter of Mary Caroline Fox and her husband Richard
Taylor (see Figuiies [.2 1.3). She was born at the Rectory at Coveney on the Isle of Ely, Cam-
bridgeshire, England, on 26 Marchﬁ&lﬁ%.family left England when she was aged three
years, initially for mission work in Sydney, Australia, followed by some years at the Bay of
Islands, New Zealand. They moved to Whanganui in 1843 and this is where she and her
parents spent the remainder of their lives. Laura Taylor liveiketd? sixteen years, and
these years have been magni ed by the survival of her journals. She married Thomas Henry
Harper, a farmer from Bristol, on 27 October 1859, and had six children Lucy, Henry,
Annie, Margaret, Thomas and George in the years between 1860 nfhwm/.ed
with his parents on the Harper family farm Waiora, which was “an eight mile ride' from
Whanganlﬁ.Lucy, her eldestdaughter, died at the age of sevenin 1868. Her husband Henry
died at the age of 38 in June 1873, after being incapacitated by an injury forﬁ(bijsyears.
death was followed four months later by the death of her fatherin Octo@ﬁh@?ﬁoved
to Whanganui in 1877 after her parents-in-law had passed away, rstto a house on Ingestre
Streetand then to "Sandown Villa'in Campbell Street, the home of her elderlﬁlﬁimher.
assisted her mother in the years before her death in June 1884, and remained in that house
until her own death on 25 May 1@76 evident that caring for others limited her ability
to keep up the habit of journal writing that she had established as a young woman: "Ah! who

Journal, 2000.4.164b, p. T Missionary's Daught&® June 1852, p. 69. On 3 November 1848, Mary
Caroline Taylor wrote in her journal: "Afterwards | returned and made up some catechisms for sewing in the
evening.' Quoted in Frances Porter and Charlotte Macddvigltland Will Write What My Heart Dic-
tates': The Unsettled Lives of Women in Nineteenth-Century New Zealand as Revealed to Sisters, Family and
FriendsAuckland University Press with Bridget Williams Books, Auckland, 1996, p. 86.

8Springer, IntroductiorT;he Missionary's Daughtpr 5.

"Marriage certi cate, Thomas Henry Harper and Laura Taylor, 1859/244; "Descendants of Richard TAY-
LOR', typescript supplied by Gerry Barton, Auckland, 15 August 2017. It has often been wrongly assumed
that Thomas Henry Harper was a son of Bishop Henry John Chitty Harper and his wife Emily Wooldridge of
Christchurch.

8Springer, Appendix Zhe Missionary's Daughtpr 258. They may have moved to town with Henry's
parents, Thomas and Sarah Harper, at times of unrest in the mid-1860s. See J. G. Woon, "Wanganui Old Set-
tlers', H. I. Jones, Wanganui, 1902, p. 19.

9Springer, IntroductioriThe Missionary's Daughtgx 7; Lucy Caroline Harper, 'Births, Deaths &
Marriages Online' (BDM Online), 1868/2991; Thomas Henry Harper, BDM Online, 1873/7859/ See https:
/lwww.bdmonline.dia.govt.nz/ (accessed 11 August 2017)

Springer, IntroductiorT;he Missionary's Daughtpr 9; Richard Taylor, BDM Online, 1873/8470.

Bpringer, Epilogu€he Missionary's Daughtpr 253; Thomas Harper, BDM Online, 1870/3032; Sarah
Harper, BDM Online, 1877/1702.

12The Missionary's Daughtpr 7; Mary Caroline Taylor, BDM Online, 1884/2484; Laura Harper, BDM
Online, 1887/2395.
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Figure 1.2: Mary Caroline Taylor, c. 1870s, photograph by William James Harding. Ref:
1/4-007272-G, Alexander Turnbull Library, Wellington, New Zealand.
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can tell allthe mercies of all those long years all the joys or all the sorrows man@‘& deep.’

While Laura Taylor's journals are a signi cant written source for the study of colonial
textile culture, they also provide an important point of contrast to the other objects exam-
ined closely in this thesis as these have few or no words inscribed upon them. The inclusion
of the journals is an acknowledgement that interpretations of historical objects rely on the
use of words, either written or spoken. The process of making history with objects, whether
in private or public contexts, involves wrapping words around them to produce cultural nar-
ratives that can be contested and will inevitably change O@Alslmtaterial texts special-
ists have observed, the relationship between cultural narratives and books, pamphlets and
manuscripts can be more unstable than the objects themselves, according to when, where
and by whom they are rﬁ(ﬂ-low the Scriptures were read and used by Richard Taylor's
parishioners was noted in his writing, for insl@dtis.possible, therefore, to consider the
journals in two ways: as material objects that existed within speci c historical contexts as
we would for objects of any form and as a means to make observations about how di erent
types of historical evidence can shape the ways that we come to understand colonial textile
culture. This chapter does not make a case for one form of evidence over another; instead, it
presents di erent ways of knowing the past as complementary to each other.

Laura Taylor's journals are, rst and foremost, stitched objects. Despite their drab and
scu ed appearance, they are the realisation of a rich history of human technological devel-
opment. At rst paper was made from bre derived from handmade linen and rags, but by
the eighteenth century wood pulp was treated chemically to produce a cheaper alternative,
launching “perhaps the most environmentally destructive product' of the modeﬁ period.
Numerous construction techniques may be required when making books, including cut-
ting, trimming, folding, and collating or gathering the signatures, sewing them together,
either with or without a sewing frame, inserting the end-leaves, attaching and covering the
boards, and perhaps, tooling the covers. There are two types of bookbinding. The rstis
stationary binding, used for blank books that are intended for recording information, and
the second is letterpress binding, used for books that are intended to be read. There are var-
ious types of stitching used in bookbinding. Oversewing involves clamping the signatures
together and sewing the margin with a lock stitch. This creates a strong binding, but the
margins of the pages are reduced and the book cannot be fully opened. Another form of

rhe Missionary's DaughtéJanuary 1877, p. 234.

4Ja+ Elsner, "Objects and History', in MillerCedtyral Histories of the Material World. 166.

Peter Stallybrass, ‘Ephemeral Matters', Keynote Lecture, "Ephemerality and Durability in Early-Modern
Visual and Material Culture' conference, Centre for Research in the Arts, Social Sciences and Humanities,
University of Cambridge, 23 May 2013, see https://www.youtube.com/watch?v=zAmSc_A6Csg (accessed 12
May 2017); Sarah Maza, "Stories in History: Cultural Narratives in Recent Works in Europeakrhiistory’,
ican Historical Reviewol. 101, no. 5 (1996), p. 1508.

%raylor,The Past and Present of New Zealapdl1 9 49.

Peter Stoiche , "Materials and meanings', in Leslie Howsahhg@ambridge Companion to the His-
tory of the Boakambridge University Press, Cambridge, 2014, p. 82.
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Figure 1.3: Reverend Richard Taylor, c. 1870s, photograph by William James Harding. Ref:
1/1-000060-G, Alexander Turnbull Library, Wellington, New Zealand.
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Figure 1.4: Laura Taylor's journal, 1847 1849. Ref: 2000.4.164a, Whanganui Regional Mu-
seum. Photograph by Richard Wotton.
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stitching involves sewing through punched holes or sawn notches in the fold. The signa-
tures are then sewed and glued together at th@S‘EﬁI@se books have wide margins and
lie completely atwhen opened, which in a blank book allows for ease of writing.

Laura Taylor's journals, 1847 77

Laura Taylor's journals are held at Whanganui Regional Museum and much of their content
was written in and around her family homedtk®, on the south side of the Whanganui

River, near its mouth. There are three volumes and together they span the period from
November 1847 to June 1[§’Each one of the volumes possesses a distinct look and feel.
The rst volume has entries for 15 22 November 1847 and from 1 January to 13 July 1849
and is the smallest of the three, measuring 182 x 120 x 9 mm (sge]|Figures 1.4 1.5). It has a
soft cover made from a ne, dark green leather that has been pasted to thick paper. With no
cover boards, it has the feel of a notebook compared to the other two volumes. Inside the
front coveristheinscription “Laura Taylor/ Ad@. 1847/ from her dear Papa Wellington.'

There are six signatures within the book and the unlined cream paper has a dense or heavy
quality. Laura Taylor ruled a vertical line by hand on each page to create a margin for inserting

a date. Otherwise, the available space on each of the pages has been lled with the exception
of a blank line between entries. She used black ink throughout and her handwriting, which

is relatively small and irregular at the outset, becomes larger with a stronger diagonal stroke
as the journal progresses. There is relatively little variation in lightness or darkness, showing
a steady command of an ink pen. There is also not much crossing out or correcting of the
text within the volume, however in places there are extra notes squeezed into the margins.
The volume is soft and smooth and it is lightly and easily clasped in @ hand.

The second journal covers the period from 1 March 1852 to 16 July 1853 ((sée Figures 1.6
[L.7). Itisinscribed "Laura Taylor / From her dear Papa/ Wanganui NZ March 26. 1852.' This
volume is larger than the rst and smaller than the third, measuring 189 x 126 x 19 mm and
has a satisfying heft whenitis picked up. It has a ne red-brown leather cover on substantial
boards, giving it the formal appearance of a nineteenth century printed book. There is sig-
ni cant fading on the spine and to a lesser extent on the front cover, suggesting it has lived in
a bookshelf and been laid face up on a table for long periods. The back cover has a red tone
that is indicative of the original colour of the journal when it was new. A delicate pattern has
been tooled around the edges of the front and back covers and ne lines have been scored
across the spine to create a segmented e ect. The papers on the inside of the front and back
covers feature decorative marbling in brown and blue pigments. Within the volume, there

¥, J. M. MarksThe British Library Guide to Bookbinding: History and TechriigeeBritish Library,
London, 1998, pp. 31 34.

¥rhis collection also includes a volume of Laura Taylor's original verse and a sketchbook, see 2000.4.165
and 2000.4.169, WRM.

20Journal, 1847 49, 2000.4.164a, WRM.
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Figure 1.5: Laura Taylor's journal, 1847 1849. Ref: 2000.4.164a, Whanganui Regional Mu-
seum. Photograph by Richard Wotton.
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Figure 1.6: Laura Taylor's journal, with trace of interleaved plant material, 1852 1853. Ref:
2000.4.164b, Whanganui Regional Museum. Photograph by Richard Wotton.
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Figure 1.7: Laura Taylor's journal, with drawing inserted at the back, 1852 1853. Ref:
2000.4.164b, Whanganui Regional Museum. Photograph by Richard Wotton.
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Figure 1.8: Laura Taylor's journal, with inscription "Te Tohoraa Rora’, 1854 1857, 1877. Ref:
2000.4.164c, Whanganui Regional Museum. Photograph by Richard Wotton.
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are 11 signatures and the unlined cream pages have a thinner quality and colder colour tone
than the rst volume. As before, the margins have been ruled by hand to allow the entry

of dates and additional notes. The lines of script are very straight suggesting that a piece of
lined paper was used. From page 180, red ink has been used to rule the margins and number
the pages, and stands out vividly from against a sea of black ink. This is the only one of the
three volumes that has a closure. Half a metal clasp is set into the back of the volume, and a
torn tab is all that remains on the front. Whether there was provision for a tiny lock and key

is uncledf}

The third journal was written from 10 September 1854 to January 1857 and 1 January 1877
to 19 June 1877 (see Figuf¢s[L.8 1.9). Itisinscribed "Laura Taylor / from her Dear Papa/ Sept
11.1854/Wanganui/NZ'and "Te TohoraaRora'. Was the latter a joke: "Laura's whale'? This
volume is larger and plainer than the previous ones. Instead of an attractive leather cover, it
is done in dark brown buckram. It measures 270 x 127 x 45 mm and has 19 signatures with
unlined blue pages of a relatively thin quality. Each signature has a tiny embossed symbol
that is barely visible. This would have been used to guide the bookmaker during the process
of assembling the volume. Laura Taylor has hand-numbered the pages, as with the previous
volumes, and lled them to page 457. Her numbering runs to page 513, but then there is a
pencil notation based on the alphabet that suggests someone had plans for the book that
never came to fruition. There is, for instance, a specimen of plant material under the letter
‘i'. The entries from the 1850s are in black ink, but those made after 1 January 1877 are in blue
ink. This volume, unlike the others, has no ruled margins and there is no suggestion that a
sheet of lines was used as the scriptis dense and veers u@the page.

The text of the third journal leaves the reader in no doubt that there was a complete
twenty-year interval between the last entry of January 1857 and the next one on 1 January
1877. By early 1857 Laura Taylor had met the man who was to become her husband, and
their marriage, the births of their children and her duty of care to him and his parents inter-
rupted the habit she had established as an unmarried young woman. However, her pattern
of writing daily journal entries at this time of her life raises the possibility that additional vol-
umes were compiled between July 1849, when the rstjournal ended, and March 1852, when
the second journal began, and again between July 1853, when the second journal ended, and
September 1854, when the third journal began. Five of Laura Taylor's six children reached
adulthood and although there are many descendants living in New Zealand today the bestin-
formation to hand suggests that no other journals have sgiiliedet of three journals
was passed to Laura Taylor's youngest daughter, Margaret Eleanor Dawson Harper, who
married Ernest Albert Barton in November 1887, ve months after her mothef% death.

2Journal, 1852 53, 2000.4.164b, WRM.

22Journal, 1854 57, 1877, 2000.4.164c, WRM.

2®Descendants of Richard TAYLOR', typescript supplied by Gerry Barton, 15 August 2017.

2*Margaret Eleanor Dawson Harper and Ernest Albert Barton, BDM Online, 18B@{tie Stars
November 1887, p. 2.
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Figure 1.9: Laura Taylor's journal, with drawing, 1854 1857, 1877. Ref: 2000.4.164c,
Whanganui Regional Museum. Photograph by Richard Wotton.
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The couple's second son, Cranleigh Harper Barton, who was born in 1890, gave them to
Whanganui Historical Society as part of a large bequest at his dea@ inal@aFay-

lor's journals were treasured by her family; the rstvolume has the words "Cranleigh Barton
(very precious)' written in pencil on the inside front cover. His bequest was transferred to
Whanganui Regional Museum after the Society wound up in 1999.

The journals have been altered in various ways as a result of these changes in custodian-
ship. Adecorative sticker has been added to each of the volumes with the words: "Whanganui
Historical Society Library CRANLEIGH BARTON BEQUEST'. The spine of the third
volume has been secured at least once, maybe twice, with a layer of brown paper tape over
which there is another layer of blue buckram. While the addition of modern materials is vis-
ible to the researcher, the removal of original materials is not equally apparent. The journals
were notonly lled with text, they were also interleaved with leaves, owers and feathers. In
1993, when introducing his transcription of the journals, Randal Springer wrote: "Tucked
inside each volume are some of Laura's treasures in the form of pressed ower petals, feath-
ers and leaves of various plants and trees. One of the feathers is a very small yellow one most
likely from one of Laura's precious canaries Sweet or CI’@lﬁnCe then, the interleav-
ings have been removed or lost. Flower-shaped stains between pages persist here and there
particularly in the second journal. Tiny shreds of plant material, including fragments of a
red petal, a sprig of moss and a seed head, remain. There are no surviving feathers. The
journals have been subject to the values of the recent past in which the textual content is
more valuable than its material form. The fullness of Laura Taylor's writing practice has
been partially erased. The interleavings were evidence of the ways in which Laura experi-
enced and observed the plant and animal nature around bgkiaril in other settled
and wild landscapes through which she travelled. They represent her active hands and eyes
and curious mind, and also more broadly the impulse to collect and record that has been
fundamental to European ways of knowing, most noticeably of educated men, in colonial
contextﬂ Her journals were like containers, or layered repositories, for more than text.

Laura Taylor's journals are closely tied to a set of individuals living in a small, yet rela-
tively mobile, coastal community and inevitably raise questions about whether her record
of clothing and textile practices was typical of its time and place. Who was she? What
were her particular experiences, interests, predispositions and skills? What are the silences
within her record? Although the journals are the work of an individual woman they also
provide insights into the lives of others in her immediate community. Laura Taylor selected
and recorded details of each day that were pertinent to her, but she did not restrict herself

2%Most of the items in the bequest were watercolour paintings produced by Cranleigh Barton during a
lifetime of travelling in various parts of the world.

26Springer, Introductior;he Missionary's Daughtpr 12.

2David Elliston AllenThe Naturalist in Britain Princeton University Press, Princeton, 1994; Harriet
Ritvo, The Platypus and the Mermaid and Other Figments of the Classifying Imag¢iaatindl University
Press, Cambridge MA and London, 1997.
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to recording her own experiences. She made entries about her immediate relations her
Mamma, also known as Mama, and her Papa, her sisters Mary and Bertha, and her brothers
Basiland Cecil alongwiththe employees, neighbours and visitors who came and wentfrom
her family home, including theddri men, women and children who lived nearbytéiP

The tone of voice used in the journals is largely matter of fact, a chronicle of "daily actions' as
Laura Taylor termed th@Only rarely does she unburden herself of heavy emotions, to
give voice to dangers, frustrations and hurt feelings or pass judgement on individuals in her
family circle or wider community. Considering the role of her family within the Church of
England, there s little content that could be described as spiritual or re ective in nature. The
extent to which this represents an element of deliberate self-censorship is unknown; journal
writing can be regarded as “private and spontaneous', butthere is often a “process of selection
and structuring which is taking pI@eT‘he rst entry, written in Wellington on Monday

15 November 1847, reads in its entirety as follows:

November 1847. Monday} The wind being more moderate the Capt deter-
mined to try and beat in which we accordingly did Miss Strang was dreadfully
frightened lest we should go on some of the rocks when we anchored to my
greatdismay | found Mamma and the children had sailed yesterday and were in
the vessel that we saw yesterday, we went up to Mrs Coles she was not well and
was in bed then we went to Miss Kings Mrs MacLevertys Mrs St Hills where
we had lunch Papa left me at the Hospital and went somewhere else with Mr
Cole they came for me again and left me at Mrs Coles while they went to the
Post O ce Mrs Cole was up one of the Miss Hunters came to ask me to go on
wednesday and spend the day there Mrs St Hill asked me to go there tomor-

row?y

The last entry of the third journal, written 30 years later, on 19 July 1877, ends in mid-
sentence, appropriately enough given another death in the family was looming, in this case,
that of her mother-in-law, Sarah Harper:

19 Lovely bright cold morning so | started Harry over for the trap before 8 - &

Mr McLellan came before 9 - we got 0 in good time which was fortunate as

the roads are in a fearful state we reached Wal®&found our poor invalid

very low & ill it really seemed an impossibility to move her, but | cheered her
up a bit & then set to work in earnest to pack up her things & get together all

she required & Mr McL helped Sutton pack the dray - Miss McNeill called but

28Journal, 2000.4.164c, p. 1 [numbering begins again afterfheSBb$sionary's DaughtérJanuary
1877, p. 234.

29Janet Bottoms, "Writing Herself: The Diary of Alice James', in Julia SwindElis, @gles of Autobiog-
raphy Taylor and Francis, London and Bristol, 1995, p. 110.

30Journal, 2000.4.164a, nThe Missionary's Daught&b November 1847, p. 18.
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I really had no time to talk to her then when all was ready we got Mrs H up and
took down her bed quickfy

The value of the journals lies in the day by day layering of over a thousand entries that
Laura Taylor eventually produced. She was arecorder of events, rather than ateller of stories,
although the boundaries between the two can be blurred. If there is a storytelling quality
to her writing it occurs at the level of the sentence, in the details rather than in extended
passages. Here, forinstance, is a sequence of four days in January 1849, when Laura was age
sixteen, in which references to clothing and textiles are italicised:

M 15 A ne day very warm and oppressive, bought some thistles for Leila of
the native children they were very troublesome After dinner we went over to
the other side and called upon Mrs Taylor, Parkes Robinson Mattrain and Dr
Rees Mr Ronaldsorwhen we were returning as it was very calm and ne we
went a little way down the river, after tea Mr Baker caught Leila and rode round
the eld several times, both Mary and I tried her she went much better than we
expected the foal ran much faster than its mdbewent to Willies and Mary
bought 2 skeins of sewinsilk

T 16 Another sultry hot day | had no food to give my fowls, Mary and Bertha
went down to the native school, some of the children brought some more this-
tles I was very angry with them as they were very troublesome and made a great
noise, Mr Baker helped me to prop up our vine, when | was feeding Leila |
thought that the foal did not look well so | called Wyburn we soon found that

it and its mother were not at all well, so Mr Baker had to catch the foal to ex-
amine it there is something the matter with its neck, it was as much as Wyburn
could do to hold the foal and Mr B- could only just manage its mother for she
jumped and tossed herself about so much, she has got some disease and has
given it to the foal, Mamma cleaned and put her store upstairs to rights as it
wanted doing very badlymade a cap for MammaDn going to bed Mr B-

went to see the foal and found that it was much better

W17 Leilaand Gazelle were both nearly well, but | am sorry to say that Foxy was
very illwhich put Wyburn quite out he went over to the other side but Hair was

not at homeévlamma and | were very busy making some tassels and the saddle
cloth for Leild took a ride on her and Mr Baker walked when we came home

we found that Kitty had got a ne little heifer calf Hair just came over Foxy

was much better, Rebecca and Serena read some English and also native which
pleased them very much

3Yournal, 2000.4.164c, pp. 450 [fe Missionary's Daught&® June 1877, p. 253.
32The phrase “we went to Willie's and Mary bought 2 skeins of sewing silk' has been marked with a cross to
show where it should be inserted into this entry, see Journal, 2000.4.164a, p. 13.
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T 18 Very showery in the morning but ne in the afternoon Both morning and

at night they had a great deal of trouble getting Kitty in the bail Mary went out
riding, Mr Baker walked when Leila came in | took Bertha three or four times
around the eld, Wyburn mended the bridge at thelgateered a brick to do

ax work onMamma and Mary went down to see George Kings [Te Anaua's]
wife who is very ill. | made a sponge cake Rebecca had the earache Mr Ronald-
son came over he brought some newspapers an@etters.

What this sequence demonstrates is the daily nature of textile practice: buying of skeins
of silk thread from a shop on the other side of the river, stitching a cap for her mother, mak-
ing trappings for Leila the horse, and creating a surface on which to ‘do ax work'. The
placement of these tasks within the text suggests that they were mostly performed during
the daytime, with only cap making in the evening. All of these activities are situated in and
around observations about the e ects of the weather, the ongoing concerns for sick animals
and people, and the routines of eating, working and socialising with others, including fam-
ily members, employees, friends and neighbours, bothdnd settler. To separate cap
making from tending sick animals, or ~ ax work' fromokl women reading in English
and "native', would be to disrupt the narrative sense of this richly textured and ultimately,
highly revealing recof.

We have examined the Monday to Thursday of one week. The Friday of that particular
week was a day of a di erent kind altogether. In the entry for 19 January 1849, Laura Taylor
compiled a lengthy account of visiting a lake at the same timnarad¥iremu Hpango
(who she knew as John Williams), his family and “several other natives'. While she often
brought di erent types of objects into proximity with each other in her journals, what is
notable in this entry is the accidental insight that is o ered into cross-cultural exchanges.
Here is a short extract:

F 19 [...] When we returned to the other side John Williams had prepared
supper for us of ell and potatoes but as we had no forks we could get but little
of it as far as our mouths, as we returned the native children made a canopy of
kakahous which they held over Mammas head and called her the Queen. After
church | went down to the school house to distribute cake to the children, it
began to rain so one of the boys who had an umbrella lent it to us he walked
up behind us in the rain and then took it back when we had done with it. We
found we had left a basket at John Willi&ms.

33Journal, 2000.4.164a, pp. 13T2& Missionary's Daughtéb 18 January 1849, pp. 24 5. On George
King, see Steven Oliver. "Te Anaua, HoriKingi', Dictionary of New Zealand Biography, rstpublishedin 1990.
Te Ara the Encyclopedia of New Zealand, https://teara.govt.nz/en/biographies/1t24/te-anaua-hori-kingi
(accessed 19 May 2019)

34as Laurel Thatcher Ulrich has stated: “Yet it is in the very dailiness, the exhaustive, repetitious dailiness,
that the real power of Marth Ballard's book lies.' See WArMidwife's Talep. 9.

3Journal, 2000.4.164a, pp. 19T Missionary's Daught&® January 1849, p. 25.
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The movement of objects across cultures brought about subtle shifts in how everyday
life was experienced. The range of objects that feature in this vignette eels, potatoes, forks,
kakahu, schoolhouse, church, cake, umbrella, basket provide aclear sense of the functional
and performative connections between a selection of ordinary everyday items. We learn that
objects were used in ways that ranged from conventional to capricious and that their absence
could matter as much as their presence. A canogkaiflkkcould make a queen of Laura
Taylor's mother, Mary Caroline Taylor, according to tipakrto children, but having no
forks made it challenging to eat eel and potatoes from Laura Taylor's perspective. Without
the latent uidity of purpose of the objects caught within these interactions signi cant cul-
tural shifts would not have occurred as readily in colonial Aotearoa New Zealand. As Paul
Graves-Brown states: "Culture exists neither in our minds, nor does it existindependently in
the world around us, butrather is an emergent property of the relationships between persons
and thingg

Laura Taylor's journals reveal the daily rhythms of crossing territory. Journeys by foot,
on horseback and using river transport, taken by herself, her family and members of her
community, are threaded through the pages. In addition, the visits of many outsiders to the
Taylor's home are recorded. The Whanganui River ows soundlessly through the pages of
the journals. A frequently recurring phrase is ‘went over to the other side'. By this Laura Tay-
lor was referring to the occasionally di cult passage residents and visitors alike took across
the Whanganui River by waka, gunboat orffé@jten it was others who ‘went over to the
other side’, but there were also many occasions when she made this journey. The nucleus of
Laura Taylor's world is captured in an ink and wash drawing by her father (sge Figure 1.10).
It provides a view from the south bank of the Whanganui River, with Shakespeare Cli s
to the right, and across the river an impression of the Rutland stockade on the right, the
York stockade on the left, and Christ Church in the middle. On the bank of the river are
the warehouses of Tyser and Watt, adjacent to their private wharf, with the large building
to the left being the Commercial Hotel. The stockades, the hotel and the warehouses are
not mentioned by her in the journals. Her trips across the river were taken up with visits to
Christ Church, when the weather was reasonable, to the homes of other families and, less
frequently, as a visitor to the hospital.

Inthis chapter, Laura Taylor's three journals will be examined in turn as discrete entities.
The reason for taking this approach is that the journals are not continuous and with each
volume she takes decisive steps from late childhood to young adulthood that are relevant to
textile culture. This does not prevent any changes or continuities in the “daily actions' that
constitute textile culture from being revealed across the major period of her journal writing
from 1847 to 1857. Historians need to consider how to balance the particular and the general

3%Paul Graves-Brown, “Introduction’, in P. M. Graves-BrowMaitier, Materiality and Modern Cul-
ture Routledge, London and New York, 2000, p. 4.
3'Springer, Introductior;he Missionary's Daughtpr 13.
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in their work. Laura Taylor's controlled and selective pen allows colonial textile culture to
emerge as a concept that is situated in time and place and considerably less sprawling and
ambiguous than it has currently been presented in the introductory chapter. Yet, it is also
possible that the gain in re nement from a shift to the particular could limit the exible,
all-encompassing nature of the concept. As discussed later in the chapter, Laura Taylor's
journals have been used in several comparative studies. Philippa Wilson drew on them for
her study of female constructions of Englishness and Anna Jackson and Lucy Alston in-
cluded them in their examination of the relationship between ction for adolescent girls and
theirjournal Writin@While comparisonis animportanttool for studies of material culture

that focus on speci c historical objects, as we will see in subsequent chapters of this thesis,
by contrast Laura Taylor's journals o er a rare and vivid source of information relating to
colonial textile culture that make them worthy of analysis on their ow@erms.

Journal, 1847 49

Colonial textile culture is not con ned to the practices, techniques and traditions of those
with skills in the making and manufacturing of textiles and textile goods. For a start, it con-
cerns the production of textiles and textile-based items irrespective of whether the labour
involved was paid or unpaid. In addition to production, it also concerns consumption of
clothing and textiles by all individuals within a particular society. Consumption is also de-
ned in terms that go well beyond that of narrow transactions within the marketplace. The
themesthatemerge inthe rstof Laura Taylor's journals, written when she was sixteen years
old, lay the foundations for those that occur in the two succeeding volumes. While insights
into the making and using of clothing and textiles are a signi cant feature of her account,
there is also evidence relating to washing and mending, gifting and exchanging, teaching
and learning, and performing ceremonial rites. Necessary tasks are recorded alongside other
events, but what is remarkable about Laura Taylor's account is that it provides compelling
evidence for a lack of repetition in domestic routine. It demonstrates that such tasks were
determined by circumstance and were largely unregimented.
Taking the lead from the journal itself, the earliest instance of one individual gifting an

item of clothing to another was recorded on New Year's Day 1849 when Mr Baker gifted a
“native mat', most likely akahu (cloak), to Laura's mot@William Baker was a son of

3&nilippa Wilson, * We Are Still English at Heart : Constructions of Englishness by Englishwomen in
Nineteenth-century New Zealand', MA thesis, Auckland University, 1997; Anna Jackson and Lucy Alston,
“Colonial Girlhood and the New Girl's Journatymen's Writingvol. 21, no. 2 (2014), pp. 259 74.

3Miles Fairburn's study of James Cox's journals has established a strong precedent. See Miles Fairburn,
Nearly Out of Heart and Hope: The Puzzle of a Colonial Labourer's dogkiahd University Press, Auck-
land, 1995.

40As Awhina Tamarapa explairsk&hu is a broad term for a cloak-like garment “worn about or over the
shoulders and enveloping the wearer's body'. See Tamardfistedkakahy p. 11. They were described
as “native garments or mats' by British commentators, see Chk&nbbunters with “Wikitoria' ', p. 164.
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Figure 1.10: Ink and wash drawing by Richard Taylor of the view from the south bank of the
Whanganui River, c. 1848. Ref: E-296-0-159, Alexander Turnbull Library, Wellington, New
Zealand.
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Charles and Hannah Baker, who became associated with the Taylors through his family's in-
volvement with the Church Missionary Society in the Bay of Islands. He had recently come
to Whanganui "to take charge of the native schomltiat{ﬂ The journal is frustratingly
silent on many details of the gift. The circumstances were recorded like this: "Mamma and
Papawentdown to the native school the children sleep there now, the day was rather gloomy,
Mr Baker gave Mamma a native @Cﬂ’om the economy of expression itis di cult to de-
termine a motive for the gift. Maybe Laura's mother admired itand the young Mr Baker duly
gave it to her as a measure of respect. There is no indication as to what it looked like, where
it originated, what Laura's mother thought of it, or how it was subsequently used. Two
months after this event, Laura recorded: "Mamma received a letter from Margaret Thomas
to ask her to send her some ax mats and bags or any thing else as she was going to send a
box to England and had not got anything of the @Arthough Whanganui Regional
Museum holds a range oflti textiles associated with the Taylor family, the "native mat'
gifted by William Baker cannot be linked to any of the items by pro@ance.

Among this collection of textiles associated with the Taylor family there is, however, an
item that demonstrates that mission families uaed Mres, textiles and clothing not only
for the purposes of gift and exchange, but also to extend their textile practices. There is an
item described as a "mantel cloth' that was densely stitched using brightly dyed muka thread
by Laura Taylor's mother, Caroline (see r@]:lmwpver, as it measures 180 mm high
and 380 mm wide and is not elongated enough to be a mantel cloth and it probably would
not have remained in superb condition if it been used for that purpose. It is most likely to
be an ecclesiastical textile of some kind, such as a p@dﬂcﬁaiétheless, this item indi-
cates that Caroline Taylor brougha®ti bre preparation techniques into her needlework
repertoire, giving further support to Kristyn Harman's notion of hybrid domesticity. While
she used bres that were familiar tadvi parishioners, the form and symbols were more
familiar to worshipers attending "the English service', as Laura Taylor termed it, across the
rive|1?‘_7] The knowledge that Caroline Taylor made European textile items asimgis-
terials also complicates our understanding of Margaret Thomas's request. Perhaps Caroline
Taylor contributed to the making of the items that were sent to England? The Taylor family

For instance, sBiew Zealand Spectator and Cook's Strait Gualdialy 1850, p. 2.

“Journal, 2000.4.164a, rilne Missionary's Daughtandated, p. 19.

42Journal, 2000.4.164a, pp. TBe Missionary's Daught&rJanuary 1849, p. 21.

43Journal, 2000.4.164a, p.BHE Missionary's Daught@rJanuary 1849, p. 23.

44The Reverend Richard Taylor Collections held at Whanganui Regional Museum include the following
items of clothing: Korowai (cloak), c. 1800s, 1927.7.8, bequeathed by Laura Helen Bruce Harper; Paepaeroa
(cloak), c. 1800s, 1927.7.10, bequeathed by Laura Helen Bruce Harper; Hihema (cloak), c. 1800s, 1927.7.11
bequeathed by Laura Helen Bruce Harper; Korowai (cloak), c. 1800s, 1957.143.1, onloan from Justin and Laura
Alymer; Paepaeroa (cloak), c. 1800s, 1957.143.2, on loan from Justin and Laura Alymer; Parateai/Kaitaka P
(cloak), c. 1800s, 1958.107, gift of Justin and Laura Alymer; Kaitaka (cloak), c. 1800s, 2012.34.1, gift of Mrs
Aileen Harper.

“Mantle cloth *worked in NZ ax by Mrs Richd Taylor', 2012.34.2, gift of Mrs Aileen Harper, WRM.

46Email from Anne Peranteau, Textile Conservator, Wellington, to author, 22 May 2019.

4"The Missionary's Daughtéiarch 1849, p. 34.
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Figure 1.11: Full view of front and detail of back of pulpit fall ‘worked in NZ ax by Mrs
Richd Taylor'. Ref: 2014.34.2, Whanganui Regional Museum. Photograph by author.
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home had a "native room'that was used to conduct mission business and to house an expand-
ing collection of taongadbri or highly prized Kbri object@ Was italso aroomin which

Maori textiles were recreated and reimagined? These questions remain unanswered. We do
know, however, that Caroline Taylor's workbox was a powaka whakairo or carved treasure
box (see Figure 1[H2).

The con ation of lakahu and European-style mats in the early colonial era has been
teased apart by Patricia Wallace and Awhina Ta@tamaa Taylor's journals include
numerous references to this aspect of colonial textile culture. A "mat' occurs in another con-
text when she recorded on 9 January 1849: | made a fringe for a mat, Wickey was to have
washed but she did not come tlgThe next day she stated: ‘After tea | did some of my
matﬁ The term "mat' was used for a wide variety of articles that were used as protective
coverings for at surfaces like oors and tables. We do not know what Laura Taylor's mat
looked like. We cannot assume from the presence of a fringe that it was made in a European
style. Laura Taylor was writing for herself, secure in her knowledge of di erent types of mats
and various ways of making and using them; she does not tell us what we need to know at this
distance in time. As we have already seen, Laura Taylor worked with ax during this month
and was familiar with the terrakahu, which she expressed as “kakahous'. On 27 January
1849, the day Te Keepa Te Rangihiwinui and his rst wife Makere (Makareta or Margaret)
were married, she wrote:

Sat 27 Avery ne warm day got up early and were very busy, at half past eleven
we went to see Kemp married, the bride was dressed just like an English woman
she was the rst native who | have seen look well in a bonnet I think I never saw
so many well dressed natives together before, not one of them was dressed in
either blankets or mats, they had a very grand breakfast down at the Pa it was in
a new house and every thing arranged quite in the Engli@ﬁ style.

Attitudes of missionaries and settlers to the "native mat' were diverse and contradictory, but

it is safe to say that this item of clothing was consistently utilised in missionary and settler
discourse alike as a benchmark of progress. Among the “well dressed' guests observed by
Laura Taylor there was "not one of them was dressed in either blankets or mats'. In 1843

a commentator for thBaily Southern Crogasgued that since the signing of the Treaty of
Waitangi conditions for &bri had deteriorated and used what they were wearing as a case

in point:

48The Missionary's DaughtBrApril 1852, p. 59.

“9powaka whakairo, 19th century, 1959.42.5, presented by Estate of Justin Arthur Alymer and Annie Laura
Alymer, WRM. For a similar item, see Powaka whakairo (treasure box), c. 1830s, ME023776, purchased in
2007, Te Papa.

SOnallace, “Traditional Maori Dress', pp. 212 14, passim; Tamarsiiaakokakahy p. 12, passim.

5Journal, 2000.4.164a, pTBe Missionary's Daught&f January 1849, p. 23.

53Journal, 2000.4.164a, prBe Missionary's Daught@rdanuary 1849, p. 23.

53Journal, 2000.4.164a, pp. 2TBe Missionary's Daughtg7 January 1849, p. 27.
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Figure 1.12: Mary Caroline Taylor's powaka whakairo used as a workbox. Attached tag
states: "Workbox Carved by the Maoris for Mrs. Taylor, wife of Rev. R. Taylor', and "Pre-
sented by Estate of Justin Arthur Alymer and Annie Laura Alymer, 5-4-1959'. Ref: 1959.42.5,
Whanganui Regional Museum. Photograph by author.
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We have seen the natives in former times well clad, and possessing abundance
of European property, in the shape of blankets, and various other articles of
European manufactures, obtained [illegible] by the sale of the produce of their
cultivated land, as well as by the sale of portions of their waste lands to European
traders and settlers. We see them now, in every part of the country, miserable
and dejected without European clothing and other goods, obliged to turn again

to the use of the native mat: a change not only productive of discomfort, but

of much disease and su e@g.

While kakahu were viewed as degraded articles of clothing in some contexts, they were
also used to considerable e ect at signi cant turning points in the history of New Zealand.
Forinstance, Te Teira famously placed a ™ ne native mat' at the feet of the Governor at Wait-
ara in 1860, a gesture that Wiremu Kingi and other tribal leaders who supported the reten-
tion of Maoriland may have resented. The symbolic value and practical udiighofikas
not restricted to the ori world. Kakahu were used by colonists and settlers in a variety of
ways. Richard Taylor gave a mocking portrait of Jerningham Wake eld wesdagiark
Whanganui in 1840:

They had a large raupo building near the Commercial Inn, with a long table
down the centre and a cask of rum at one end for each to help himself from

a rude representation of a baronial hall, of which Jerningham was the chief,
wearing a native mat like a toga, and a large Manilla hat with an ostrich feather
in it}

Beyond the actions of amboyant public gures, there is fragmentary evidence that ordi-
nary settlers usedkahu as bedcovers and cloaked around their shoulders in the manner of
Maoriwearers when necessary. This is apparent, forinstance, from evidence presented when
Robert Field was indicted for “stealing one native mat' from Edward Jones in Wellington in
184@ From this trial we can conclude thak&hu were a form of currency in early colonial
settlements, valuable enough to warranttaking legal action when they went adisging. K
had many intrinsic physical qualities. These were derived from the stability and strength of
weft-twining as a construction technique and the splendamikdt{geometric patterned
borders) and other surface embellishments, such as “huruhuru (feathers), hukahuka (rolled
threads) anddcure (unravelled threads), strips of leaves and bundles@f bre'.

Following Mr Baker's gift of a "native mat' to Laura's mother, Laura and her sister Mary
made two mats each to give to Mr Baker and Mr Ronaldson, both of whom had a regu-
lar presence in the Taylor housefibWifilliam Ronaldson was a schoolmaster for Richard

4Daily Southern Cro&sJune 1843, p. 2.

SSTaylor, The Past and Present of New Zealpn2i70.

SNew Zealand Gazette and Wellington Specéaktarch 1844, p. 3.
5Blackman, "Whatu', pp. 87, passim.

58The Missionary's Daught&® March 1849, p. 35; 12 March 1849, p. 36.
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Taylor at Ritiki from 1844 to 1849. Laura Taylor did not describe the mats, which were com-
pleted in March 1849. However, it is probable that there was no loom involved as a weaver
would be unlikely to record, as she did on Monday 12 February, that "I did a row qﬁny mat'.
Slow row-upon-row construction could apply to raranga (plaiting), knotting, knitting and
crochet alike. The timeframe is not applicable to double weft twining, unless the item was
small. On 11 May 1849 she recorded, ‘| began to krﬁﬁl’ﬂrﬁatdoes not imply, however,
that all the mats she made were knitted. Mats could also be made with coarse plant materials,
such as rushes, straw and di erent types of bast bres, and were desirable oor coverings for
houses without carpets. Other possibilities include table mats, which depending on an indi-
vidual's domestic circumstances would most likely be made from ne materials, and sleeping
mats, particularly for men who moved between lodgings. And as we have seen these items
were important in Mori cultural terms. That textiles of similar form were used for di er-
ent purposes across cultures is hinted at by Ernst Die enbach in 1843, when he wrote, ‘A
good sleeping-mat is called takapau, and resembles our table-covers: an inferior one is called
e porerd’t

Interactions with Mori in relation to clothing and textiles were numerous during the
six-month period of the rstjournal. She recorded a number of exchanges of clothing in the
January. Her mother "gave Rawinia some print to make a gown' and she was "very much
pleased’, while John Williams gave Laura Taylor "two native pins' (aurei or cloak pins), and
she made "a little frock for a native t@ay)n the last day of that month, Laura Taylor
announced "In the afternoon | xed some work for the native children as | am going to have
a class to teach them how to ﬁw}he soon reported, ‘| had the native girls up to sew.
They liked it very much and wanted to stay much Io@'éh‘e next class comprised nine
girls and one boy, and by the time of the third class two weeks later she was able to report
that 'some of them sew really very n@T)He children came to her, as she indicated later
that month: "I had the sewing class up in Jeremiah's room, | gave te Kori a peticote as she
has got a very bad cold and | thought it would help to keep heraméarly March
her sewing instruction was handed over to her sister Mary as Laura was very busy mending
stockings. For a while, the sisters took the class alternately, but by the middle of April Mary
had assumed most of the responsibility. On the rst Wednesday in May, Laura Taylor wrote:

59Journal, 2000.4.164a, p.4iE Missionary's Daught&? February 1849, p. 30.

60Journal, 2000.4.164a, p. B8 Missionary's Daught&f. May 1849, p. 45.

5 rnst Die enbachTravels in New Zealand: With Contributions to the Geography, Geology, Botany, and
Natural History of that Country, in Two Volupdegn Murray, London, 1843; reprint Capper, Christchurch,
1974, p. 53.

62Journal, 2000.4.164a, pp. 6, 8TAB:Missionary's DaughtérJanuary 1849, p. 22, 8 January 1849, p.
22,25 January 1849, p. 27.

3Journal, 2000.4.164a, pTBE;Missionary's Daught8t, January 1849, p. 28.

64Journal, 2000.4.164a, p.1B3% Missionary's Daughteebruary 1849, p. 28.

8%Journal, 2000.4.164a, pp. 42 A% Missionary's Daught@iFebruary 1849, p. 30, 15 February 1849, p.
31.

66Journal, 2000.4.164a, p. B8 Missionary's Daughte®, February 1849, p. 32.
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"I had the children to sew, but it rained so very hard and was so dark that we could not see
so they are coming tomorr@']’wo days later she had eleven children up to sew and no
further references to teachingadi school children to sew were made after that date. The
type of sewing instruction that the children received is unclear, but presumably it was in
plain stitching. While she taught Rebecca and Serena, yaongvmen of around her

own age, to knit as the weather grew cooler, she does not meadibmwdinen or girls
providing her tuition in their own textile skills.

LauraTaylor's rstjournal reveals several di erentaspects of needlework practice. Needle-
work was performed, as you would expect, within a family context, both individually and
collectively. For Laura Taylor sewing was a weekly occupation, atleast in the warmer months
of 1849. She wrote "I made Mamma a cap' or variations on this phrase such as | began to
make a cap for Mamma' or ‘| made a black cap for Mamma' eight times in the six-month
period covered by the vqueShe recorded making dolls clothes, such as frocks, capes,
caps, and a "Polka' (jacket) for her own doll, with or for her sister and a neighbouring child,
with equal frequency. She was "busy sewing' on four occasions, otherwise all her sewing tasks
were speci ed. She recorded making a frock and an apron for herself and her sister Mary, "a
little garment for a native child', and "alittle frock for a poor new bor@&dxyé.trimmed
bonnets for both her sisters and herself, stating: "Mary's and Berthas bonnets came home
from Wellington | trimmed them, and their Sunday ones, as they were quite spoiled by the
rain"Y This is one of the few mentions of garments being sent in from elsewhere. She also
performed a range of one-o tasks, including making bags to protect their grapes, making
tassels and a saddle cloth for Leila, one of the Taylor family's horses, hemming pocket hand-
kerchiefs, and helping her mother make a ‘habi@ﬂﬁhlé.only annoyance she expressed
in relation to sewing concerned the mending of her riding skirt, "which is much torn' and
"a very long job' carried out in three S@She mentioned mending stockings ve times
during the month of March, again suggesting a shift to warmer clothing. Men participated
in mending. Mr Ronaldson, for whom she made a knitted silk purse over a period of two
months, mended her par:@dlhere are only two entries recording purchases of fabric and
thread. She and Mary bought two skeins of sewing silk from "Willies' and soon after their
mother "bought some print to make a riding $Kiffhere is no mention of clothing and

67Journal, 2000.4.164a, p. @8 Missionary's Daught2iylay 1849, p. 44.

58Journal, 2000.4.164a, pp. 35, 5Bh@dvlissionary's DaughtbrFebruary 1849, p. 29, 9 March 1849, p.
35, 30 March 1849, p. 39.

%9Journal, 2000.4.164a, pp. 448 Missionary's Daught&7 February 1849, p. 31, 12 March 1849, p.
36.

"Journal, 2000.4.164a, pTHe: Missionary's Daught7 February 1849, p. 33

"The Missionary's DaughtérJanuary 1849, p. 22, 12 February 1849, p. 30,17 January 1849, p. 24, 5 May
1849, p. 44.

"2Journal, 2000.4.164a, pp. 1286k Missionary's Daughtéruly 1849, p. 53, 9 July 1849, p. 53, 10 July
1849, p. 53.

"3The MissionaryBaughter, 16 February 1849, p. 31, 14 March 1849, p. 36, 27 April 1849, p. 43.

"4Journal, 2000.4.164a, p. Pde Missionary's Daught&b January 1849, p. 24, 24 January 1849, p. 26.
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textiles being supplied other than boxes of “clothes for the native children' that were sent
“from Englandfj

As with at textiles, Laura Taylor did not specify the construction technique she used
for several garments. For instance, it is unclear whether the many caps and night caps she
produced were sewn from cloth or knitted from yarn. Nonetheless, seasonality was a pattern
as knitting engaged more of her time as the weather became cooler from April. The knitted
item that she was most occupied with was a silk purse for Mr Ronaldson, which she recorded
doing on six occasions. Beyond that, her knitting involved making mits, babies socks, a mat,
a pincushion, and a bag. She gave knitting lessons on two occasions: to Rebecca and Serena
from Putiki and to her seven-year-old sister Bertha. When Mary Williams came to stay she
brought a knitting book and Laura Taylor was able to try out some of the patterns, which
Mr Baker copied for her. The support and involvement of men in knitting is worth noting
here. Heather Nicholson states: "Drawing-room knitters imported delightful but expensive
little knitting pattern books, which were published in tens of thousands in @i‘fmetly
they may have been, but as this anecdote makes clear the content of these books was shared
as women moved in and out of each other's households. Nicholson observes that knitting
patterns for bulky garments were unusual in the 1840s, and these books mainly provided
patterns for lace edgings, collars, mantles, scarves, purses, bags, gloves, pincushions, runner:
and other accessomaE.vents of major political importance were recorded in tandem with
tasks like knitting: "In the night we were awoke with a loud knocking and found that Major
Dury had arrived and brought the money to pay for the land A very wet day, | began to knit
a pincushion covef'

During the six-month period of the rstjournal, Laura Taylor recorded a range of tasks
relating to the care of clothing: washing and ironing. Clothes washing was mentioned ten
times. Wickey ‘came up', presumably from the riverside settleraghki;, &b Rash clothes
prior to Kemp's January wedding, one Tuesday in early February followed by the Monday
two weeks later, one Wednesday in March, and one Wednesday in April. It is possible that
Wickey's washing was only recorded when it intersected with Laura's domestic activities.
Thereis also achance that clothes were regularly put out to wash, as one Monday in February
Laurawrote "I mended my frock as it was much torn and Mama wanted to send i@) wash'.
Nonetheless, washing is not presented as the exhausting Monday ritual that Caroline Daley
has documented for households in Taradale in the late nineteenth and early twentieth cen-
turieﬂ The Taylor family could a ord external help with laundry work and no qualms

"ournal, 2000.4.164a, p. T Missionary's Daughtpp. 21 54.

"®Heather Halcrow Nicholsoithe Loving Stitch: A History of Knitting and Spinning in New Zealand
Auckland University Press, Auckland, 2001, p. 29.

"Nicholson;The Loving Stitgp. 29.

"8Journal, 2000.4.164a, pp. 96 fig Missionary's Daught8May 1849, p. 45.

"®Journal, 2000.4.164a, pp. 51 Missionary's Daught26 February 1849, p. 33.

80Caroline Daleyirls & Women, Men & Boys: Gender in Taradale, 1886XL@RGynd University Press,
Auckland, 1999, p. 50.
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were recorded other than on one occasion when Wickey was to have come to wash but did
not turn up. There is no mention of anyone coming in to do the washing after mid-April,
three months before the rstjournal comesto anend. Laurarecorded doing washing on four
occasions. She washed her dolls' clothes one morning in January; did a Saturday morning
wash in March, which was hardly onerous as she then spent the afternoon riding over two
nearby farms; washed gloves one Thursday in April alongside other tasks including making
an apron and reboiling apple jelly to ensure it kept; and nally, “collars & one Monday in
May when she also "knitted a good deal' and "went to see ttﬁmng was not the

burden of a particular woman within a household. Instead, it was a mix of heavy paid labour
and light family chores, but evidence from one family is insu cient to suggest change over
time.

Ironing occurred in tandem with washing and also shifted with the seasons. Eventhough
the journal was written by a sixteen-year-old, who could be expected to underestimate the
guantity of washing and ironing required to maintain the respectability of a sizeable family,
itis clear that the pattern of washing and ironing in the Taylor household shifted markedly
from summer to winter. Laura Taylor helped her mother "a little’ with ironing one day in
Januarff| She ironed dolls' clothes that she had washed and some clothing that Wickey had
washed on another occasion. She twice noted her mother ironing items Wickey had washed,
and mentioned her mother ironing on two other occasions. While her mother was busy
ironing she was occupied with other tasks, such as making sponge cake or packing apples.
On Wednesday 9 May she recorded '| was very busy starching and ironing colars caps &
& all the morningﬂ She performed the same task three weeks later. That more washing
and ironing was done in the warmer months, rather than the cooler months, is probably
explained by a change from cotton to woollen garments, thatis, from light coverings towarm
layers. It may also be a response to the weather and the di culties of getting clothes dried.
In the winter months it was small, detachable items of clothing, such as collars and gloves,
that were washed and ironed, rather than whole garments. Woollen items could be brushed
clean relatively easily when dirtied with dry substances, such as our, mud and soot. Laura
Taylor was a meticulous recorder of the weather, with a habit of beginning every entry with
an account of how ne, or otherwise, the day had been, but she makes few links between the
weather and clothing. This journal ends with the words "Papa got a tumbler half full of hail’
on 13 July 18#9.

8ournal, 2000.4.164a, p. Toi& Missionary's Daught2s May 1849, p. 47.
82Journal, 2000.4.164a, pTAe Missionary's Daughtérdanuary 1849, p. 21.
83Journal, 2000.4.164a, p. Bife Missionary's Daughtemay 1849, p. 45.
84Journal, 2000.4.164a, nljne Missionary's Daught28 July 1852, p. 54.
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Journal, 1852 53

The second journal portrays a young woman growing into adult responsibilities. It opens at
the beginning of March 1852, shortly before Laura Taylor celebrated her nineteenth birth-
day. It might be anticipated that an emerging awareness of herself as a young woman would
bring clothing, accessories and personal appearance into view as a subject for close exami-
nation. In a study of middle class British women, Ariel Beaujot states: "While emphasizing
the importance of moral character on one hand, on the other Victorians were constantly fo-
cused on the outer changes they could achieve through cons@bﬁsm.Taylor did
not write about her style of self-presentation in the journals she penned in the years prior to
her marriage at the age of twenty-six, and after that, of course, she remained silent as a di-
arist for twenty years. There is one signi cant exception, however, and this involves reading
her journals in conjunction with images. With the arrival in New Zealand of itinerant da-
guerreotype photographers in the 1840s, there were men and women in a range of localities
who had the opportunity to create new kinds of likenesses of themselves and th@ children.
The daguerreotype had the potential to alter people's perceptions of their clothed bodies in
relation to their own selfhood like holding up a mirror and to that of others.

Lawson Insley, an itinerant photographer, was in Whanganui durﬁgi—l@ﬁmde
his rst appearance in Laura Taylor's journal on Wednesday 28 July:

Mr Innesley the Daguerrotype man called he brought some likenesses over for
us to look at, & examined Papa's machine he is going to put it to rights & take
our portraits he showed us our likenesses reversed in the camera obscurer they
were so brilliant & pretff

In Laura Taylor's account of the occasion it was the likenesses that “were so brilliant and
pretty’ and not the sitters. There is a separation of the self from the materiality of the image.
The arrangement to create portraits was put into e ect immediately, as the very next day
she wrote, "We had an early dinner & then all went to town & had our Iikeness@ taken'.
There is no indication as to what she or any other family member wore on the occasion. The
process of creating likenesses continued somewhat less happily the following day:

A ne day. We all went to town to Mr Innesley's but he was not able to nish
taking us so we have to go again tomorrow so many people went by that it was
very disagreeable especially the Miss Cutrasses who passed 4 times & stopped
to stare at us. An inquest was held over the poor man who strangled himself.

8%Ariel Beaujotyictorian Fashion Accessd@i s, London and New York, 2012, p. 1.

8&anhalla and WolEarly New Zealand Photogragy10.

87Foridenti cation of ‘Mr Innersley', see Christine Whybrew, *Family photo or national treasure? Another
look at the Barrett sisters' daguerreotype’, in Wanhalla anB&kgif\ew Zealand Photograpmy?4.

88Journal, 2000.4.164b, p.Bie Missionary's Daught2s July 1852, p. 77.

89Journal, 2000.4.164b, p. B&e Missionary's Daught2® July 1852, p. 78.
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It was quite late when we returned home as Papa had to attend the inquest. |
nished my dress & worgf

Itwould appear that the dress that Laura Taylor nished that day was worn athome after
the family's trip to town from the placement of her remark at the end of the day's journal
entry. There is nothing to suggest that a new dress was made for the purposes of having a
photograph taken. Her work on the dress began on the Monday of that week, when she
noted "I began to make my new dres@ﬁme continued working on it the next day:

Fine but a cold raw day Busy at my dress Mama Bertha & Papa went to town
the Kirks came over with them & spent the evening Mama played & Mrs K sang
very nicely. Mr K bought some of Lyons books they go up the rivertor‘@rrow.

While she gave no information about the materials, purpose and style of the dress, or the
methods by which it was cut out and assembled, her journal entry remains highly evocative.
Needles and threads, musical instruments and books were repeatedly pictured in engravings
of domestic scenes in the British periodical press, to the extent that this combination of ac-
tivities has entered our visual lexicon as an easy shorthand for the middle claﬁ at leisure.
This should not distract us from the work involved, particularly if the dress worn in the In-
sley portrait was in any way similar to the ones Laura Taylor wore in the only photographic
portraits that have been located to date (see 1.13 1.14). The dresses she is wearing bear
a close resemblance, suggesting they were derived from each other. Paper dressmaking pat-
terns were not available at this time. It may be that an existing garment was unpicked and
used as a model from which to cut and stitch the new one, an exercise that was easier with
hand stitching. An elaborate dress intended for a special occasion may have been cut out by a
dressmaker to be assembled at home. We can only surmise that the dress Laura Taylor made
was a simple house dress.

Laura Taylor's entry for Saturday 7 August sheds further light on the demands of early
photographic processes and the nature of social relationships in small communities:

Avery sharp frost but a beautiful morning, we had to make pastry so hurried &
went to town as Mr Innesley says he will leave the beginning of the week & has
not nished our pictures we found it very cold as there was a sharp wind which
swept round the corner where we sat the light was not good & he was quite
pestered so many people coming not satis ed with theirs the Darcys particularly
we called on the Cutrasses & old Mrs Nairn who is staying there also Mrs Watt
& Mrs Durie Mamma & | crossed over rst after having spent a very tedious

9Journal, 2000.4.164b, p. Be Missionary's Daughta6 July 1852, pp. 78 9.
®YJournal, 2000.4.164b, p. BBe Missionary's Daught26 July 1852, p. 77.
92Journal, 2000.4.164b, pp. 80 e Missionary's Daughtg6 27 July 1852, p. 77.
9CramerNeedlework and Women's Identity in Colonial Austfial8 81.
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Figure 1.13: Laura Taylor, ca. 1850s. Courtesy of Gerry Barton.
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day we landed at the other end of the pa as Kepa had to return for the children
& as soon as we landed a heavy hail storm came on so we took shelter inthe rst
whare we came to, as the hail did not cease We had to run on when it was not
quite so heavy & stop under the houses, the paths were very muddy, we got very
wet but the rest of the party had plenty of cloaks as we sent ours back to them
so that they soon got comfortable & we were very glad of a good tea as we had
no dinner after tea Mary & | worked on our ax n@ts

The experiences of sitters are often overlooked in histories of colonial photography. An-
gela Wanhalla and Erika Wolf have recently shifted this area of scholarship away from the bi-
ographies of photographers to “colonial cultures of photography and the photograph itself'
in New Zealan Laura Taylor's journal entry reminds us that beyond the intended out-
come of adaguerreotype, the processes involved in making of a photographic image could be
criss-crossed by various human hopes and frailties, from the troublesome demands of other
clients to the wet and muddy clothing that might result from the e ort. Her writing focused
on the experience of being photographed, rather than its outcome.

The transactions between Lawson Insley and his sitters in the Taylor family went well
beyond the production of a set of portraits. Entries written over a sequence of nine days
make this point. The rst Sunday in August, Laura Taylor wrote: "Mr Innesley dined with
us & spent the evening he has travelled a great deal & was very agreeable he says that he has
taken 1500 pictures in New Zealand only & he has not been quite two yﬁrﬂu&re‘.
days later she reported: "Mr Innesley called while we were at tea he spent the evening & Papa
showed him some curiosities he was most pleased with some cotton grownin c@ garden'.

At that end of the week, she stated: "Mary & | commenced a pair of blue & white ax mats
for Mr Innesleﬂ On the second Monday in August she wrote:

A very sharp frost Mary & | worked very hard at our mats & nished them by
dinner time as we wanted to take them over with us. We called on Mrs Durie.
Mr Innesley was quite beset with people who were dissatis ed with their pic-
tures that it was some time before he could take us | went & sat some time with
Mrs Sutherland We gave our mats | think he seemed pleased v@ them

The next day the photographer delivered the portraits and the family was "busy all the
morning gumming paper round the edges of the ones he took on ouffjlates'.

9Journal, 2000.4.164b, pp. 9T e Missionary's Daught@rAugust 1852, p. 80.

%Wanhalla and WolEarly New Zealand Photograptyl1.

9%Journal, 2000.4.164b, p. B6e Missionary's Daught&rAugust 1852, p. 79.

97Journal, 2000.4.164b, p. 87T8ie Missionary's Daught8rAugust 1852, p. 79.

%Journal, 2000.4.164b, p. BBe Missionary's DaughtérAugust 1852, p. 80.

99Journal, 2000.4.164b, p. 93 [page numbering reverts to p. 84 frofithledvti§sionary's Daughtér
August 1852, p. 81.

1090urnal, 2000.4.164b, p. 84 [see above regarding page numbertigsionary's Daught&t August
1852, p. 81.
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Figure 1.14: Laura Taylor and Thomas Henry Harper, c. 1859. Ref: F-28719-1/2, Alexander
Turnbull Library, Wellington, New Zealand.
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Of interest here, is not so much the fact that Laura Taylor and her sister Mary gave Law-
son Insley gifts made by hand from ax, but that they had access to dyed strands of ax
whether from their own labour or that of others is unknown with which to create the blue
and white mats. This vignette cannot be fully disentangled, but it does suggest that ax was
dyed in a wider colour range than usually recognised. The plant dyes that were extracted
from the bark of speci ¢ native trees, such as tanekahaaungdand used in conjunction
with various mordants to create black or brown yarns are well known. That a blue or blue-
black dye could be derived from maire-tawake (tuhuhadonhis less well kno@This
may be how the blue strands of the ax mats were created. But equally, dyes extracted from
plants and insects that were endemic to other parts of the world could have introduced new
types of blue dyes, such as indigo blue, into the repertoire of textile items made from New
Zealand ax. Laura Taylor made no mention of dyeing fabric in any of her three journals,
although her mother's recipe book has instructions for making "Nankeen Dye' by boiling
“annatto and common potash' together to create a yellom@&w.did, however, note
Lawson Insley's pleasure at being shown the cotton growing in the Taonr@Qmﬂrm
time cotton cultivation was being experimented with in parts of Australia, where he usually
lived, rather than in Aotearoa New Zealand, although there were other @empts.

The Cuttress family, who exasperated Laura Taylor with their curiosity, had rst made
an appearance in her journals several months earlier, in an abrupt entry on Wednesday 24
March: "The Cuttrasses called Papa went to @fﬂﬁfﬂe gesture was returned on Monday
29 March: "I went to town with Papa & Mamma we called on the Cutrasses, they seem very
Lady like we wentto Mrs Fields Mrs Duries Mrs Cresswells & several other places avery warm
dayE‘f From these entries, we cannot assume that calling in Whanganui was an “explicit
ritual of exclusion and acceptance’, as documented by scholars such as Penny Russell, Kirsten
McKenzie and Dianne Lawrence for genteel families in colonial cities like Melbourne and
Cape Tow@ Anna Petersen's work supports this concl@duaura Taylor's remarks,
here and elsewhere, suggest that calling on other women in her community was a way to

10New Zealand Spectator and Cook's Strait Guagfidgbruary 1846, p. 2. Sgeygium mairdlaire
tawake. Black maire.' Inadri Plant Use, Landcare Research: https://maoriplantuse.landcareresearch.co.nz/
WebForms/PeoplePlantsDetails.aspx?PKey=4a39d02b-6220-4975-af07-2a823fb5db6d (accessed 31 November
2019)

10Recipe book, Mary Caroline Taylor, c. 1833 61, 2000.4.167, gift of Whanganui Historical Society, WRM.

103ournal, 2000.4.164b, p. 8Be Missionary's Daught8rAugust 1852, p. 79.

1090n cotton cultivation in Australia at this time, see for insthletson Examiner and New Zealand
Chroniclg2 June 1849, p. B&ily Southern Cros¥) May 1851, p. 3. For attempts in Auckland Province,
see for instandéelson Examiner and New Zealand Chror28léuugust 1860, p. 2.

1030urnal, 2000.4.164b, pTAe Missionary's Daught24 March 1852, p. 57.

1080urnal, 2000.4.164b, p.Tike Missionary's Daught2® March 1852, p. 58.

10Penny Russely, Wish of Distinction: Colonial Gentility and Femininielbourne University Press,
Melbourne, 1994, pp. 50 5; Kirsten McKenzie, "Women's Talk and the Colonial State: The Wylde Scandal,
1831 1833', in Wendy Woodward, Patricia Hayes, Gary Minkidgepddistories: Gender and Colonialism
in Southern AfricaRodopi, Amsterdam and New York, 2002, p. 104; Law&smteel Womepp. 78, 146.

0%\ nna Petersehlew Zealanders at Home: A Cultural History of Domestic Interiors 1814i\i9$ity
of Otago Press, Dunedin, 2001, p. 37.
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measure the compatibility and worth of new arrivals and to exchange a ection, news and
support within her existing social networks. It is also clear that items related to the making
of clothing and textiles were exchanged: "In the afternoon Cecil went to town he borrowed
some crochet patterns from the Miss Cuttresses, for us td"€bBuch exchanges were
central to the transmission of textile culture.

While Laura Taylor did not discuss matters of self-presentation in her domestic life or her
social round, she did occasionally record how others presented themselves. The only detailed
description Laura Taylor provided of a garment of any kind was that worn by Catherine
(Kate) Williams when she married Octavius Had eld in May 1852. This signals the impor-
tance of textile culture in wedding rituals. Considerable emotional and nancial investment
was involved in the making of the dress, which she described as follows:

we had an early breakfast & then after prayers | helped Mrs Williams to nish
arranging the table & then dressed the bride she looked very well. She wore a
white spotted muslin dress with two ounces the sleeves were extremely pretty,
amantelet of white De Laine trimmed with swans down which looked very nice

& warm her bonnet was drawn a very pretty shape made of white silk, with a
pretty wreath of orange blossom & lily of the valley inside she walked rst with
her brother who gave her away Mr Had eld and | walked next then Mamma
Mrs Williams and Mr St Hill the latter was very full of@h.

The phrase “looked very well' does not refer, as might be imagined, to the state of health
of the bride, but instead to the e ectiveness of her clothed appearance and to the way it
was admired. Further on, she also recorded that the bride was "in very good spirits'. The
marriage service was at Ratiegi Church, Otaki: "The church which is a large building was
quite crowded with natives they behaved very ofdéitylowing the service and wedding
breakfast, which was probably held “in the front room' of the parsonage, the "happy party
started on the spring cart & pair to Mana\/\@f]'he decorative use of white textiles gave
Laura Taylor the opportunity to savour the scene: “the horses bridles were ornamented with
white ribbons the girls looked so nice in their neat print dresses to which was added a white
collar and bow, the boys about the place wore white fa@%mxér the couple's departure,
sherecorded: "The natives had a grand feast we wentto see it, and in the evening Mr Williams
exhibited the wonders of the magic lantern in the school house which was greeted with loud
shouts™*

On one level the marriage of Kate Williams and Octavius Had eld was a likely match

1090urnal, 2000.4.164b, p. B6e Missionary's Daughtdi. May 1852, p. 67, 14 August 1852, p. 81.
19ournal, 2000.4.164b, pp. 34 Be Missionary's Daught&® May 1852, p. 65.

3ournal, 2000.4.164b, p. Bt Missionary's Daught&® May 1852, p. 65.

13ournal, 2000.4.164b, p. Bee Missionary's Daught&® May 1852, p. 65.

13ournal, 2000.4.164b, p. Bee Missionary's Daught&® May 1852, p. 65.

H3ournal, 2000.4.164b, p. Bee Missionary's Daught&® May 1852, p. 65.
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between two adherents of the Church Missionary Society supported by a predominantly
Maori congregation. Yet as studies by Angela Wanhalla and Tony Ballantyne each suggest,
when we consider the material and cosmological elements of such unions they were also ex-
emplars of Christian marriage and gendered betjgdibemewly built Rangiea Church,

with its distinctive combination of &dri and English church design, might be expected

to emerge as a noteworthy setting in Laura Taylor's account. For instance, Charles Dec-
imus Barraud's painting of the same year points to there being no pews to sit upon within
the interior of the church (see Fiduré 1.15). But, as we have seen, she did not describe the
church as anything other than a “large buil@f@é Rauparaha initiated the building of
Rangatea and this was carried out by hapu a liated tatNgaukawa, with the support

of expert carvers and builders from Te Arawa, during the period from 18@?&5&1@51.

ridge pole was created from a single totara and represented belief in a single Christian god.
The three pillars through the centre of the church symbolised the Holy Trinity. The painted
mangpare (hammerhead shark) rafter patterns signi ed power and prestige. The tukutuku
panels were worked with a purapura whetu (star seedling) pattern based on theﬁflky Way.
There is a certain awkwardness to balancing the key cultural referents that featured in Laura
Taylor's narrative for instance, a white spotted muslin wedding dress against a place that
many would now regard as historically more important. Because writers of personal journals
often notice and record routine aspects of their daily lives alongside moments of rare signi -
cance itis extremely di cultto analyse silence. If not by 1852, then certainly by the end of the
1850s, Laura Taylor was accustomed to buildings that blexrateaild European designs.

The home of Mete Kgi Te Rangi Paetahi atifiki integrated raupand weatherboards

and a trellised veranda with carved pg¥tsnay be that because enteringaokiichurch

like Rangatea was not outside her experience it was only the size of the building that was
striking to her eyes.

The marriage of Kate Williams and Octavius Had eld was not the only one that Laura
Taylor described. Her father, Reverend Richard Taylor, who was a liated to the Church
Missionary Society, o ciated at the marriages of many couples, dothavid Bkela.

For instance, reaching forward to the third volume, on Wednesday 27 September 1854, she
wrote:

A lovely morning, we got up early & decorated the breakfast table with owers.

HAngela Wanhalldjatters of the Heart: A History of Interracial Marritage in New Zeakanckland
University Press, Auckland, 2013, p. 45; Tony Balld&rtiareglements of Empire: Missionariegriviand
the Question of the Batlyckland University Press, Auckland, 2014, p. 1.

180urnal, 2000.4.164b, p.Be Missionary's Daught&® May 1852, p. 65.

T he church existed for close to 150 years and was deeply mourned after being burned to the ground by
an arsonist on 7 October 1995.

Rangatea: Ko ahau te huarahite pono me thlatenal Library of New Zealand/T@pu Whakahaere
o Rangatea, 1997, pp. 33, 37.

IAndersen et alTangata Whenugap. 236. Source: Pen & ink drawing by Richard Taylor, August 1858,
Alexander Turnbull Library, Non-ATL-0130.
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Figure 1.15: "Interior of Otake Church, New Zealand', by Charles Decimus Barraud, 1852.
Ref: B-080-021, Alexander Turnbull Library, Wellington, New Zealand.
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The natives sent a large dish of cakes& up, which they had got in town Papa
had 2 marriages Repeka & Eutiku George King & Wiki came up to breakfast
all dressed very smart the Bride had a white muslin dress made for the occasion
& Wiki a very handsome cape of fur they all had very good a@%tites

Hori Kingi Te Anaua (George King) and Te Hukinga (Wikitoria) had marriedilat P
on 29 May 1843 and were attending the marriage c@oﬂb&%er Te Hukinga was the
woman that Laura Taylor knew as Wickey and had come to help with laundry in the rst
of her journals is unclear. Nonetheless, here she is wearing "a very handsome cape of fur',
which is an early reference to@dvl woman wearing a European-style fur garment.

Mauori textile traditions included the use of bird, seal and dog skin, or dog skin tags with
the hair retained, especially for chie y garments. Wild goat hair was usieahfoirkthe
early contact period, while late nineteenth century kahu koati in museum collections are
made with angora goat @Similarly, spun and dyed wool was used &nikd borders,
hukahuka (tags) and pompom e ects, among other forms of embell@tndnis sense,
it should come as no surprise that elié@Mwomen wore exotic furs, but somehow it does
and itisimportant to ask why. It may be a matter of the narrow vocabulary in the language of
clothing that was habitually used to describe the appeararamioibinen by their white
counterparts. Laura used the word “kakahous', as we have seen, but also used some more
general Mori terms, such as ‘'mate mate' to refer to sickness or ‘riri' to descr@ anger.
There is a striking di erence of tone to Laura Taylor's descriptions of the clothing worn by
Maori women of her acquaintance compared, for instance, with Charlotte Godley's hurried
observations made on Bank's Peninsula in 1850 and penned as follows:

Some of them, and especially the women, are frightful, but they look very pic-
turesque, sitting about the place with a bright scarlet blanket and a deep black
border spread all over them. This is the favourite dress, but costs here about a
pound more than a weeks wages, for a I@ori.

Laura Taylor's role as colonial interlocutor is valuable as her observations were made
from the perspective of a resident within a small, interracial community and are therefore
not of a super cial or glancing character. However, it is perhaps more likely that the skins
of exotic fur-bearing animals, such as tch, musquash, possum, rabbit and squirrel, which

290urnal, 2000.4.164c, p.TH& Missionary's Daught27 September 1854, p. 138.

128teven Oliver. “Te Anaua, Hori Kingi', Dictionary of New Zealand Biography, rst published in 1990.
Te Ara the Encyclopedia of New Zealand, https://teara.govt.nz/en/biographies/1t24/te-anaua-hori-kingi
(accessed 19 May 2019)

2Famarapa, ediyhatu Kakahy pp. 112 13.

2¥amarapa, edlyhatu Kakahy pp. 29 30, 66 7, 106 7, passim.

124The Missionary's Daught&B January 1853, p. 105; 1 February 1853, p. 107.

1285 0dleyletters from Early New ZealaWihitcombe & Tombs, Christchurch, 1951, p. 26.
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were used to create imported fur garments like capes, were accommodated in a similar way
to the by-products of domestic animals, such as cattle, goats, horses, pig@nd sheep.

Her journals are arich source of information about the kinds of clothing items that were
constructed at home, such as caps, habit shirts, paletots (jackets), dresses, "peticotes' and
“trowsers', as well as other types of household textiles, such as saddle cloths. This is also the
case for clothing and textile items that were for special occasions or de ned as being out of
the ordinary. The most mundane items, on the other hand, enter the record incidentally.
Handkerchiefs are a good example. On 16 April 1852, Laura Taylor noted that "Cecil saw a
dead Baracouda lying on the beach so he cut the teeth out to bring them home, & put them
in his pocket & in carrying a piece of wood one of the teeth ran into his arm & cut him
very much MacGill made a bandage of his handkerchief as it bled a q@’aﬁm@ﬁér
incidentinvolving a handkerchief was recorded on 29 July 1852. This related to a Highlander
with delirium tremens who had previously come to the Taylor's house to ask for his last rites
as he was under the illusion that he was being poisoned. Laura Taylor recorded that “Soon
after breakfast we heard that he had strangled himself in the prison with his han@erchief'.
Through accident and misfortune it is possible to gain an insight into the utility of square
pieces of cotton cloth in a colonial community.

Household furnishings are very rarely mentioned in the journal. The Taylor family home
had table cloths, sofa and cushion covers, and carpet in the parlour, but we only know that
because Laura Taylor noted turning out the room on 5 April 1852:

George D'Arcy came to spend the day with Cecil which was rather awkward
as we were having a regular turn out in the parlour Ellen was very good and
washed the table cloth, sofa & cushions covers, we dined in the native room as
the parlour was not nished the new carpet looks very nice @eed

Neither this journal, or the other two, gives a sense of how the other rooms in the house
were furnished. There is, in fact, a notable lack of interest in the appearance and layout of
domesticinteriors. Itis possible that this was not peculiar to Laura Taylor, but rather a condi-
tion of colonial life in the early 1850s. Certainly, Miles Fairburn has argued that “The typical
colonist did not have to worry about keeping up appearances in order to win community
approval and avoid community sancti@!saura Taylor was not the “mistress' of her own
home until the nal years of her life, as she spent most of her married life in the home of her
mother-in-law at Waiora, which an extant photograph shows to be a sizeable home with an

12&0r the types of exotic furs that were commercially available at this time, see foMieditagtmn
Independen25 October 1851, p. 2.

28ournal, 2000.4.164b, p.Tk8: Missionary's Daught&6 April 1852, p. 60.

28 0urnal, 2000.4.164b, p. BAe Missionary's Daught2® July 1852, p. 78.

129ournal, 2000.4.164b, p.TH; Missionary's DaughtBrApril 1852, p. 59.

130Miles FairburrThe Ideal Society and Its Enemies: The Foundations of Modern New Zealand Society 1850
190Auckland University Press, Auckland, 1989, p. 187.
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informal garden (see Figlires[1.16 1.18). As awidow moving to ahouse in Ingrestre Street, her
sole remark on domestic textiles was: "Ellen came to help me make the matting & arrange the
dining room[ﬁrl'he commentary on textile culture in this journal as with the volume that
precededit largely focused on caring for clothing, including washing, mangling, starching
and ironing; sewing tasks, such as dressmaking and refashioning clothing for younger sib-
lings; doing fancy work, such as crocheted collars, and occasionally, hiring dressmakers. An
emphasis on gifting items of clothing is also a marked feature of this volume.

133ournal, 2000.4.164c, nTine Missionary's Daught&b March 1877, p. 245.
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Figure 1.16: Sons of "Widow Harper', c. 1870s. Photograph by William James Harding. Ref:
1/4-008410-G, Alexander Turnbull Library, Wellington, New Zealand.

73



Figure 1.17: Copy of a carte de visite portrait of Sarah Harper by an unknown photographer,
probably taken in the 1860s. Ref: 1/4-170325-F, Alexander Turnbull Library, Wellington,
New Zealand.
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Figure 1.18: Waiora, c. 1870. Laura Harper is on the porch with children and Henry Harper
Is to the right of the image. Courtesy of Gerry Barton.
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Journal, 1854 57, 1877

The year 1855 was one of huge personal signi cance for Laura Taylor as she went to England
with her father and Blani Wiremu Hpango. It was not certain that she would go as by the

end of 1854 she was in a poor state of health and hurt by gossip: "Mama & Berthawentto Mrs
Booths & she told Mama that all the town are talking scandal about us', and she added, "I
sincerely hope Papa will be able to take us with him to England as we have no fr@%ds here'.
The following month, her sister Bertha's friend Polly Nicholls died aged s@@teen.
Saturday 28 October she wrote: “Very early Edward Nicholls came over to ask Mama to go
back with him as Poor Polly died at half past seven last night. She died very happily and smiled
on them all. When Mama went over Mrs Woon had kindly performed the last o ces for
her'ET‘From this remark, it appears that Laura Taylor's mother usually took responsibility
for laying out the dead. Caroline Taylor had lost her eldest son, Arthur, to an accident at the
age of teﬁfi]ane Woon was from a Wesleyan mission family and had also lost a child of her
own to aninfectious dise@i.%he expanded further on the responsibilities of a community

of women that included her mother: "Mama remained there all day & indeed everyone was
very kind for Mrs Adams Mrs De Voux Mrs Durie & Mama all took work to get done so

that tho' such a large family they will not have to put out their mouﬁfﬂ'gﬁerefore, a

saving on dressmaking services was achieved for the Nicholls family by the labour of the four
women.

Textile culture was an important aspect of funeral and mourning ritual. An observation
Laura Taylor made in her journal the next day contradicts the usual assumption that an un-
natural emotional restraint was required of newly bereaved settler families: "Papa and Mama
called on the Nicholls & found them more composed than they ex@d?fetther, on
the Monday, she noted the close involvement of Polly’'s young female friends in the funeral
proceedings: ‘It is arranged that the funeral is to be tomorrow and 4 girls dressed in white
are to bear the pall Berthais to be one We were sewing athome & nished [someone's] frock
we made a cake and some p@mh/as clearly possible to out t her sister for the occasion
at relatively short notice. The next day she described Polly's funeral:

1330urnal, 2000.4.164c, pTAg Missionary's Daught&6 September 1854, p. 135.

3f1ary Ann Sinderley Nicholls, BDM Online, 1854/329.

133ournal, 2000.4.164c, pp. 29 Be Missionary's Daught2s October 1854, p. 143.

138 pringer, Prefackhe Missionary's Daughtpr 3.

13%\lison ClarkeBorn to a Changing World: Childbirth in Nineteenth-Century New Zed&aiuget
Williams Books, Wellington, 2012, p. 225.

1390urnal, 2000.4.164c, p. PBe Missionary's Daught28 October 1854, p. 143.

3Y0urnal, 2000.4.164c, p. Piée Missionary's Daught2® October 1854, p. 143. On the death of children
in nineteenth century Britain, see for instance, M. Jeanne Pdiarsityy, Love and Work in the Lives of
Victorian Gentlewomelmdiana University Press, Bloomington and Indianapolis, 1989, pp. 108 115; Ellen
Rosslove and Toil: Motherhood in Outcast London, 187081 University Press, Oxford, 1993, pp.
179 189. On infant mortality in New Zealand see CBgke to a Changing Worlgp. 215 242.

13Journal, 2000.4.164c, pp. 267 e Missionary's Daughtg®, October 1854, p. 143.
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Mama went over early we sent some tarts & cakes for the people who attended
the funeral Papa Bertha & Cecil went over at 1 pm from the eld I could see the
procession forming a great many people attended Bertha Matilda Nixon Emily
Woon & Sarah Jones bore the pall they were dressed in pure white with white
sun bonnets & the church was crowded many ladies were sitting in the church
who did not like to follow the process@.

There is much in this account that adds a layer of gentle humanity to conceptions of
nineteenth century death practices as emotionally arid and overtly patriarchal a airs. We are
familiar with the notion that special items of clothing were ritually worn at funerals and in
mourningﬁ]lYet, the surviving material evidence relating to death and grief is much broader
than has previously been allowed and as a result interconnections with textiles are compar-
atively unexplored. As we will see in chapter three, Britons of diverse social origin had de-
veloped an impulse to materialise their memories of the dead and this was true of many mi-
grants to New Zealand in the nineteenth ce@rgems that were kept could consist of
body parts, such as hair woven into items of jewellery, or items that the deceased had made
or used, such as clothing and shoes, to name some of the most obvious forms of commem-
orative practice that connected death, grief and textile culture. These surviving items allow
us 'to keep alert to the plurality of contexts, experiences, and phenomena' relating to death
and grief in nineteenth century Aotearoa New Ze@nd.

Laura Taylor left Whanganui in early January 1855. It was a staged journey, with an in-
terlude in Australia. With her father, she revisited her family's earlier place of residence:

The scenery was not to be compared to New Zealand nothing but gum trees

& tea bushes which have a very dull appearance not nearly so green as those we
have at home. As soon as we arrived we drove up to Mrs Hills | remembered
the place most distinctly it looks just as it did when | spent so many happy days
with her, poor thing she is now a widow & we found her ill in bed, she seemed
pleased to see us. We then went to see the church & were some time before we
could getin. I cannotdescribe my feelings on seeing the rstchurchlremember
the pulpit where Papa has so often preached the font where Cecil was baptised.
As I satinourold pew I could scarcely think | had been away so long - the place
seemed so familfaf

4Qournal, 2000.4.164c, pp. BTe Missionary's Daught8i October 1854, p. 143.

143ane Malthus, *Black in the Victorian Era’, in Doris De PorBladk; The History of Black in Fashion,
Society and Culture in New ZealdPehguin, Auckland, 2012, pp. 70 7.

14Zee for instance, Deborah Lutz, “The Dead are Still Among Us: Victorian Secular Relics, Hair Jewelry,
and Death CultureVictorian Literature and Culturgol. 39, no. 1 (2011), pp. 127 42; Lyndon Fraser, ‘Death
in Nineteenth-Century Australia and New Zealatidtory Compass|. 15, no. 7 (2017), pp. 1 14.

143im Cheshire, "Material Culture and the ‘Backstage': A Response to Peter K. Andersson's "How Civilized
Were the Victorians3gurnal of Victorian Cultyreol. 22, no. 1 (2017), p. 69.

1490urnal, 2000.4.164c, pp. 8T he Missionary's Daught28 January 1855, p. 161.
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Here Laura Taylor expressed wonder atthe familiarity “the comfortofthings' brought
about by seeing, once again, St Luke's Church at Liverpool, New South Wales, where she
had spent her early childhood, with its memorable pulpit, font a@'ﬁﬁemlher, on this
day in New South Wales: Papa and | went to look at my little brothers grave an arbor vi-
tae was still growing there & | gathered a few little piec@f_ﬂma Taylor struggled
with the January heat and was in no doubt of her preference for the scenery "at home' in
New Zealand, but her experiences in New South Wales awakened emotional and intimate
connections to her younger self that were only made possible by returning to the physical
environment of her past.

After their nostalgic visit to Sydney, shipboard life also presented challenges and oppor-
tunities. TheEllenborougivas a ™ ne large ship' with “a disagreeable cargo of wool, bones,
hides, & taIIOV\E]’ Laura Taylor recorded the excitement of their departure from Sydney
Harbour: "We all sat on the poop under an awning & it was an extremely pretty sight to
see the steamer crowded with gaily dressed people accompanying us as far as they could &
whenever they came close cheering us & waving hats & handl@c&riel@sbn in their
voyage the weather turned nasty and she described the drenching of their cabin:

Our cabins wet overhead & under feet & a great deal of motion after some dif-

culty | succeeded in partly dressing when | was obliged to sit with my cloak
on my feet up on the tub to keep them dry & my parasol up | never saw such
a wretched picture as our cabins presented & to add to the discomfort all our
boxes got adrift & down came my washing stand with such @rash

In this vivid pen picture, Laura Taylor presented a clear sense of herself. This is also
apparent in the way she expressed her likes and dislikes throughout the journey. She was
bemused by Coveney, her birthplace:

there are the poplar trees that Papa planted before | was born it seems so strange
to hear them all talking about Mama and when we were babies & now Mr Ivetts
children play about our old home & frequent our old haunts, our nurse's child

is their nurse, itis so very strq?_'f@e.

In London, her father insisted that she made a visit to public baths with her brother and
Edith Tylee, who was later to become her sister-in-law:

“Paniel Miller and Fiona Parrott coined the phrase “the comfort of things' when they interviewed twenty-
rst century South Londoners who lived on a single street about their possessions. It can be applied to historical
circumstances, as it extends “a challenge to our common-sense opposition between the person and the thing'
across disciplines. See Daniel Millex Comfort of ThingBolity Press, Cambridge, 2008, p. 1; Daniel Miller,
Stu , Polity Press, Cambridge, 2010, p. 5.
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480urnal, 2000.4.164c, p. B Missionary's Daught28 January 1855, p. 164.

149ournal, 2000.4.164c, pp 93 Bhe Missionary's Daughtéebruary 1855, p. 165.

15Y0urnal, 2000.4.164c, p. ZA@e Missionary's Daught2t, September 1855, p. 195.
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Nothing would satisfy Papa but my having a bath so we got up early & Edith

& I went with him & Basil they left us at the Queens baths & then went to the
gentlemens to take theirs, one person has two rooms one with a sofa a chair &
table looking glass stove for winter & towel horse & the other the bath. The
water comes up to your chin when you sit on a seat that is on each side steps to
walk down & nice dry towels. The water was quite hot & greenish looking very
boyant but | do not at all approve of batHffjy

Although she did not agree with the activity, there is no air of submission in this account
of doing her father's bidding. It was the only time Laura Taylor represented herself as un-
dressed in her journals. Likewise, there were very few occasions when she portrayed herself
in the act of getting dressed. Travelling unsettled routine daily habits and drew bodily prac-
tices, like bathing and dressing, into view, giving us rare glimpses of aspects of textile culture
in daily life that are rarely mentioned.

During the year in Britain, Laura Taylor went to Hudders eld and Kirkburton with her
father and Kani Wiremu Hpango. On this stage of the journey they visited a woollen
factory:

After dinner we went to see a woolen manufacture but it was on a small scale
principally for ladies dresses & fancy articles we saw some very pretty ones. |
was surprised to see the patterns are all drawn out on a very large scale which
IS one mans business - he was drawing a pear which would be perhaps 3 or 4
inches long when nished was more than 3 feet long (to be on the ounce of

a dress) & it was more than 3 feet long - we saw some very curious machinery

therd™p
The next day they visited another ‘'manufactory’ and on this time it was large:

On our way to Hudders eld we went to see a very large manufactory & saw
all the di erent processes, [illegible - saerying] the wool machinery teasing it
ne then dying it & a curious kind of machine which seemed like a number

of rollers which kept dropping the wool in in round balls on a board these the
little boys joined on to a sort of spinning machine of animmense length which
made it in a sort of thread then we went in a room where there was a machine
that spun 600 threads at once we stood in the centre & rst the frame in front
advanced as if it would crush us, then the one behind it was most wonderful,
then the weaving. It was almost stunning to see so many looms at work at once
they were packed as closely as possible and the shuttle thrown by machinery -

S3ournal, 2000.4.164c, p. T8i& Missionary's Daught@rluly 1855, p. 190. See Edith Palmer Tyler [sic]
and Basil Kirke Taylor, BDM Online, 1863/7009.
1530urnal, 2000.4.164c, pp. 268\ Missionary's Daughter November 1855, p. 198.
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we could hardly getJohnaway butitwould take pages to describe the washing

& -

The experience of watching machines as they spun thread and wove fabric was “stun-
ning' and unlike anything she had experienced before. But her wonder was clearly shared.
All three participants were “colonial spectators' on this occasion. What is striking about the
description is the familiarity with which she used the name "John’, signalling that her rela-
tionship with Hani Wiremu Hpango was close. Thereis afreshness of phrasing “we could
hardly get John away' that belies the contorted terms on which relationships between En-
glish women and Bbri men are usually framed. Philippa Wilson analysed the Englishness
of thirteen well-known nineteenth-century New Zealand women who left extensive writ-
ten documents, including Laura Taylor. In this study, her relationship @&th Wiremu
H pango was couched in the following terms: “Certain Maori were permitted by these En-
glishwomen to transgress the established boundaries, but their entrance was conditional and
guardeq?_ﬁ]“Such assumptions can conceal as much as they reveal.

Laura Taylor visited all the expected sites in London, either with or without her father
and Hoani Wiremu Hpango. Of all these places, which included Crystal Palace, London
Bridge, Buckingham Palace, Westminster Abbey, the Zoological Gardens, Kew Gardens and
Madame Tussauds, it was within museums that she observed cultures of clothing and textiles
most closely. Her visit to the British Museum was bracketed by being obliged to leave her
parasol on entry and pick it up on departure and not being "allowed to touch asin@thingi
She noted "Mats & clubs things from NZ' among the vast array of items on@éplay.
After admiring ancient Egyptian jewellery, she wrote feelingly: "Next we saw mummies in
their cases some unfolded & others in all stages such a great number of them, it seems to me
quite a sacrilege to expose more than a few to view they are all alike so why ha@ SO many'.
This strikingly modern comment indicates that Laura Taylor was disconcerted by massed
evidence of death and perhaps feeling that within a museum she was not properly able to
pay her respects to the dead. After moving on to look at mummi ed cats, she noted: "I
met a very pleasant woman & while we were both resting we had a very intereﬁfhg chat'.
Textiles also featured at "Dr Hooker's museum' two days later, where she saw: "All kinds of
articles, both vegetable & mineral, with all their di erent stages, their uses & the various
articles manufactured from them such as the palm, the leaf, the ower, the fruit, the seed,
oil, candles, matting, baskets, hats, cloth, e@@tﬂ.rng Laura Taylor's visit to England,
the ‘'manufactory’ and the museum were key sites of textile culture that prompted opposing

153ournal, 2000.4.164c, pp. 26 Adlissionary's Daughter November 1855, p. 198.
15philippa Wilson, * We Are Still English at Heart ', p. 133.

1530urnal, 2000.4.164c, p. IVtissionary's Daught@5 June 1855, pp. 185 6.
590urnal, 2000.4.164c, p. BvMtissionary's Daughte25 June 1855, p. 186.
5)ournal, 2000.4.164c, p. Bdlissionary's Daught@5 June 1855, p. 186.
1590urnal, 2000.4.164c, p. AMjssionary's Daught@5 June 1855, p. 186.
1530urnal, 2000.4.164c, p. BvBlissionary's Daughtét7 June 1855, pp. 187 8.
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feelings of awe and distaste, and represent the distance she had travelled from the simplicity
of her opening statement: "I bought a little book and some silk for a purse'.

Conclusion

The various threads of Laura Taylor's three journals need to be woven together in response
to the way they have been used by other scholars and in terms of colonial textile culture. Lit-
erary scholars Anna Jackson and Lucy Alston used Laura Taylor's journals, among others,
to examine the relationship between ction for adolescent girls in the nineteenth century
and the journals they kept. The available literature for adolescent girls was, they argued, "a
space for romantic idealism and boundless possibility' and as much a part of ‘the imperial
project’ as that written for adolescent boys. They de ne journals as "a genre without formal
resolution, with no xed point of closure or predetermined narrative shape’, which is depen-
dent on "observed detail for its interest' and “focused on the mundane and the @ticular'.
Their approach to the journals was to examine what was not written, rather than what was,
as follows:

Yet this glimpse of a more independent Laura in her father's journals is lost in
her own journals, which focus on more typically feminine activities: she writes
at length of sewing and preserve-making and the time she spends with the na-
tive children . She shows little interest in the politics of her father's position
or activities, nor any re ection on the nature of the colonial enterprise, despite
noting a number of politically signi cant ev@s.

Laura Taylor, who mentioned sewing many times, but made preserves on few occasions,
is judged as having little capacity for re ection. "There is certainly no impression given in this
journal,' they argue, “that Laura was able to re ect on her own culture through her knowl-
edge of anoth@i2 The fact that Laura Taylor's ‘own culture’ was in the process of being
‘made' is not acknowledged, nor is the existing scholarship on the "unsettled lives' of colo-
nialwomen that pays heed to this dilelﬁla.fact, in relation to Jamaica, British historian
Catherine Hall has contended that "the English can only recognise themselves in relation to
othersﬁjl They suggest that Laura was afraid of the “black man' that her father brought
home, when on the contrary "the girls' who ‘ran away when he came into the kitchen' were
most likely Mori. Elsewhere in her journal, Laura Taylor applies the phrase “the girls' to

169ackson and Alston, Colonial Girlhood and the New Girl's Journal', p. 260.
163ackson and Alston, *Colonial Girlhood and the New Girl's Journal', p. 263. She also preserved signi cant
records relating to “the nature of the colonial enterprise’, see Laura Harper Papers, 1953.29.1 31, WRM.
16Jackson and Alston, “Colonial Girlhood and the New Girl's Journal', p. 264.
®Porter and Macdonalivly Hand Will Write What My Heart Dictates'p. 1.
16¢atherine HallWhite, Male and Middle Class: Explorations in Feminism and Higoliyy, Cam-
bridge, 1992, p. 208.
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Maori girls of her acquaintance. Selective impressions of ‘colonial girlhood' can distort our
perceptions of the individual worth of young women and girls in the nineteenth century.

A record of sewing and preserving food is linked with a lack of intellectual capacity, rather
than the complexities of colonial housekeeping in an era when provisioning involved more
practical skill and less reliance on the marketplace. It is these sorts of assumptions that this
chapter sets out to dismantle.

In line with recent scholarship, Laura Taylor's journals suggest that the constraints on
young middle-class women were less rigid than previously understood. Much of the foun-
dational work in women's history is now considered to have subscribed too heavily to the
notion of separate spheres for middle-class women in Britain and elsewhere. In awell-known
study, Leonore Davido and Catherine Hall interpreted the English home as a “shield' that
protected women from the outside world. Class and gender identities "took practical as well
as symbolic form in middle-class homes and gardens and in the organization of the immedi-
ate environment through behaviour, speech an@b&mla Young agreed that "'women
shaped the emergent middle class as something distinct and di erent from other class for-
mations', but also noted the importance of women's journals in allowing historians to move
beyond the set recommendations of advice Iite[@&tﬂnough Laura Taylor's work was
centred on her family home, the life she recounts in her journals is rich and varied, and above
all, meaningful. Making and maintaining clothing was an integral part of the daily round,
but it was also an unavoidable form of self-presentation and an arena for developing self-
awareness. Likewise, journal writing was by de nition a daily practice, but as a form of "lit-
erary self-presentation’ it functioned in a similar way to clothing. In each case, there was
thought involved in assembling the parts of the whole within an established set of conven-
tions to create a unique entity.

Laura Taylor's journals are stitched objects that reveal the close intersections between
texts and textiles, and the “daily actions' that were integral to colonial textile culture: buy-
ing fabric and thread, making garments, household and outdoor items by hand, washing,
ironing and mending, borrowing, gifting and redistributing textiles and textile-related items,
teaching and learning textile-related crafts, and using textiles in the performance of ceremo-
nial rites. What is signi cant about Laura Taylor's account is the way it reveals accurately
or otherwise alack of drudgery and repetition to the everyday domestic life of one colonial
family, revealing a uidity of purpose among men and wornresorj &hd European, adults
and children. Textiles brought people in Whanganui together in important ways, particu-
larly for ritual occasions, such as births, deaths and marriages. Beyond this, Laura Taylor
reveals that there was an element of happenstance to textile culture in a colonial setting that
was an outgrowth of the seamless relationship it had to other aspects of everyday material

162 eonore Davido and Catherine Haftamily Fortunes: Men and Women of the English Middle Class,
1780 183Routledge, Abingdon, 1992, p. 357.
168youngMiddle Class Culture in the Nineteenth Cenfury71.
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life. The slim pictorial record suggests she paid attention to her own appearance as a young
woman, thereby maintaining her gentility and creating an air of graceful self-possession, yet
she displayed few pretentions in relation to the dressed appearance of others in her commu-
nity through herwriting. If Laura Taylor's attitudes represent those of the wider community

in which she lived, then that community was at ease with a wide range of culturally speci c
textile practices. But if her faith and education set her out from others, then we must regard
her account as presenting a particular subject position and a narrower form of historical evi-
dence. Examining extant objects with few or no words inscribed on them in the chapters that
follow will shed further light on textile culture as a phenomenon that encompassed personal
and cultural identity.
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Chapter 2

‘| have a wish to have a ag': Anne
Logan and the Moutoa Flag

Flags were devised and used for many di erent purposes in mid-nineteenth century settler
colonial societies. The Moutoa agwas constructed in the aftermath of the battle of Moutoa
on 14 May 1864 from a high-quality silk fabric that is now in a fragile state and discoloured
from its original white (see Figure 2.1). It once measured 5 feet 6 inches high x 9 feet wide
(1700 x 2700 mm), but has lost a signi cant portion of its y end, revealing thatitwas own

on many occasions before it was presented to Wanganui Public Museum (now Whanganui
Regional Museum) in May 184%e ag features a Union Jack in the canton, or upper left-

hand corner. The embleminthe centre ofthe aghasfour elements. Agiltand red crown sits
above a brown and a pink hand clasped in friendship, and these are encircled by dark green
leaves and the word MOUTOA, which has the U marked out in red fabric to distinguish

it from the other letters in a faded tan. Anne Nesbitt Logan (formerly Tredennick), whose
husband, Lt. Col. Robert Abraham Logan, of thHe(BVest Middlesex) Regiment, was in
charge of the Wanganui Garrison, initiated the making of the ag and formally gifted it to
Mete-Kngi Te Rangi-Paetahi at the Market Place (rakaifdre or Moutoa Gardens) on

4 March 1865. British settler women who lived in and beyond Whanganui combined their
resources to acquire expensive materials, such as silk fabrics, velvets and gilt braids, and their
skills to cut, piece and embroider the Moutoa ag, thereby revealing the gendered origins of
the ag as a signi cant dimension of its history. The actionsAti Faunui-a-Rparangi

Moutoa Flag, 1945.40, WRM. The ag was handed to Wanganui Public Museum in the early decades
of the twentieth century, most likely after the death of Weraroa Kingi in October 1920. Its removal from the
museum later that decade was contested at a court hearing on 14 May 19a#ntivergary of the battle.

On 19 May 1945 Henare Pumipi, a direct descendant of Mgit€éekRangi-Paetahi, loaned the ag to the
Wanganui Public Museum (later Whanganui Regional Museum), where it has been held in storage ever since.
See "Historic Moutoa Flag', Flora Spurdle collection, Folder 4, WRM, ppAahd#nui Herald 11 October

1920, p. Bjew Zealand Herald,5 May 1934, p. AQ¢kland Starl5 May 1934, pManawatu Standardl6

May 1934, p. 12.
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men and women of mana who ensured the ag's survival, created replica versions and con-
tested its ownership are beyond the scope of this chapter.

In this chapter, | set out to uncover the history of the making of the Moutoa ag, what
each of its design elements signi ed, and the way it was gifted and received. My purpose is
to highlight the actions and intentions of the British settler women who created this battle

ag as a form of cross-cultural exchange. As anthropologists following Marcel Mauss have
shown, a gift exchange involves "the gift, the giver, the receiver, and the thing heceived'.
other words, the item being given and the item being received cannot be regarded as equiv-
alent. Nicholas Thomas has explained that one of the possible e ects of a gift exchange is
that the giver creates "a relationship of indebtedness' and "some sort of superiority' over the
receiver. The “inalienable’ quality of a gift means that the giver and the receiver can become
"mutually entangled' or “reciprocally depenMth scholars have observed that gift ex-
changes in imperial contexts were not neutral and could have coercive potential. Tony Bal-
lantyne, for instance, found that missionaries in the Bay of Islands in the 1820s "used cloth
and clothing as important inducements to connesirMo the missiof, By contrast, |

nd that a circular relationship existed between “the giver' and "the receiver' in the context of
the Moutoa ag. | draw on other ags thatwere used atthe time of the battle and the range of
commemorative activities that occurred in its immediate aftermath to demonstrate. Finally,

| establish that when narratives of combat and commemoration include textiles as their sub-
ject matter, acts of female friendship and allegiance become visible aspects of civil society in
settler colonial states.

Setting the scene

Flags were introduced to Aotearoa New Zealand by Europeana@ndddpted them

for their own purposes. As Nicholas Thomas has found, "Maori have consistently and e ec-
tively embraced signs of European power and sovereignty, and made them serve their own
ends.' By way of example, he suggested that ‘An early Maori interestin ags exempli ed this
propensity, and no doubt was animated by the longstanding potency of fabrics and wrap-
pings within Maori society, and the strong associations between highly valued forms, such
as cloaks, and staﬁEhere may be other reasons. As Gabriella Elgenius noted in a recent
study of ags, a eld known as vexillology, the term “vexilloid' refers to "solid objects on poles'

2Janet Fram&he Envoy From Mirror Citg985, cited in Nicholas ThonEgangled Objects: Exchange,
Material Culture and Colonialism in the Pagitldarvard University Press, Cambridge, Massachusetts and
London, England, 1991, p. 7.

SThomasEntangled Objects 14.

“Ballantynei-ntanglements of Empipe88.

Nicholas Thomas, “Introduction’, in Nicholas Thomas, ed., with Mark Adams, Lionel Grant and James
SchusteRauru: Tene Waitere, Maori Carving, Colonial Histdnjversity of Otago Press, Dunedin, 2009,
p. 25.
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Figure 2.1: Face of Moutoa ag. Ref: 1945.40, Whanganui Regional Museum. Photograph
by Richard Wotton.
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and can include items such as feathers. Itis possible that naval and other types of ags were
aligned with high-status items common to the nineteenth cerdorywbrld, such as tau-

rapa (canoe sternposts) with their pairs of feather strabrwp;ile these observations,

there is as yet no comprehensive analysis of practices associated with making, using, preserv-
ing and destroying nineteenth century banners, agBakg(jacks) andagara (colours)

in the context of settler colonial Aotearoa New Zealand. The topic is not only a neglected
aspect of colonial textile culture, but also one that is complex and vast; it has been estimated
that “there have been upwards of 1,500 ags own in New ZE]aIand.'

From a range of small-scale studies, it is known that many mid-nineteenth century ags
were and continue to be entwined with issues of identity and power, particularly in
relation to military campaigns, sovereignty, government, faith, and commerce. Flags have
played cameo roles in a selection of general histories, particularly in relation to periods of
con ict and often through pictorial contﬁmBrief chronologies have been included in ref-
erence wor@Judith Binney's careful interpretation of the numerous ags associated with
Te Kooti Arikirangi Te Turuki reveals the considerable personal and spiritual power asso-
ciated with his ags as an embodiment of @Mtncent O'Malley's chronological ac-
count of the Whakakotahitanga Flagsta at Maiki Hill considered the highly contested his-
tory of the agsta, but not the ags that were own at the E}tEwan Morris's analysis
of the present-day&dri ag debate found that: ‘Across the world, ags and other symbols
have been contentious at times because they have no inherent or xed meaning, but instead
have historical and contemporary associations that vary between di erent individuals and
groupsin sociel{ﬁ"rhe fact that ags are textiles constructed using a range of fabric types

6Gabriella Elgenius, “The origin of European national ags', in Thomas Hylland Eriksen and Richard
Jenkins, edBJag, Nation and Symbolism in Europe and North Am&uatledge, London and New York,
2007, p. 15; Anderson etkngata Whenugpp. 64, 146, 163, 181.

’B.J.F.[Bernard John Foster], ‘Flags', in A. H. McLintocRreincyclopedia of New Zealand: Volume
OneR. E. Owen, Government Printer, Wellington, 1966, p. 693.

8For examples of general histories, see Bronwyn Dalley and Gavinfiehtenof Dreams: The Story
of New ZealandHodder Moa, Auckland, 2005, pp. 90 93, 143; AndersonTengiata Whenugpp. 284
85.

Forreference works, see B. J. F. [Bernard John Foster], "Flags', in A. H. McLiso8n@glopedia of
New Zealand: Volume Qri® E. Owen, Government Printer, Wellington, 1966, pp. 693 703; lan McGibbon,
ed., with the assistance of Paul Golds@xierd Companion to New Zealand Military Hist@yford Uni-
versity Press, Auckland and Melbourne, 2000, pp. 106 7; Kerryn Pollock, “Flags', Te Ara - the Encyclopedia
of New Zealand, http://www.TeAra.govt.nz/en/ ags (accessed 11 June 2019); "Flags of New Zealand', URL:
https://nzhistory.govt.nz/politics/ ags-of-new-zealand, (Ministry for Culture and Heritage), updated 1-Apr-
2016 (accessed 11 June 2019); Malcolm Mullhollam&KiNiylaori and ags - Loyalists and ags', Te Ara
the Encyclopedia of New Zealand, http://www.TeAra.govt.nz/en/nga-haki-maori-and- ags/page-5 (accessed
11 June 2019); Malcolm Mulholland, "New Zealand Flag Facts', produced in association with the New Zealand
Flag Consideration Panel, February 201.6, see https://www.silverfern ag.org/uploads/1/0/2/2/10226210/nz__
ag_facts_malcolm_mulholland.pdf (accessed 11 June 2019)

YJudith BinneyRedemption Songs: A Life of Te Kooti Arikirangi Te TuBukiget Williams Books,
Wellington, 1995, pp. 198 9.

Wincent O'Malley,Beyond the Imperial Frontier: The Context for Colonial New ZeBtatukt
Williams Books, Wellington, 2014, pp. 210 27.

Ewan Morris, “Banner Headlines: ThaoM Flag in Comparative Perspectieeitnal of New Zealand
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and needlework techniques is generally overlooked, with little consideration given to the cir-
cumstances of their making. Numerous mid-nineteenth century ags are held by museums
in Aotearoa New Zealand and most interpretations of ags as culturally signi cant textiles
derive from museum-based reséérch.

There are many nineteenth century examples of ags being giftadrtdedders by
British church and administrative authorities. The rst ™ ag'to be useddyislbelieved
to have been a length of muslin with the words "Ra Tapu' (Sabbath day) that was given to
Nga Puhi leader Ruatara by missionary Samuel Marsde(ﬂsmsﬂmngths of cloth are
perhaps more accurately described as banners. Henry Williams wrote in 1823: it was, how-
ever, exceedingly pleasing to view English dwellings in so rude a spot, with the banner ying,
as the signal of the sacred@iyhile gifting ags for the purposes of Christianisation was
an ongoing feature of early cross-cultural interaction, it was also an important element of
colonial government and administrationmBka, later a signatory of the Treaty of Wai-
tangi, was gifted a Union Jack with the words "'PUMAKA and "TIRITI WAITANGI' by
British Resident James Busby in the 1830s. It survives in a heavily patched and repaired con-
dition at Te Papa, where it is held to be an embodimentroéka, who was theataika
or the rst person to be killed during the 1845 Northern War, and a taonga tuku iho that
‘represents all the hope and all the despair of the @é'alg'strategic practice of gifting
ags to and withholding ags from &bri was well-established by the time of the battle of
Moutoa and accelerated in subsequent d¢g&tmgs took on wider range of political and
spiritual meanings during the New Zealand wars, as in the caseasfregdnants and
niu poles that were ceremonially arranged in patterns of three to communicate the identity
of the tohunga and states of war and @ace.

Narratives of combat are at the heart of writing on the New Zealand wars. At least this
is the case when sketching a trajectory through the writing on this subject from Thomas
Gudgeon's compilation of pen portraits of colonial sold@ieed)efenders of New Zealand,

Studieso. 9 (2010), p. 127.
¥orinstance, Whanganui Regional Museum holds 13 nineteenth century ags, includinga ag associated
with Te Ua Haumene that is said to have been captured after the battle of Moutoa. For selected examples, see
Horwood and WilsonTe Ara Tapupp. 30, 63,90 1.
4Malcolm Mullholland, *Nghaki Maoriand ags - Mori adoption of ags', Te Ara the Encyclopedia
of New Zealand, http://www.TeAra.govt.nz/en/nga-haki-maori-and- ags/page-1 (accessed 18 June 2019)
YReverend Henry Williams to Reverend Josiah Pratt, 10 November 1823, Marsden Online Archive, last
modi ed October 3, 2014, http://www.marsdenarchive.otago.ac.nz/MS_0498 305 (accessed 31 May 2019)
18viatiu Baker and Rangi Te Kanawaynaka's Flag: The Mending of Many Hands|, see https://www.
tepapa.govt.nz/discover-collections/read-watch-play/maori/pumtikas- ag (accessed 18 June 2019). Pumaka's
ag was actively used for well over one hundred years and had been heavily repaired before it was donated to
Te Papa for safekeeping in 1960. Textile conservator Rangi Te Kanawa describes the repairs as integral to its
history.
YFor an instance of representatives of the Crown withholding a ag request, see Bédyliahieythe
Imperial Frontierp. 214. On the acceleration of this process, see Anderstangiath,\Whenugp. 285.
%See “Pai Mtire supporters',
https://nzhistory.govt.nz/media/photo/pai-marire-supporters-painting, (Ministry for Culture and Her-
itage), updated 2-Apr-2019 (accessed 18 October 2019)
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published in 1887, to James Belich's scholarly and ground-breaKirwpveily Zealand

Wars and the Victorian Interpretation of Racial Conpetblished a century Ia@ﬂudith

Binney broke the pattern by taking a biographical approach that is highly cont@ualised.
The emphasis of such work has inevitably placed male subjects aooitamd British

at the centre of New Zealand wars schol@sWomen brought about the making of the
Moutoa ag and their actions place them rmly within the scope of a more comprehensive
historiography of the New Zealand wars. By focusing on the community of women who
created the Moutoa ag my analysis takes inspiration from Nancy Taylor's work on women
and the home front during the Second World War, and that of her successors, including,
most signi cantly, Kirstie Ross and Kate Hunter on the material culture of the home front
during the First World W@.In their various ways, these volumes and others have positioned
women and gender as a de ning element of social structure in relation to New Zealand's
twentieth century military history. Their observations are equally relevant to the nineteenth
century.

The Moutoa ag provides an opportunity to investigate a small community notjustits
ghting arms intimes of uncertainty during the 1860s. Well-known women of the period,
including those who actively participated in military engagements, like Pairaiier &/
McGregor, and those who put pen to paper to become commentators, such as Harriet Gore
Browne, have achieved their own forms of vis@iﬂﬂye voices of British settler women

¥rhomas Gudgeoithe Defenders of New Zealand Being a Short Biography of Colonists who Distinguished
Themselves in Upholding Her Majesty's Supremacy in ThesBilstgmisckland, 1887; James Colam,
New Zealand Wars: A History of the Maori Campaigns and the PioneeringRearied W. A. G. Skinner,
Wellington, 1922 3; Keith Sincldihe Origins of the Maori Warblew Zealand University Press, Welling-
ton, 1957; James Belidie New Zealand Wars and the Victorian Interpretation of Racial Gakuickland
University Press, Auckland, 1986.

20BinneyRedemption Songs

2Recent studies include Matthew Wrighwo Peoples, One Land: The New Zealand Réed, Auck-
land, 2006; Danny Keenafars Without End: The Land Wars in Nineteenth Century New ZeaRed
guin, Auckland, 2009; Michael Belgr&amcing With the King: The Rise and Fall of the King Country,
1864 188Auckland University Press, Auckland, 2017; Vincent O'Mdlegreat War for New Zealand:
Waikato 1800 20@didget Williams Books, Wellington, 2016; Vincent O'MEltleZew Zealand Wars ldg
Pakanga Aoteardaridget Williams Books, Wellington, 2019.

22Nancy M. TaylorThe New Zealand People at War: The Home Front, Volusigtdrical Publications
Branch, Department of Internal A airs, Wellington, 1986, pp. 1053 1115, passim; Kate Hunter and Kirstie Ross,
Holding on to Home: New Zealand Stories and Objects of the First WpTllel Régra Press, Wellington,
2014. Additional studies include Deborah Montgorig&geMomen's War: New Zealand Women 1939 45,
Auckland University Press, Auckland, 2001; Anna Réfeles You're Away: New Zealand Nurses at War
1899 1948uckland University Press, Auckland, 2003; Jane Tolddka,Her Praises Heard Afar: New
Zealand Women Overseas in World War @enklovers Books, Wellington, 2017.

2%0n Pura Te Manihera McGregor, "Pura McGregor honour reinstétajanui Chroniclel 2 October
2011 (refersto plaque at Virginia Lake); "Whenua ki te whenua' exhibition, Sarjeant Art Gallery, 26 September
6 December 2015, see https://www.sarjeant.org.nz/gallery/pura-te-manihera-mcgregor/ (accessed 18 October
2019); Horwood and Wilsore Ara Tapup. 13. On Harriet Gore Brown, see Charlotte Macdonald, "Power
that Hurts: Harriet Gore Browne and the Perplexities of Living Inside Eftipgerio, vol. 42, no. 1 (2018),
pp. 16 32; Margaret Long, "Browne, Harriet Louisa', from the Dictionary of New Zealand Biography. Te Ara

the Encyclopedia of New Zealand, updated 30-Oct-2012, see

http/Mmww. TeAra.govt.nz/en/biography/1b38/browne-harriet-louisa
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during this time, and to a lesser extent, thoseofiMomen, are clearly heard in Frances
Porter and Charlotte Macdonald's volunMy Hand Will Write What My Heart Dic-

tates'but more in the intimate context of letters between family members, and less as a dy-
namic and closely intersecting community with objectives of théf\Wemen who made

ags rarely emerge from the written archive. Heni Pore's making afgitaga (Mori

King movement) ag AOTEAROA fromred silk is awell-known exception. Newspaper ac-
counts, based on oral testimony given towards the end of her life, and an extant photograph,
0 er more detail:

Itwas Hene Pore who made tag for the Maori King, of red silk with a white
cross and a six-pointed star. She had bought the silk some time before, and it
took her about six weeks to make éigewhile she was in Hunua Ran@s.

That the skills and techniques associated with women's embroidery were deployed for
the purposes of making ags raises many interesting questions, particularly concerning the
nature of needlework as public endeavour.

Over the past forty years, scholars from a wide range of disciplines have begun to give
“the world of the needle’ serious critical attention and the scope and complexity of this his-
tory is now more widely appreci@ﬂritish feminist art historian Rozsika Parker argued
in her groundbreaking study)e Subversive Stitch: Embroidery and the Making of the Fem-
inine: "The art of embroidery has been the means of educating women into the feminine
ideal, and of proving they have attained it, but it has also provided a weapon of resistance
to the constraints of feminini'She established that irrespective of the fact that men did
needlework, embroidery was constructed as a feminine activity from atleastthe early modern
era. Following Parker's example, many scholars set about "theorizing the complex, dynamic
relationship among women, gender, culture, politics, and the needle arts' with the shared
purpose of ‘recouping the material strategies and objects associated with @@needle.'
instance, Marla R. Miller has reframed needlework as artisanal, rather than domestic, for
women in the eighteenth-century Connecticut Valley, contradicting the view that women's
needlework was "ubiquitous and undi erenti@&he has also explored the legendary

24porter and Macdonaldyly hand will write what my heart dictates': The Unsettled Lives of Women in
Nineteenth-century New Zealand as Revealed to Sisters, Family apndfci¢add University Press with
Bridget Williams Books, Auckland, 1996.

2Svlanawatu Standard18 November 1929, p. 11. See also Steven Oliver, “Te Kiri Karamu, Heni', from the
Dictionary of New Zealand Biography. Te Ara the Encyclopedia of New Zealand, updated 4-Mar-2014, http/
Mww. TeAra.govt.nz/en/biography/1t43/te-kiri-karamu-heni (accessed 31 May 2019); Andersgetat al.,
Whenua p. 270.

26Goggin and TobinVomen and the Material Culture of Needlework & Texpilds

2’Rozsika ParkeFhe Subversive Stitch: Embroidery and the Making of the Fdfhmiemen's Press
Ltd, London, 1984, p. ix.

2§Goggin and TobinMomen and the Material Culture of Needlework & Texilées

2Marla R. Miller, The Needle's Eye: Women and Work in the Age of Revaluiiersity of Mas-
sachusetts Press, Amherst, 2006, p. 6.
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status of Betsy Ross as the purported maker of the rst United States ag, nding that the
identities of ag makers are rarely docum@t‘éﬂe Moutoa ag presents a valuable op-
portunity to consider women's ag making in relation to their networks in Whanganui and
adjacentregionsinthe mid-1860s. Research onwomen's networks in Aotearoa New Zealand
has tended to focus on later periods, particularly the late nineteenth century when women
were mobilising to achieve political represen@ﬂ'cb'rere are good reasons for using this
approach for an earlier period, as there is a possibility that the New Zealand wars were a
stimulus to the emergence of formal women's organisations.

Moutoa ag: Historical context and composition

The mid-1860s were dominated by the deepeningin uence of settler colonialism on Whanga-
nui river iwi and a growing divergence between collaborative measures on the lower reaches
where the town was located with its garrison, mission, shops and port, and armed resistance
from upriver strongholds that were more independent. The battle of Moutoa was a decisive
half-hour engagement between close kin, the upriver supportersarieéadrhmanded
by Matene Rangitauira, and representatives of lower river iwi under the leadeship of H
K ngi Te Anaua, who were Christian and aligned with the qﬁ)Mnutoa Is an island
situated in the Whanganui River betweandha and Tawhitinui, approximately 80 km
upriver from the town of Whanganui. Among those described by the press as "Government
natives' there were 15 who died, along with one European bystander, and on the opposing
side approximately 40 50 Paahte ghters lost their Ii@?l’extiles were an important
element of the battle. Kereti te Hiwitahi was tladgaika, or the rst person to die, in the
con ict and in preparation he had taken "his mat' and laid it down before him as the battle
began to a signal that he should be rolled up in it and taken away to be buried. He was re-
ported to have said on the eve of the battle: "Do not let us hide, let us stand up face to face
that each of our relations may see the payment for hﬁbﬁfactions can be seen as an
expression of an intimate cultural relationship to a textile form and a foreshadowing of the
associations that the Moutoa ag held for its recipients and their descendants.

The Moutoa ag is made of three horizontally pieced strips of white silk fabric with a

30Marla R. Miller Betsy Ross and the Making of Ametieary Holt, New York, 2010, p. 3.

3Raewyn Dalziel,* To Free Women from Arti cial or Barbaric Restrictions : Political Organisations' in
Else, edWomen Togethgs. 55.

3PDavid YoungWoven By Watempp. 58, 63; Steven Oliver. “Te Anaua, Hori Kingi', Dictionary of New
Zealand Biography, rst published in 1990. Te Ara the Encyclopedia of New Zealand, see
https://teara.govt.nz/en/biographies/1t24/te-anaua-hori-kingi (accessed 31 May 2019)

$3Wanganuil yttelton TimgL8 May 1864, p. 5; “Battle of Moutda\ ZealandeB0 July 1864, p. 7.
At least one local newspaper,\Wenganui Chroniclevas running at time and surviving issues date from
1874 t0 1919. See also David Yolovgn By Wateipp. 62 4; "Moutoa Gardens NZ Wars memorial’, https:
/Inzhistory.govt.nz/media/photo/moutoa-gardens-nz-wars-memorial, (Ministry for Culture and Heritage),
updated 5-Apr-2019 (accessed 31 May 2019)

3“New Zealande# June 1865, p. 5.
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Figure 2.2: Reverse of Moutoa ag. A large patch of calico has been stitched over the central
motifs. Ref: 1945.40, Whanganui Regional Museum. Photograph by Richard Wotton.
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Figure 2.3: Detail of patch on reverse, Moutoa ag. Ref: 1945.40, Whanganui Regional Mu-
seum. Photograph by Richard Wotton.
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Figure 2.4: Detail of Union Jack, Moutoa ag. Ref: 1945.40, Whanganui Regional Museum.
Photograph by Richard Wotton.

95



Figure 2.5: Detail of Union Jack on reverse of Moutoa ag. Ref: 1945.40, Whanganui Re-
gional Museum. Photograph by Richard Wotton.
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Figure 2.6: Moutoa ag partially rolled, showing fabric colour variations on face and reverse.
Ref: 1945.40, Whanganui Regional Museum. Photograph by author.
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selvedge to selvedge width of about 575 mm (Zzﬁ\fheéaabric is arep weave, meaning

ithas closely spaced narrow ribs because the wefts are of alarger diameter than the warps, and
would typically have been used for garments worn by women, rather than men. The Union
Jack was made using piecing techniques associated with patchwork and has beeninset, while
the other decorative elements have been appliquéd onto the lengths of silk. A range of plain
and decorative hand stitching techniques that were well-known during the nineteenth cen-
tury have been used, including running stitch, chain stitch, buttonhole stitch, looped shad-

ing stitch, overcasting, and possibly others. The ag is heavily patched with a large square of
calico inthe centre of the reverse side and multiple small repairs around the borders (see Fig-
ures 217 213). All the original stitching was done in silk thread. Subtle di erences in thread
tension and spacing of the stitches suggests there may have been multiple hands at work. A
more utilitarian ag would be made in wool, with straight edged components joined using

at fell seams, that is, a single layer with no requirement for making a reverse side, as in this
more elaborate, double-layered version.

The Union Jack in the canton was an emblem created following the Act of Union of
1800, under which the United Kingdom of Great Britain and Ireland was established. The
cross of Saint Andrew (white saltire on a blue eld) was counterchanged with the cross of
Saint Patrick (red saltire on awhite eld), and the cross of Saint George (red cross on a white
eld) was placed on top. In the nineteenth century, many British ensigns had a Union Jack
in the cantov@ In colonial settings, it was used an assertion of the authority of the British
crown. While the Union Jack on the Moutoa ag has the same rotational symmetry as the
British one, it also has a several points of di erence. The diagonal bands of white fabric are
unusually wide and do not extend from the midpoint of the St George's cross as would be
expected, but rather from the vertical red band. There are several possible explanations. The
person who drafted the pattern pieces may not have had access to a British ag fromwhichto
copy, or if they did, scaling the pieces from a full-size Union Jack may have proved di cult.

It is also possible that the women who made the Moutoa ag did not have o cial sanction
to incorporate the Union Jack and consciously broke its form, as seen on both sides of the
ag (see Figurgs P4 .6).

Broken diagonals are not the only deviation from a traditional Union Jack found on this

ag. Perhaps more signi cant is the fact that the saltire for the Cross of St Patrick, which

would traditionally be red, is notin this case. In a damaged area of the Union Jack, the faded
tan silk of this saltire was gently lifted with a ne metal spatula to reveal a still vibrant reverse
side of mauve, a novel and fashionable colour in women's clothing in the 1860s. Accounts

35The Moutoa ag is in fragile condition. | was granted permission to examine it in the presence of textile
conservator Anne Peranteau on 4 April 2016. She compiled a technical report that has been put on le at
Whanganui Regional Museum. The reverse side of the ag was not examined on this occasion. It was possible
to do this when the ag was photographed by Richard Wotton on 7 August 2019.

38\. G. PerrinPBritish Flags: Their Early History, and Their Development at Sea; With an Account of the
Origin of the Flag as a National Deyicembridge University Press, Cambridge, 1922, p. 72, plates 10 & 11.
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of the colour mauve typically begin with English scientist William Henry Perkin, who, in a
chance discovery well-known to historians of nineteenth century chemistry, developed the
rst aniline dye as a result of his experiments with coal tar, a residue of the coking indus-
try. He established that this residue was colourfast on a sample of silk, thereby initiating the
synthetic textile dye industry that was to ourish in Britain and, at a later date, @rmany.
While itis impossible to determine whether the broken diagonals were accidental or deliber-
ate, there can be no doubt that the use of mauve silk was a deliberate design choice. This de-
cision may have been based on convenience, one of using fashionable women's dress fabrics
that were on hand from a stash of left-over dress remnants, or it may have been an assertion
of femininity and fashionability. If this is so, that this aspect of the design can be read as a
statement of gender and class identity, then the interracial dialogue intended by the gifting
of the ag becomes more complex, as a deliberate positioning of the social value of colour
and fashion by a group of settler women in relation &giféaunui-a-Rparangi.

The crown, which now occupies the most damaged part of the ag, was originally in-
tended as a luxurious centrepiece (see Figlifeg 2.7 2.8). Made from heavy materials, the
weight of the crown has placed considerable strain on the surrounding silk fabric in the area
where it has been appliquéd. Itis not possible to see the crown on the reverse side of the ag
owing to a crude repair with a sheet of calico that appears to have been carried out after the

ag was donated to the museum in 1945. Setting aside the rough and ready mending, the
beauty of the crown lies in the materials used and the ne details of its construction. It has
been created in outline from a gold ribbon woven from metallic threads in a pattern of tiny
shamrocks, an emblem of Ireland and most likely a deliberate choice by Irish-born Anne Lo-
gan. Itis areasonably accurate replica of a British crown. At the top, there is a cross pattée, a
type of cross composed of four triangles that almost Ilasquare. These are commonly found
on the crowns of British monarchs, such as Queen Victoria, and are often heavily adorned
with jewels. No attempt has been made to mimic jewels on this crown, however. Below the
cross pattée there are three half arches, one in the centre and one at either side, to give an im-
pression in the round of four half arches, the usual number of half arches on a crown worn
by a British monarch. The half arches are worked in gold metallic tape over a red and black
velvet cap that has been gathered to give a pu ed appearance. Around the cap are alternating
shamrocks and eur de lis worked in gold ribbon. The lower edge of the crown is made from
white silk embroidered with grey thread to give the impression of an ermine trim.

Underneath the crown is a hand of friendship, with hands in pink and brown silk ap-
pliquéd together in a clasp (see Figure 2.9). The detail of the stitching has been very care-
fully considered. The hands have been appliquéd to the ag using blanket stitch in a brown
thread. The pink hand is on the right and the brown hand is on the left, meaning that within

3TAddress of Sir William Henry PerkBtienggol. 24, no. 616 (1906), pp. 488 93; Dorothy Schriver, ‘A
Century of Colour'Science News-Lettel. 70, no. 10 (1956), pp. 154 5; Max Saltzman, “Identifying Dyes in
Textiles'American Scientjsol. 80, no. 5(1992), pp. 474 81.
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Figure 2.7: Detail of velvet and gilt braid crown, Moutoa ag. Ref: 1945.40, Whanganui
Regional Museum. Photograph by author.
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Figure 2.8: Detail of construction and stitching of crown, Moutoa ag. Ref: 1945.40,
Whanganui Regional Museum. Photograph by author.
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Figure 2.9: Detail of pair of hands, Moutoa ag. Ref: 1945.40, Whanganui Regional Mu-
seum. Photograph by author.
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the clasp the pink hand is above the brown hand and the brown thumb is above the pink one.
The choice of thread colour means that the detail of the stitching only stands out on the
pink hand. The thumbnail on the pink hand, for instance, is clearly and carefully marked
out in chain stitch. The pink hand is feminine in appearance and proportion; the brown
hand is less clearly gendered. Short and long stitch has been used to create shading where
the hands intersect at the base of each thumb, adding to the sense that this was an important
element of the ag that required assiduous care. The clasped hands symbol has a lengthy
history in the West, for instance, in the contexts of heraldry, gravestones, freemasonry, work-
ers' unions, and sentimental and patriotic print r@mhﬂe act of clasping hands has been

a longstanding part of marriage rites in many regions of the world. In Anne Logan's time,
the interracial variation of the clasped hands symbol would have been understood as having
originated within the context of the British anti-slavery movement of the late eighteenth and
early nineteenth centur@ﬁ'extile applications of this interracial emblem appear to have
been rare during the mid-nineteenth century based on a lack of surviving€amples.

The laurel branches are formed from appliquéd pieces of dark green velvet with a gold
cording around each leaf and the stalk. In the Mediterranean region, the dark evergreen
leaves of laurels have had a lengthy symbolic association with death and remembrance; also
with victory, as in a “‘crown of laurels'. For Anne Logan, the laurel would have had a tan-
gible contemporary resonance. The similarities between the Moutoa ag and the colours
of her husband's 8Tegiment include not only a Union Jack in the canton but also laurel
branches around a central emblem. Two laurel branches are cupped under the central motif
in the latter, rather than over the top of the central motif, but the resemblance is unmis-
takable. Whether these di erent placements of the laurel branches have signi cance is un-
known. The metal tunic buttons that were part of the regiment's uniform also had a crown
and laurel leaves around the numerals 57 (seq Figure$ 2.10 2.11). These motifs featured on the
buttons of other regiments, such as tHesd@l the 12, while others, such as th¥ ggad
the regimental number alcﬁéor the recipients of the ag attiki, however, itis possible
that there were familiar echoes between laurel leaves and their association with funerals and
mourning chaplets of kawakawa used at tangihanga (funeral rites).

Another resemblance to the colours of tHer&giment is the addition of battle hon-
ours. Under the Union Jack it is possible to see where the battle ho@houtahi was

3¥eter Gilderdale, "Hands Across the Sea: Situating an Edwardian Greetings Postcard Practice', PhD the-
sis, Auckland University of Technology, 2013. The rst chapter of this thesis provides a summary of the history
of the “clasped hands' symbol. Te Papa has two undated Blackball mineworkers' union banners featuring the
clasped hand emblem.

3%Gilderdale, *Hands Across the Sea', pp. 67, 71.

400n agimagery in other colonial contexts, see for instance Douglas A. Schmittou and Michael H. Logan,
“Fluidity of Meaning: Flag Imagery in Plains Indian Amtierican Indian Quarterlyol. 26, no. 4 (2002),
pp. 559 604; Michael H. Logan and Douglas A. Schmittou, “Inverted Flags in Plains Indian Art: A Hidden
Transcript' Plains Anthropologygl. 52, no. 202 (2007), pp. 209 27.

4Button, A92.259, Button A92.260, Button A92.268, Puke Ariki Museum.
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Figure 2.10: Detail of central device, Moutoa ag. Ref: 1945.40, Whanganui Regional Mu-
seum. Photograph by Richard Wotton.
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Figure 2.11: Button!"SRegiment (unknown date). Ref: A92.261, Puke Ariki, New Ply-
mouth.

105



Figure 2.12: Detail of reverse of Moutoa ag showing @hetgahi battle honours have
been removed, featuring letters in reverse order: 'IHATUOHO'. Ref: 1945.40, Whanganui
Regional Museum. Photograph by Richard Wotton.
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Figure 2.13: Detail of letter '"M', Moutoa ag. Ref: 1945.40, Whanganui Regional Museum.
Photograph by author.
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stitched. Staining of the white silk shows this was constructed with a red fabric using metal-
lic thread. The imprint of each letter is still visible. The battle honour was duplicated on the
reverse side of the ag (see F.Iﬁe)se were added in the aftermath of the battle
atOhoutahi, located betweempfiki and Hiruhaama, on 23 February 1865, to commem-
orate the death from wounds at this battle ok Wiremu Hpango, who was a pivotal
gure in the early decades of the Whanganui settl@dartheir history of Whanganui,
Max Smart and Arthur Bates state that, "Weraroa Kingi, inspired by the courage displayed
by H. W. H pango at Ohoutahi in 1865, had the word Ohoutahi sewn onto tl’@\ﬁlg.'
F. Gordon's late nineteenth century drawing of the Moutoa ag and a series of photographs
by Whanganui photographer W. H. T. Partington taken at the turn of the twentieth century
show thé@Ohoutahi battle honourin pla@The battle honours are not present, however, in
a 1961 press photograph of the Moutoa ag and itis not known whether these were removed
prior to the ag being presented to the Wanganui Public Museum after the death of Weraroa
Kingi in October 1920 for a short period prior to it being presented on more enduring terms
in May 1945]

For the word MOUTOA, it is not clear why the U is marked out in a di erent colour
to the other letters. The letters MO and TOA are in blanket-stitched in mauve fabric (see
Figurg 2.1.3). The red fabric used for the U is the same as that used on the Union Jack and
this factor and the stitching indicate all the letters were worked at the same time. There are a
number of possibilities for this. The mauve letters are very carefully pieced in a way that uses
the least possible fabric, and this suggests it may have been a practical decision based on min-
imal fabric resources. Red was a colour that signi ed high status aotive/dtld. Perhaps
working the U in red fabric was intended to represent the tongue-shaped island of Moutoa?
As Che Wilson has stated, "we were always told Moutoa was the day that the river ran red,
where the river ran red with the blood of father against son, brother against sister, where we
fought against ourselEsPerhaps it echoes the red painted post that was installed on the
island to mark the ground where the many of the dead were@dfied,. the makers of
the ag were demonstrating a willingness to encompassidrratives. Perhaps, taking a

42This was discovered through rsthand observation when the reverse side of the Moutoa ag was pho-
tographed by Richard Wotton on 7 August 2019.

“¥For a contemporary account,\&&dlington Independeritl March 1865, p. 6.

44M. J. G. Smart and A. P. Bafése Wanganui Storp. 107.

45See Maori women standing in front of the Moutoa ag, ¢. 1900, William Henry Thomas Partington,
1/1-003124-G, Alexander Turnbull Library; Maori men alongside the Moutoa ag, ¢. 1900, William Henry
Thomas Partington, 1/2-021420-G, Alexander Turnbull Library; Maori men standing in front of the Moutoa
ag, ¢. 1900, William Henry Thomas Partington, 10x12-0032-G, Alexander Turnbull Library.

46\Wanganui Chroniclel 6 September 1961, p. 11

4’Che Wilson on the Battle of Moutoa, Te Ahi Kaa, National Radio, 12 November 2017, see https://
WWW.rnz.co.nz/national/programmes/teahikaa/audio/2018621041/che-wilson-on-the-battle-of-moutoa (ac-
cessed 6 June 2019)

48Arama TinirauBattle of Moutoa: 1864 1964: Commemoration of Cemienaoa Centennial Com-
mittee, Wanganui, 1964, p. 8.
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more European perspective, it was a phonetic device guiding the pronunciation of MO-U-
TOA? The familiarity of European women witlabti words certainly varied and may not
have been accurate. They may have known simple wordsuikeneaning “for you (one
person)' when the possessor is subordinate, and "toa' meaning “‘courage' or "bravery'in noun
formﬁ Once again, the reverse of the ag gives no further information as the motifs are
heavily patched with calico. Lettering was commoneamtilved ensign ags. Many exam-
ples of the latter are still in existence. Forinstance, Te Peeti Te Awe Awe was given atribal ag
for ghting inthe 1868 69 campaign against Titokowaru, which is treasured at Rangimarie
marae at Rangiotu, Manawalt features the name of an ancestor, TAN ENUIARAI@BI.
Complementary ways of experiencing the ag from a sensory perspective were intended.
It was anticipated that it would be seen ying with the bold and colourful motifs visible at a
distance, as a dynamic element of a shared landscape. Of equal importance, however, was the
notion that it would be admired at close range, to be an intimate object that was handled and
regarded by individuals. The way the ag has been constructed with the use of bold motifs
and careful attention to stitching detail allows both of these possibilities. But what were the
symbolic intentions of a ag that clearly has some contradictory political meanings? There
is a tempering of traditional assertions of British imperial authority with symbols of death
and remembrance, equality and friendship. Strands of British imperial history scholarship
come into play here. David Cannadine's controversial @owkmnentalismreturns to
traditional rise and fall narratives of the British empire that appear to take visual and material
evidence of imperial dominion at face value. Itlooked powerful, therefo@'ll'mmzhoes
not allow for the uneven reach of the British empire in di erent places at di erent times, or
the diverse and powerful histories of indigenous resistance, as many scholars have reminded
those occupying the traditional wing of British imperial h[$t6he emblems on the ag
are drawn from the monarchy and the military and Britain's sense of itself as a just, fair-
minded and civilised nation. But were the emblems on the Moutoa ag indicative of British
strength or vulnerability in Whanganui in the mid-1860s? To examine this question a better
understanding of Anne Logan and the community of women involved in making the agis
necessary.

“Maori Dictionary Online, see https://maoridictionary.co.nz/ (accessed 6 June 2019)

SOMlason Durie. “Te Aweawe, Te Peeti', Dictionary of New Zealand Biography, rst published in 1990. Te
Ara the Encyclopedia of New Zealand, https://teara.govt.nz/en/biographies/1t27/te-aweawe-te-peeti (ac-
cessed 21 October 2019)

SPavid Cannadin€rnamentalism: How the British Saw their Empiten Lane, London, 2001. The
Journal of Colonialism and Colonial Histeoy. 3, no. 1 (2002), edited by Tony Ballantyne, is entirely devoted
to a critique of Cannadine's book.

5For a recent local example, see BallafEptanglements of Empit®n the importance of counter-
narratives of resistance, see Antoinette Butenlrouble with Empire: Challenges to Modern British Impe-
rialism, Oxford University Press, Oxford, 2015.
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Figure 2.14: Photograph of Anne Logan presented to Wanganui Public Museum by her
daughter, Miss L. M. Logan, in 1933. Ref: P-H-030, Whanganui Regional Museum.
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Figure 2.15: Robert Abraham Logan, c. 1860s. Ref: P-L-088, Whanganui Regional Mu-
seum.
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Figure 2.16: "Group of 57th O cers Wanganui 1864'. Photograph by William James Hard-
ing. Ref: 0.011911, Museum of New Zealand Te Papa Tongarewa.
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Figure 2.17: 57th Regiment with Shakespeare Cli in background. Photograph by William
James Harding. Ref: M-G-033A, Whanganui Regional Museum.
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Anne Logan and the 5% (West Middlesex) Regiment or
the "Old Diehards'

Anne Nesbitt Tredennick was baptized at Ballyshannon, County Donegal, on 25 September
1831, the daughter of Lydia Magee and her husband Reverend George Nesbitt Tredennick,
vicar of Kilbarron (see Fig{ire ?3#er family was closely a liated with the Church of
Ireland on both sides; her mother was a daughter of William Magee, Church of Ireland arch-
bishop of Dublirﬁ] She married Robert Abraham Logan at Kilbarron Church, Ballyshan-
non, on 3 February 1852 (see Figdre 2.15). Logan was born at Sligo Bay, County Sligo, in July
1824, the son of Letitia Anne O'Beirne and her husband Patrick Logan, an o cer'df the 57
regiment, who took up the command of Moreton Bay penal settlement in March 1826. He
was six years old when aboriginals killed his father in October 1830. Whether they did this
on behalf of the convicts who were in a frequent state of unrest under his father's command
or for motives of their own has not been estabIMéim his mother and another sibling
he returned to Britain, where after 15 years of petitioning his mother was granted a pension
of ¢, 70 per annum. Logan had joined his father's regimentin 1841, stationed at Madras, but
from 1848 to 1855 he was stationed in Ireland. A long period then followed when he was sta-
tioned overseas: rst at Crimea, then Malta, Aden, and in 1860, Poona. Anne Logan gave
birth to the couple’s rst child, a son, at Ballyshannon in November 1852. Two more of the
couple's children were also born in this locality, in 1856 and 1867 respectively; the rest were
born at the locations tied to military postings. There were ve sons and seven daughters; two
sons and two daughters were living at the time of Robert Logan's deattﬂAtﬁ@(lo-
gan had died in 1887.

Anne Logan accompanied her husband to India prior to coming to New Zealand. The
57" regiment was present at Allahabad along with thar#b8® regiments, the Marine
Battalion, the®1Grenadiers, and th& Native Infantry, when Queen Victoria proclaimed
her sovereignty of India in November 1858, enacting a form of local self-g@ment.
the back of this display of imperial strength the regiment went to New Zealand, arriving

5Ponegal, Births recorded in Ballyshannon (Kilbarron), Church of Ireland, 1785 1876, Ireland Geneal-
ogy Project Archives, http:/Aww.igp-web.com/IGPArchives/ire/donegal/churches/kilbarron-bap-coi-1.htm
(accessed 4 November 2015)

5Desmond Bowen, "Magee, William (1766 1B&tipnary of National Biograpfsee https://doi.org/
10.1093/ref:0dnb/17778 (accessed 4 November 2015)

L ouis R. Cran eld, "Logan, Patrick (1791 1830)', Australian Dictionary of Biography, National Centre
of Biography, Australian National University, http://adb.anu.edu.au/biography/logan-patrick-2367/text3107
(accessed 9 April 2015)

S6Typescript "Major-General and Honorary Lieutenant-General Robert Abraham Logan, C. B.", p. 7, in
Col. R. A. Logan Papers, WRM.

S/Anne Nesbitt Logan, d. 12 Aug 1887, Middlesex, England, Ancestry.com. England & Wales, National
Probate Calendar (Index of Wills and Administrations), 1858 1995, see www.ancestry.com.au (accessed 20 Mar
2020).

58\ ew Zealandel6 February 1859, p. 1.
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in January 1861. Thé& 5&giment left again for England in 1867 and during the interven-

ing period campaigned in Taranaki and Waikato. Unlike many military wives, Anne Logan
accompanied her husband throughout a career that extended across the imp@ial world.
Anne Logan and two children arrived in Auckland on 21 January 1861 on board the trans-
port shipCastilianwith her husband, Major Logan, after a fty- ve-day passage from Bom-
bay. Aboard were at least two other women, Mrs MacAndrew, as wife of the doctor, and
Mrs Harrington, as wife of the captain; a Mrs Cumming may also have been present. Ma-
jor Logan was in command of 411 non-commissioned o cers and privates, and there were
ten o cerson boar The impending arrival of the'5sRegiment was announced in the
Colonist

We copy the following from tl@verland Telegraph and Courigder Maj-

esty's 37Regiment now stationed at Poonah have been ordered to hold them-
selves in readiness to proceed immediately from Bombay to New Zealand on
eld service. The families and Depot of the Regiment will remain here for the
present. Her Majesty's'6Regiment from Kurrachee are also about to pro-
ceed to New Zealankl

Two wings had in fact already arrived in New Plymouth and Auckland, where they were
greeted favourably: “If we may judge of tRe&fiment from the sample we beheld on
board the Star Queen, we should say that the Indian Government have sent up a regiment
in every respect equal to the work they have to e{?pé‘mﬂbnel Warre was stationed at
the regiment's headquarters at New Plymouth and Major Logan was in command of the
detachment at Whanganui (see Figurés 2.15j2At T¢ast three children were born to
Anne Logan in New Zealand, a son in 1862 and twin daughterﬁﬂmms died at
the age of six months in February 1864 the battle of Moutoa took place in May 1864 and
another daughter, Annie Durie Logan, died in her infancy in Septemlﬁfrh&eébour
involved in creating the Moutoa ag may have been a salve for dramatic personal loss. The
couple had four children with them when they returned to England. Anne Logan died in
London in 1887, followed by her husband three yea@ later.

SCharlotte Macdonald and Rebecca Lenihan, "Rethinking New Zealand within the “redcoat' empire’,
New Zealand Historical Association conference paper, Canterbury University, 4 December 2015. See also "Sol-
diers of Empire: Garrison and Empire in tfeCéntury'| http://www.soldiersofempire.nz/.

60Daily Southern Cro2 January 1861, pjNdyw Zealande3 January 1861, p. 3.

6XColonistl1 January 1861, p. 2.

62New Zealandef,6 January 1861, p. 2.

63Typescript "Major-General and Honorary Lieutenant-General Robert Abraham Logan, C. B.', p. 4, in
Col. R. A. Logan Papers, WRM.

64Douglas T. Aldersly Logan, BDM Online, 1862/9289; Lilian Margaret Logan, BDM Online, 1863/10714;
Ada Loetitia [sic], BDM Online, 1863/10Taignaki Herald 8 August 1863, p. 2.

8°Ada Letitia Logan, BDM Online, 1864/3450; Lilian Margaret Logan, BDM Online, 1864@453;
Zealand Spectator and Cook's Strait GuaréifaRgebruary 1864, pVi&llington Independer9 September
1864, p. 2.

56presg, February 1890, p. 5.
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Raising subscriptions

Anne Logan initiated the making of the Moutoa ag by rst approaching the resident mag-
istrate, John White, as follows:

My dear Mr. White

| have a wish to have a ag worked by the Ladies of Wanganui for our Maori
Warriors and if you think the idea a good one & could spare me a few min-
utes I should like to talk to you about it, before | see the ladies.

Yours truly AN Logaff]

Resident magistrate John White's involvement with the making of the Moutoa ag is
not entirely clear. Through his dealings with her, Anne Logan is re ected as a woman of
ability and authority. For instance, in a letter to her on 2 June 1864 he wrote: "My Dear Mrs
Logan, | am delighted with your sketch of the wounded in Hospital. | do not know if the
names of those shewn in the sketch may be of su cient historical worth to forward with
it but you shall be the judge.’ Much of the letter is concerned with naming and describing
the individuals in her picture. Paranihi Te Wetere, for instance, was described by White as "a
very silent man of high rank according to Maoriideas of nobility was inclined to favour the
King movement rather given to ill temper and quick to repel any signs of authority over
him yetabrave maﬁﬁ This letter reveals that Anne Logan had the artistic capabilities to
design the ag. However, White concludes: "I will endeavour early to send you a sketch for
the ag but must get some one to copy or transfer my ideas to paper on the matter. The
science of drawing never was a favourite study with me because of my lady teacher telling me
| should never excEl

John White's 1864 letter and his 1865 diary provide a record of direct and frequent dia-
logue with Maori, of the disrupted nature of their lives and communities at that time. In
the letter to Anne Logan, he wrote: "Please forgive me for keeping your sketch so long; the
Maories so pester me (and must be attended to) that | cannot call a minute my own." A di-
ary entry on Wednesday 14 June 1865: "Natives came to see me & cry, especially the women.'
And, soon after, on Tuesday 27 June 1865: "Mete & 4 other left with Logan for Wellington.
Had another talk to Pehimana.' If this degree of interaction was typical for men like John
White, who was raised in Hokianga, bilingual, known to manyilMaders and bilingual,
the extent to which his wife, Mary Elizabeth Bagnall, who was a subscriber to the Moutoa

ag fund, had similar opportunities for dialogue remains uncertain.

7Logan, A. Mrs, Documents relating to the "Moutoa ag', MS-487, Auckland War Memorial Museum
Library.

68 _etter from John White to Mrs Logan, 2 June 1864, 1958.188, WRM.

89_etter from John White to Mrs Logan, 2 June 1864, 1958.188, WRM.
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The agwas nanced by subscriptions from women in Whanganui, Raireyitd Man-
awat. Along with key players, Anne Logan and Mary Elizabeth White, there were an-
other thirty-three subscribersto the ag f@iﬂhey were allwomen and they gave varying
amounts, ranging from two pounds and two shillings to ve shillings. The highest contri-
bution was from "Mrs Buller', that is, Charlotte Mair, who had married Walter Lawry Buller
in 1862. Half of the women were residents of Whanganui, both the town and the region. Of
the remainder, nine lived in Manawaight in Rangikei, and one in Taranaki. How many
women Anne Logan approached for a nancial contribution towards the making of the ag
remains unknown. Those who subscribed clearly represented signi cant commercial, farm-
ing and military interests, constituting a local elite. Religious interests were represented on
a small scale. Itis unclear if "Mrs Taylor' refers to Mary Caroline Fox, the wife of mission-
ary Rev. Richard Taylor, or Ann Hutchison Small, the wife of merchant Thomas Ballardie
Taylor. However, "Mrs B. Taylor' is without doubt Edith Palmer Tylee, the wife of Rev.
Basil Taylor, a son of Richard and Caroline Taylor, who was involved in his capacity as an
Anglican minister in the immediate aftermath of the battle of M@Jtoa.

A number of the women represented signi cant commercial interests in the township of
Whanganui (see Figlire|2.18). These include "Mrs Watt', Frances Margaret Day, whose hus-
band was merchant William Hogg Watt, and "Mrs Speed', Janet Montgomery, who ran the
Rutland Hotel with husband James Speed, and "Mrs Field', Margaret Symes Puslow, who
was married to surveyor Henry Claylands Field. Each of these women had substantial do-
mestic premises. The defence of the town was obviously of vital importance to maintaining
the property they had accumulated and way of life they had established. A number of the
female subscribers were related to each other. For instance, "Mrs Powell' was Ellen Sophia
Penrose Porter, who married Thomas Powell in a double wedding ceremony in 1855, with her
brother David Porter, to his daughter, Anna Maria Powell, or "Mrs Porter', as she appears on
the list. Similarly, three Rangéi women, "Mrs Fox' (Sarah Halcombe), "Mrs Halcombe'
(Edith Stanway Swainson) and "Mrs Swainson' (Emilie Frances Broughton), shared mar-
riage connections. And further, "Mrs Swainson' was a sister of "Mrs Patterson' (Eliza Ann
Broughton) of Manawat This gives insight into the familial nature of elite women's net-
works. Between them, these women had access to considerable land interests and political
power. But perhaps most signi cantly, only a small number of the women subscribers had
husbands who were involved in military matters, such as "Mrs Marshall', Jane Mary Boulter,
who was the second wife of Major Marshall, of Tututotara in Reigit

OCircular, Wanganui, 21 May 1864, 1936.68, in Col. R. A. Logan Papers, WRM. Research has consisted
of giving an identity to each of the women subscribers to the Moutoa ag, primarily using birth, death and
marriage information available from BDM Online and Paperspast.

"Rev. Richard Taylor was not present in Whanganui at the time of the battle. See Journal of Rev. R.
Taylor, 1862 5, transcript, p. 109, WRM.

"2The balance may have di ered in relation to the making of the Moutoa ag, as Richard Taylor's brief
remark suggests: ‘A ag, worked by the ladies of the military and settlers, was afterwards publicly presented to
them.' See Tayldfrhe Past and the Present of New Zeghaid&0.
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Investigating the identities of subscribers has raised the possibility that there may be a
Maori woman among them. A transcription of the handwritten list of subscribers includes
"Mrs Cork' and "Miss Cork' of Manawatvhich is how the names could be read in the
original. Yet electoral rolls, newspapers and published local histories indicate it is highly un-
likely that a Cork family lived in Manawat the 1860s. From around the mid-1840s there
was a well-known British settler named Thomas Uppadine Cook, who arrived in Wellington
on theAdelaiden 1840. He lived at Te Awahou (Foxton), working as a shipbuilder, coastal
trader, sheep farmer, storekeeper, and hotelkeeper. Thomas Cook and Te Akau Meretini of
Ngati Raukawa were married there in 1850. Through his wife, who was also known as Mary
Jane Cook, he raised 15 children and gained access to three pieces of land onthe Manawat
River: 60 acres at Awahou, 100 acres at Totara, and 200 acres at Paiaka. Te Akau Meretini
can be seen with carefully-ringleted long hair wearing a European-style dress with a bodice
and skirt trimmed with braid in an extant photogn@ﬂlﬁthis identi cation is correct, it
adds an unexpected layer of complexity to the history of the making of the Moutoa ag.

Presenting the ag in the Market Square

On 4 March 1865 Anne Logan presented the ag to Mete-Ke Rangi-Paetahi on be-

half of Whanganui River iwi to acknowledge their defence of settlers at Whanganui in the
battle of Moutoa the previous year. John White, who may have been involved in its design,
noted the presentation ofthe agin his diary: "Presentation of the Flag made by Col Logan's
Lady to Meti and other native Chiefs in the Market Place Great [i$jplag presentation

was accompanied by a proclamation, which is still in existence. The author of the text is un-
known. It was read aloud by Anne Logan and translated by JamﬁBlmﬁthe women

of Whanganui, Rangiei and Manawatu speaking for themselves, or through a male inter-
locuter, when the following sentiments were typeset, printed and circulated?:

When the brave Chiefs and Men of Wanganui fought at Moutoa, to save the
lives of European women and children from the hands of fanatics, who were
maddened by the teaching of a false prophet,

We, the Ladies of Wanganui, Rangitikei, and Manawatu, determined to give
themthis Flag, as a proof of our admiration of their noble conductin our cause,
also in memory of those who were killed in that l@ttle.

The hierarchical nature of contemporary racial thought is revealed. The suggestion is

"nanhallaMatters of the Heart

4John White (1826 91), Diary, 1865, MS 2377, Alexander Turnbull Library.
"Historic Moutoa Flag, Flora Spurdle Collection, Folder 4, p. 8, WRM
"®Proclamation, September 1865, in C19 Military Records, Box 45, WRM.
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Figure 2.18: Front and back views of bodice of a silk dress worn by Margaret Watt with a
motif that imitates military frogging. Ref: PC000128, Museum of New Zealand Te Papa
Tongarewa.
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that saving the lives of European women and children was of greater importance than memo-
rialising those whose lives were lost: "as a proof of our admiration of their noble conduct in
our causalsdemphasis added] in memory of those who were killed in that battle.' The or-
der of the text suggests greater weight was placed on the protection of European women and
children by men, in this instance, bgdi men, than on a form of sisterhood that placed its
sympathy with Mori women who had lost male kin. It should be noted that the civilising
Christian cause referred to here was in itself gendered. Delving into the experiences of settler
women in Whanganui as best we can, and into their dialogues with reanilvydvhen at

Putiki particularly their notions or otherwise of a moral relationship to those women who

had lost husbands, brothers, and sons allows the possibility of a tentative exploration of
the intersections of race and gender.

Anne Logan was a woman of status; but whether in her own right or by virtue of her
husband's position is unclear. She spoke publicly at the ag presentation ceremony and this
speech was reported in several newspapers. Her work in Whanganui can be regarded as an
iteration of the objectives of early benevolent societies, such as the Onehunga Ladies' Benev-
olent Society, which was established in 1863 to assist women and children evacuated from
the upper reaches of the Manukau Harbour to escape an apmmdmhMa@ Elizabeth
George, awidowed hotelkeeper, initially arranged accommodation, food and clothing at her
own expense. As numbers increased, she turned to a prominent member of her community
for advice. Dr Purchas called a public meeting to establish the Onehunga Ladies' Benev-
olent Society. Elizabeth George became its rst pr@id’dsru.society was not the rst
women's organisation in New Zealand, but it was among the earliest and has been the most
long-livedl Before the era of women's organisations with a political purpose, beginning in
the 1880s, women's organising often involved using needlework skills.

Whether the women involved in the making of the ag questioned the extent to which
those who protected their interests were true ‘queenites'is unknown. The meaning of Maori
support for settlers apparent at Moutoa was debated in the years that followed, and there was
a divergence of opinion on the matter. Rev. Richard Taylor, writing in 1868, believed: "The
noble defence of this settlement at Moutoa and Ohotahi proved that a large body of them
really made common cause with the EuroauIDWever, Thomas W. Gudgeon wrote
in 1879: "It must not be supposed that the Wanganui fought only to save the town of Wan-
ganui; far fromit, at thattime they were strong supporters of the king, therefore ina measure

""Margaret Tennant, ‘Onehunga Ladies' Benevolent Society 1863 ', in BlsmertTogethep. 121
2.

"8Janice C. Mogford. “George, Elizabeth', from the Dictionary of New Zealand Biography. Te Ara

Encyclopedia of New Zealand, updated 30-Oct-2012, http/mww/TeAra.govt.nz/en/biographies/1g7/

george-elizabith (accessed 12 April 2016).

“Margaret Tennant and Anne Else, "Onehunga Ladies' Benevolent Society, 1994 2017', https://nzhistory.
govt.nz/women-together/onehunga-ladies-benevolent-society (accessed 17 February 2019)

SUTaylor,The Past and Present of New Zealppd273 4.
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inimical to the Europeans. They fought for the mana (in uence) of thﬂﬁimer way,
the ag itself reveals, through the beautiful materials and careful and time-consuming work
involved in its construction, that it was an expression of a deep sense of gratitude.

The materials and stitching techniques used to construct the ag also indicate that pub-
lic ceremonial forms of colonial textile culture in the 1860s could be highly feminine. Since
the 1980s many historians who have focused on women, men and gender in the nineteenth
century have worked to unsettle a set of entrenched assumptions about the “separation of the
spheres of public power and private domes@;i[jn‘e con dence with which the women
who made the Moutoa ag expressed their aesthetics, expertise and capacity for collective
action contradicts any view of women in this period as passive in the face of military cam-
paigns.

Memorialisation

There is a well-de ned strand of writing on the memorialisation of the New Zealand wars
that is signi cant to my analysis of the Moutoa ag. Recent work on the aftermath of the
battle draws on a diverse material culture that includes, but does not foregro@m, ags.
an important study, Jock Phillips focusses on hard materials of stone and marble, noting
that few memorials were erected to mark the signi cant battles of the New Zealand wars
compared to the substantial number associated with twentieth century con icts, particularly
the First World Wﬂ As aresult, his attention was drawn to the Whanganui region, where
amonumentto those who fell in the battle of Moutoa was erected and unveiled in December
1865 (see Figlre|2.19). This was the rst of its kind and takes the form of a weeping woman
as a representation of grief. One of the problems with focussing on hard materials is that
the signi cance of soft materials is either overlooked or analysed in relation to them, as this
study of the Moutoa ag as colonial textile culture demonstrates.

From the perspective of local British settlers, the battle of Moutoa was seen as an act of
protection that required generous acknowledgement. According to Rev. Richard Taylor,
their regard for lower riveradri was immediately enhanced:

A re-action of feeling now took place among the Europeans, who had before

8Thomas W. GudgeoReminiscences of the War in New ZeaBachpson Low, Marston and Company,
London, 1879; reprint Southern reprints, Papakura, 1986, p. 36.

82Amanda Vickery, ‘Golden Age to Separate Spheres: A Review of the Categories and Chronology of En-
glish Women's HistoryThe Historical Journabl. 36, no. 2 (1993), p. 383.

8Pavid YoungyWoven By Waterpp. 51 65; Chris Maclean and Jock PhiTlips Sorrow and the Pride:
New Zealand War Memorial§&;P Books, Wellington, 1990, pp. 22 4; Jock Phillppthe Memory: New
Zealand's War Memoria)#otton and Burton, Nelson, 2016, pp. 20 3; Jock Phillips, "Wanganui: War Memo-
rial Capital of the World', in Kynan Gentry and Gavin McLean Hetstlands: New Zealand Historians
Write About Where History Happenednguin Books, Auckland, 2006, pp. 72 89. For a forthcoming pub-
lication, see Charlotte Macdonald, “Soldiers of Ernpire’, http://www.soldiersofernpire.nz/.

84phillips,To the Memoryp. 19.
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regarded them with suspicion; and when those brave menreturned to the town,
they were received with every mark of respect, the ag being hoisted half-mast
high in honor of those who had faln.

The agpole was situated at the Rutland Stockade, erected on Pukenamu (also known
as Queen's Park) just under twenty years earlier when the garrison was %tahhkhed.
context, ags were highly visible and contested to the extent that they were captured as
prized trophies of war and as such served to unite and divide peoples. Niu poles (ceremo-
nial poles) had been erected for the purpose of ying Kingite pennants at a range of upriver
locations. A “king's ag' was among the items that the victors brought back with them on
their return to the settlemefit.

Expressions of gratitude to the victors came in several forms. A resolution "thanking
them for their brave conduct at Moutoa' was presented to MageTlé Rangi-Paetahi by
Isaac Featherston, superintendent of the province of Wellington, at a ceremtikiy at P
in the months after the bat@.This occurred in tandem with Anne Logan's ag pro-
posal and e orts to raise a monument, the rst of a small number associated with the New
Zealand Wa. The formal presentation of the resolution was photographed by William
James Harding and the provincial press hoped that "the almost historical nature of the pho-
tograph' would ensure good sales; it is uncertain whether a photographic record was made
of successive ceremonies associated with the ag and the monument, which were by contrast
statements of gratitude worked into the landscape in varioff§ Waigskind of colonial
record-making suggests "history' as a self-conscious contemporary process that was deliber-
ately created in a variety of forms. With this in mind, the next section turns its attention to
the Moutoa ag.

Memorialisation was not only a British phenomenon, as the story of arifai &
taken in the aftermath of the battle of Moutoa reveals. Found in one of the waka that were
captured, a decision was taken by the victors to presentthe agto Issac Featherston. Its phys-
ical characteristics were described MeheZealand Spectator and Cook's Strait Guardian

The ag which belonged to Pehi is nine yards long and three yards broad and
is made of white calico and =it and merino, the materials were bought at

Wanganui and sent to needle at the Mission schools. The upper half is a white
eld bordered with red, on which is a blue cross and three stars, the lower halfis

8Taylor, The Past and the Present of New Zeatari&0.

86Daily Southern Cro8€ May 1864, p. 4.

8David YoungWoven By Watempp. 57 8.

88\ew Zealand Spectator and Cook's Strait Guagfiduine 1864, pN&w Zealand Spectator and Cook's
Strait Guardian 12 November 1864, p. 3.

8New Zealand Spectator and Cook's Strait Guafdtdwovember 1864, p. 3.

9OMeeting between Dr Isaac Featherston and Wanganui iwi at Putiki, [1864], William James Harding, 1/1-
000039-G, Alexander Turnbull LibraNew Zealand Spectator and Cook's Strait GuartRaNovember
1864, p. 3.
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red, the workmanship is excellent. The ag was found in a canoe belonging to
the rebels after the battle, and, as we have said, was given to the Superintendent
by the friendly Natives. On his Honor expressing his intention to send the ag

as a trophy to his Excellency Sir George Grey the Natives assented to the pro-
posal, but intimated a desire that the ag should be retained in the Province as
amemorial of the ghft}

As the writer indicated: "Pehi's ag was hoisted yestediayhe Union Jack on the
ag-sta in front of Government House, and to-day is spreading its ample folds to the wind
under the ensign of British authority." Other items of signi cance were o ered in conjunc-
tion with the ag:

Besides the ag there were also presented to His Honor a Parawa made of the
jaw-bone of a sperm whale, the handle handsomely carted and the whole highly
polished, which belonged to Topehia, son of Pehi, and was brought from Wai-
kato and two tahias [sic] ornamented with feathers, one belonging to Maniha
of Taranaki, the other to a near relative of Hare Tipene, chief of Nukumanu of
the Waitara block. These will be deposited in the Wellington M@eum.

The list of exhibits for the New Zealand Exhibition certainly included the following:

"His Honorthe Superintendent Native spears, meri, and king's ag, (trophies of Moutoa,
presented to him by the nativ@.'yhe possession this ag stands in opposition to that of
the Moutoa ag.

The 57 Regiment also undertook various acts of memorialisation. Before their depar-
ture, its members ensured a monument was erected at New Plymouth in memory of those
of o cers and men who had been killed in action or died of disease; there were, in fact, con-
siderably more of the latter. Memorialising continued when they returned to Britain. The
colours of the 37Regiment, which had a yellow ground, were already encrusted with battle
honours Albuhera, Vittoria, Nivelle, Nive, Pyrenees, Crimea, Sevastopol when battle
honours for 'New Zealand' were added in June 1870. Three years later, also during Logan's
command, additional privileges were granted: ‘As a mark of Her Most Gracious Majesty's
special favour, the Queen has ordered that the word Albuhera with the Laurel Wreath,
shall be worn on the forage capes and shoulder straps under authority, dated Horse Guards,
39 October 187' In 1877, at the end of his period of command, a memorial tablet was
erected in St Paul's Cathedral, London, in memory of the men df tiegBidzent who had

9New Zealand Spectator and Cook's Strait Gua@iiary 1864, p. 2.

92New Zealand Spectator and Cook's Strait Guagiiarty 1864, p. 2.

%ellington Independgr®9 November 1864, p. 2.

94 ieut.-Gen H.J. Warre, eHlistorical Records of the Fifty-Seventh, or, West Middlesex Regiment of Foot,
compiled from O cial and Private Sources, From the date of Its Formation in 1755, to the PreseW.Time, 1878
Mitchell & Co., London, 1878, p. Xxxvii.
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lost their lives at Crimea and New Zealand. The textread simply: “In memory ofthe o cers,
non-commissioned o cers and men of the above regiment who died during the campaigns
in the Crimea in 1854-5-6 and in New Zealand in 1861-3-4-5-6." However, only men with se-
niority were mentioned by name. Those killed in action were: "Captain Thomas W. J. Lloyd,
Lieutenant Thos H. Tragett, Assist. Surgeon Wm Astle Hope, Nineteen N. C. O cers and
Men.F3

Numerous localities come into view when the battle of Moutoa and the making of the
Moutoa ag are considered from a wider perspective. Anne Logan drew on British military
tradition, history and memory to collapse the distance betwtdeafRd St Paul's Cathe-
dral. It could be argued that such individual acts led to an entrenchment of British imperial
power and authority by making colony and metropole more tightly enmeshed. It is uncer-
tain, however, to what extentitis possible to universalise from the particular circumstances at
Whanganui. Anne Logan's actions appear to have been unique within New Zealand. There
is no evidence of a ag being gifted to pro-government Maori by a community of women in
other troubled regions during the 1860s and 1870s. This was not the case at a governmental
level, however, as the widespread gifting of red ensigns to hapu and iwi has demonstrated.
How then did the people otfki use the Moutoa ag?

Hoani Wiremu H pango

With the death of ldani Wiremu Hpango on 25 February 1865 as a result of wounds from

the battle aDhoutahi, the Moutoa ag was used ceremonially for the rsttime at his funeral
procession. This event was described in the colonial pyessgds casket was ‘covered

with black cloth, richly ornamented, over which was laid the British ensign as a pall' and left
from his “well-built verandah house, furnished in the English style' to the churklh@ P

The “funeral sermon was read in Maori' by Rev. Basil Taylor, "his venerable father being
seated at the altar, together with a native deacon, a large concourse of Europeans, amongst
whom were several fashionably-dressed ladies, were present, the church being crowded, the
female Maoris being all habited in mourrﬁ]\@rom the church, the funeral procession

moved to the summit of Korokata hill, aboué”

the Hon. Mr. Mantell, Native Minister, CoLoganall the merchants and
principal tradesmen of Wanganui, habited in dress mourning, followed the corpse.
It was with some di culty the stalwart Maoris were able to carry the corpse up

the high hill on the summit of which, at the express desire of the deceased's
sister, the body was burf&d.

%Warre, edHlistorical Records of the Fifty-Sevieatttispiece.
9%New Zealand Heral® March 1865, p. 5.
9"New Zealand Heral® March 1865, p. 5.
9%New Zealand Heral® March 1865, p. 5.
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Rev. Basil Taylor read the remainder of the service in Maori and 25 militia red three
volleys, before ildango was interred beside his wife. Almost as an afterthoudlawthe
Zealand Heralcdadded that the Moutoa ag was shown publicly for the rsttime:

| forgot to mention the splendid white silk ensign workédrby Colonel Lo-
ganand the ladies of Wanganui, to be presented to the friendly natives was for
the rsttime exhibited, and was carried in the funeral procession; beautifully
embroidered, with a royal crown in gold[,] laurel branches on each side, and
beneath two hands rmly grasping one another in token of friendship. Under
all, in large Roman characters, the words Motouo. Itis mounted on a sta
surrounded with a gilt ball, and was the admiration of all who@pw it.

Rev. Richard Taylor described#hi Wiremu Hpango's funeral, as follows:

Most of the natives were then absent at Ohotahi, which they captured, and
only came back to Putiki the day after the funeral; about one hundred of them
headed by Mawai rstarrived, their canoes were all decked out with evergreens,
and the men with llets of the kawakawa bound round their temples, the native
sign of mourning; as they marched in procession past his grave all saluted him by
ring o their guns, and then proceeded to his house; on arriving at his fence
they danced the war dance and again red a volley, afterwards assembling in
front of the house, where a grand tangi took place, and speeches v@e made.

The leaves onthe agrepresentthe laurel, butthis aspect ofthe ag'simageryisresonant
with Maori mourning practices. But more importantly, the Moutoa ag and the Union Jack
were placed over his co[ff{He wrote:

Onthe 2%, the day appointed for the funeral, his numerous European friends
assembled, amongst whom were Colonel Logan, the Commander of the garri-
son, and several other o cers, the Honorable the Native Secretary, Mr. Man-
tell, the resident Magistrate, with a very large number of the old settlers and
townspeople. A beautiful ag, presented by the ladies to the loyal natives, was
most appropriately laid on the co n by Colonel Logan, with some suitable re-
marks, and when the procession was formed it was borne before the corpse, the
union jack then taking its place, the ag of old England, in defence of which he
lost his lif@?

The Moutoa ag was deployed for the public unveiling of the Moutoa monument in
December 1865. A newspaper report described the event as follows:

9New Zealand Heral® March 1865, p. 5.
10%raylor, The Past and Present of New Zealpn258.
10For instance, shtataura Ensign28 April 1898, p. 6.
102raylor,The Past and Present of New Zealpr2b7.
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About 2 pm. the Native Contingent, under Major McDonnell, proceeded to
the residence of Lieut.-Colonel Logan, for the Preserfeddigmhich they

brought back with a very unmistakeable degree of pride and placed beside the
Monument. Shortly after three p.m his Honor the Superintendent, accompa-
nied by Major Durie, R.M., and W. Buller, Esq., R.M., ascended a temporary
platform erected within the iron railing, and in such a position as to place the
ag which veiled the top of the Monument within re@n.

Anne Logan had a role in the ceremony, as the report explained:

Mrs Colonel Logan, assisted by Dr. Featherston and Walter Buller, Esq, then
ascended the platform and unfurledvtatoa FlagHis Honor the Super-
intendent called for three cheers for Mrs Colonel Logan and the ladies of Wan-
ganui to this call the crowd vociferously responded, and thus terminated the
rst act of this memorable cerem@/.

As we have seen, stone and marble monumentsin the public arenatend to be the focus of
research on memorialisation in relation to the New Zealand wars. The Moutoa ag allows
considerations of gender beyond those raised by Ewan Morris in relation to an adjacent
monument to Te Keepa Te Rangihiwinui and soft materials to be oper@ﬁwa.use
of textiles for symbolic purposes was of fundamental importance to the British operation of
the military and the monarchy. This was understood by indigenous people throughout the
British empire, many of whom also created and deployed ags for their own purposes.

The battle of Moutoa has a contemporary presence that blends material and spiritual,
environmental and political, and cultural and historical dimensions, in which the Moutoa
ag continues to mediate between the dead and the living. Each year a "small karakia ser-
vice' takes place at TeohMhu at Rinana to acknowledge the battle of Moutoa on 14 May
186@A replica of the Moutoa agis ownthroughoutthe @This is notthe only form
of commemoration, as Che Wilson @idrangi, TéAti Haunui-a-Rparangi) has recently
explained. On annual trips down the course of the Whanganui river “we stop upstream of
Moutoa, the rapid above it at Tawhitinui, we tell everybody, we have a korero, we have our
karakia, and then as we go past our women do their thing, they do their karanga, and one

10%)ellington Independer& January 1866, p. 6.

109tago Witness? January 1866, p. 18.

10Ewan Morris, "Mori Monument or Bketa Propaganda? The Memorial to Keepa Te Rangihiwinui,
Whanganui', in Cooper et al., dde, Taonga He Koregp. 231 5.

108 Che Wilson on the Battle of Moutoa', Te Ahi Kaa, Radio New Zealand, 12 November 2017, see https://
Www.rnz.co.nz/national/programmes/teahikaa/audio/2018621041/che-wilson-on-the-battle-of-moutoa (ac-
cessed 6 June 2019)

100 aurel Stowell, *Battle of Moutoa16@ the horizon'Whanganui Chroniclé,6 April 2014, see https:
/lIwww.nzherald.co.nz/wanganui-chronicle/news/article.cfm?c_id=1503426&objectid=11238975 (accessed 6
June 2019)
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boat will stop to lay a ra@‘ At large hui, Gottfried Lindauer portraits aptina from

both sides of the battle are brought out "to remember thosﬂe‘ﬁdearlier generation
marked the centenary of the battle by installing a stone cairn that still standsat Rhas

a plaque with the words, 'ERECTED TO THE MEMORY OF ALL WHO TOOK PART

IN THE BATTLE OF MOUTOA 14 MAY 1864 THEY FOUGHT THAT WE MAY LIVE

IN PEACE 14 MAY 1964'. By contrast, the potent language used by the colonial govern-
ment in 1865 to describe the adherents of &ae\bn the Moutoa monument remains
contentious to this d@3p

Conclusion

This account of the making and gifting of the Moutoa ag shows women using their needle-
work skills for civic purposes to strengthen their allegiances to the padXeasfdPeach

other as they visibly shored up the sovereignty of the Crown at a crucial moment during
the New Zealand wars. It also demonstrates the ways in which, before the era of formal
women's organisations in the late nineteenth century, marriage and family were key institu-
tions through which women organised their participation in civil society. Flags have emerged
as a highly visible element of textile culture in settler colonial and garrison contexts. Women's
needlework skills were an important basis for their collective endeavour. Itis possible to tease
out what is “colonial' or indeed ‘imperial' in the imagery of the ag and the manner in
which the fundraising, construction and presentation was conducted. However, the story
of the making and gifting of the ag has its own nuances. Anne Logan may have had moti-
vations of her own, including grief for three children, obligations to MejeT& Rangi-

Paetahi and the people oftiRi, and a sense of the fragility and power of the British empire
through its uneven extension. Her experience was informed by a period in India, during
which her husband's regiment was involved in quashing a signi cant colonial rebellion, lead-
ing perhaps to a need to counter her husband's actions, a need to balance his rhetoric, a need
to express gratitude in the manner of political wives, like Harriet Gore Browne. There is also
an important local dimension to acknowledge here, alongside that of the previous chapter.
Whanganui emerges as a highly signi cant locality that had within its midst two major in-
struments of settler colonialism: a mission and a garrison. Therefore, this chapter builds on

108rhe battle aDhoutahi is also acknowledged. See "Che Wilson on the Battle of Moutoa', Te Ahi Kaa,
Radio New Zealand, 12 November 2017, see https://www.rnz.co.nz/national/programmes/teahikaa/audio/
2018621041/che-wilson-on-the-battle-of-moutoa (accessed 6 June 2019)

1Y% Che Wilson on the Battle of Moutoa', Te Ahi Kaa, Radio New Zealand, 12 November 2017, see https://
www.rnz.co.nz/national/programmes/teahikaa/audio/2018621041/che-wilson-on-the-battle-of-moutoa (ac-
cessed 6 June 2019)

MAninterpretive panel that addresses this issue is intended as an addition to the completed physical restora-
tion of the monument by Manawatu Museum Services for M&aahga Ministry for Culture and Heritage.
SedNew Zealand Heraldl4 June 2017, https://www.nzherald.co.nz/nz/news/article.cfm?c_id=1&0objectid=
11874739 (accessed 21 March 2020)
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the previous one, in which colonial textile culture was explored in the day to day context of
the mission aturiki. The Moutoa ag is a highly localised item, a taonga tuku iho (cultural
property) of special signi cance, that also has resonance across a wider colonial and imperial
terrain. Beyond the making and gifting of the Moutoa ag, its subsequent histories belong

to Whanganuiriveriwi, asitis for them that they echo most strongly up and down its course.

128



Figure 2.19: Scene of Whanganui showing the Moutoa monument in the foreground and
the Rutland Stockade on the hill above. Photographed by Bernard Gilpin Haines while on
active service with the 18th Royal Irish Regiment during the New Zealand Wars. Ref: PAl-

f-027-12-2, Alexander Turnbull Library, Wellington, New Zealand.
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Chapter 3

"Like some bright ower that deck'd the
plain': Elizabeth Hughey's Sampler

Samplers, like ags, are one of several types of textiles associated with commemorating the
dead. While countless samplers were made for instructional purposes by girls at home and at
school, the sampler that is the subject of this chapter reminds us that the deaths of children
here, two young boys were also marked in this way by colonial féfttigeshort lives of

Robert Ambrose Port Hughey and David William Campbell Hughey, the sons of Elizabeth
Port and her husband David Hughey, were commemorated by making a sampler at an un-
known interval after their deaths in the Wellington region in 1866. Hugh Port, the couple's
great-grandson, donated the sampler to Whanganui Regional Museum in 2004. It was at-
tributed to Elizabeth Hughey in the Museum's collection rﬁd’d’rel sampleris arelatively

large rectangular shape, measuring approximately 420 mm high by 580 mm wide, with rust-
stained holes around the edges indicating that it was previously mounted for display. The
stitching has been worked on a substrate of bleached cotton leno weave, now discoloured to
cream. Two discrete sections of text worked in dark brown thread are surrounded by an ar-
caded border of owers and leaves in several shades of green and cream thredd|see Figure 3.1
Mourning samplers also known as memorial samplers are textiles that can be classed as
‘emotional objects' with a close functional and stylistic resemblance to gravestones as mark-
ers of deatﬁAIthough made from dissimilar materials, samplers and gravestones draw on
similar cultural conventions of inscription and iconography. Elizabeth Hughey's mourning
sampler will be analysed as an analogous form of colonial textile culture that relates to the
parenting of sick and dying children in mid-nineteenth century Wellington, in which death,

ICaughleylNew Zealand's Historic Samplpps 58 59, passim.

2sampler, Hughey, c. 1866, 2004.133.21, gift of Hugh Port, WRM. Although the maker of the sampler
is uncertain, in this chapter it is referred to as Elizabeth Hughey's mourning sampler because it relates to the
deaths of her sons.

3Jo Begiato, ‘Moving Objects: Emotional Transformation, Tangibility, and Time Travel ', in Stephanie
Downes, Sally Holloway and Sarah Randld;eelé)g Things: Objects and Emotions Through I@isforg,
University Press, Oxford, p. 230.
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grief and memory can be seen to relate to birth, faith and forgetting.

Samplers had well-established social, educational and moral purposesin Britain and Nor-
th America by the early eighteenth century. They have been traced back to at least the six-
teenth century, as stitches and motifs were worked on long strips of fabric before the advent
of printed pattern books in Western Europe in the f320sel Thatcher Ulrich has de-
scribed their signi cance in the following terms:

The earliest samplers were true patterns, elongated pieces of linen worked with

a succession of motifs. By the early eighteenth century, many were made to be
framed, and most had verses. Almost all were inscribed with the maker's name.

Samplers displayed the wealth of an embroiderer's family as well as her literacy
and future role as custodian of ne textiles. Some sampler verses gave thanks
for education; others gave glory to @od.

The remarkably skilled stitching found on countless early samplers has been observed.
Since the seventeenth century “virtuoso technical performance’ had been highly valued in
embroidery; however, it is evident from extant examples that by the mid-nineteenth cen-
tury the breadth of skill of amateur embroiderers had conﬁjaétedng other factors,
this has been attributed to the industrialism associated with Berlin wool work, a type of em-
broidery that superseded the personalised cross-stitched sampler to become “the signature
craft of the mid-Victorian e@lt consisted of copying a picture, typically animals, owers,
literary and religious themes, in thick, vibrant woollen thread from a colour-coded grid pat-
tern onto a piece of coarse cotton canvas, and was used for making domestic textiles, such
as cushions, rescreens and slippers (se€ Figure 3.2). As Talia Scha er has argued, the mass
production methods of Berlin wool work were an assertion of both modernity and tradi-
tion. Construction methods needed to be "as swift, reliable and precise as factory work, yet
the object itself needed to be charged with emotional meaning that guaranteed its superi-
ority to the mass-produced commo@&amplers were part of an increasingly democratic
and commercialised girlhood experience with a faded relationship to ne hand stitching and
the privilege and status associated with female literacy in previous centuries. All forms of
embroidery can, however, be described as "meaningful markﬂﬂaking'.

4Catherine Amoroso Leslidgedlework Through History: An Encycloi@dienwood Press, Westport
CT, 2007, p. 184.

SUlrich, The Age of Homesppn116.

SparkerThe Subversive Stifm85; Lesli®leedlework Through Histqryl7.

"LeslieNeedlework Through Histqryl16; Talia Scha eMpvel Craft: Victorian Domestic Handicraft &
Nineteenth Century Ficti@xford University Press, Oxford, 2011, p. 42.

8Scha erNovel Craftpp. 44 45.

9Maureen Daly Goggin, ‘An Essamplaire Essai on the Rhetoricity of Sampler-Making: A Contribution to
Theorizing and Historicizing Rhetorical Practitie&toric Reviewgl. 21, no. 4 (2002), p. 314.
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Figure 3.1: Mourning sampler, c. 1866. Ref: 2004.133.21, Whanganui Regional Museum.
Photograph by Richard Wotton.
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Figure 3.2: Berlin woolwork pattern with Saint Bernard dog. Ref: PC000250/2, Museum of
New Zealand Te Papa Tongarewa.
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Figure 3.3: Corner detail of mourning sampler showing di erent coloured woollen thread,
c. 1866. Ref: 2004.133.21, Whanganui Regional Museum. Photograph by Richard Wotton.
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Figure 3.4: Details of mourning sampler, c. 1866. Ref: 2004.133.21, Whanganui Regional
Museum. Photographs by Richard Wotton.
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Figure 3.5: Reverse of mourning sampler, showing nishing of stitches. Ref: 2004.133.21,
Whanganui Regional Museum. Photographs by author.
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Studying samplers as texts has been an attractive proposition for cultural historians in-
terested in the gendering of the needle and the pen, but only a few studies based on Aus-
tralian and North American examples have investigated samplers associated with death and
memorﬂ Vivien Caughley's study of schoolgirl samplers made in New Zealand suggests
that mourning samplers were relatively unconﬂrﬁiizabeth Hughey's mourning sam-
pler was worked in simple stitches. Cross stitch, the de ning stitch of schoolgirl samplers,
was used for the text, and tent stitch, the basic stitch of Berlin wool work, was used for the
decorative border (see Figurgp 3.3 3.5). The upper block of text reads:

Robert Ambrose Port Hughey died October the 25 1866.
Aged 7years,and 3 months.

Also, David William Hughey died Novr the 8 1866.
Aged 2 years, and 9 monffs.

Separated by a dotted line and slightly indented, the lower block of text consists of the
following verse:

Like some bright ower that deck'd the plain
And spread its sweetness all around
Which suddenly a blast sustain'd.

But thou with fadeless glory Crown'd

Oh happy change in Paradise to bloom
And dwell with Jesus, far beyond the tomb.

These blocks of text are worked in a relatively ne dark brown woollen thread. While
it is unlikely that the brown wool has faded from black, the colour most commonly associ-
ated with nineteenth century mourning ritual, this possibility cannot be entirely dismissed
because the sampler was framed for qﬁ]ﬁhig/text was worked within an arcaded border
thathas cream owersinsilkthread and green leaves of two di erentshades of woollen thread
(see Figufe B.4). A third shade of green was introduced for the central rib of each leaf and
the inner line of the arcade e ect. The border may have been stitched rst as the text is not

1Brian Lambkin and Jennifer Meegan, “The Fabric of Memory, Identity and Diaspora: An Irish Needle-
work Sampler in Australia with United States and Canadian ConneEttlnkifevol. 43, no. 1 (2004),
pp. 7 31; Maureen Daly Goggin, "Stitching (in) Death: Eighteenth- and Nineteenth-Century American and
English Mourning Samplers', in Maureen Daly Goggin and Beth Fowkes Tobioneztsand the Material
Culture of DeattAshgate, Farnham, Surrey and Burlington, 2013, pp. 63 89. For a brief mention of mourning
samplers see, Tanya Evans, "The Use of Memory and Material Culture in the History of the Family in Colonial
Australia' Journal of Australian Studigsl. 36, no. 2 (2012), p. 214.

IEaughleyNew Zealand's Historic Samplpps 58 59.

Death Certi cate: Robert Ambrose Port Hughey, 25 October 1866, 1866/5825; Death Certi cate: David
William Campbell Hughey, 8 November 1866, 1866/5848.

13 ambkin and Meegan, “The Fabric of Memory, Identity and Diaspora'’, p. 10.
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centred vertically. Unlike the text, the border has been worked in a heavier weight woollen
thread. A shiny cream silk thread has been used to give emphasis to the owers. Some of the
earliest known samplers made in Aotearoa New Zealand such as those by Jane Holloway
King and Elizabeth Marsden King at the Rangihoua Mission in the early 1850s had arcaded
borders, but unlike this example they were deftly stitched on cloth made from a mix of wool
and linen with ne oss silk thre@The borders on Elizabeth Hughey's sampler are simi-

lar to border patterns for Berlin wool work, although in that style of needlework the entire
surface of the canvas would be covered in stitching. The family circumstances in which this
sampler was made will be explored to provide context for this mourning sampler as a form
of colonial textile culture.

Considering family origins

The mourning sampler has its origins with two Irish Protestant families that settled in the
Wellington region from 1840. Hugh Port donated it to Whanganui Regional Museum as
part of a collection of 32 items of adult, child and infant clothing and household textiles for
bedding and food service, all of which can be dated to the late nineteenth and early twenti-
eth centuries. Some items show evidence of wear and tear, such as staining, that is indicative
of active everyday use, but only the mourning sampler and a baby bonnet with the initials
"E. H."written in black ink are physically linked to named individuals. David Hughey Port
donated a jacket and shawl made from black machine-made lace, which were worn by his
great-grandmother Elizabeth Hughey, along with his wife Lois Dawn Port, to Whanganui
Regional Museum in 2014. Sta have dated these garments to the 1880s on the basis of con-
struction, materials and style, and this corresponds with the fact that Elizabeth Hughey died
at her home, Carvery Green, Foxton, in @&mler museums in the region also have col-
lections relating to the Port family. Some are extensive, such as the Port Family Collection at
Kapiti Coast Museu@.Selected items from these collections will be used for the purpose

of analysing the mourning sampler.

To propose Elizabeth Hughey as the maker of the mourning sampler, as Whanganui Re-
gional Museum has done, itis necessary to unravel key aspects of her life story before exam-
ining the physical evidence provided by the sampler more closely. The Museum's collection
record states:

We assume that the mother of the dead boys made this sampler, grieving at ev-
ery stitch. She was Elizabeth Port, born in 1828 in Ireland. Elizabeth married

4Caughley, "Women's Marks', pp. 110 27.

Shawl, black lace, c. 1880s, 2014.50.1, WRM; Jacket, black lace, c. 1880s, 2014.50.2, WRM; Death Certi -
cate: Elizabeth Hughey, 27 May 1890, 189Mah&W®atu Herald3 June 1890, p. 2.

%ort Family Collection, 2012.400.1-59 and 2013.400.60-331, gifted by John and Nita Port, Kapiti Coast
Museum (KCM). URL: https://www.kapiticoastmuseum.org.nz/virtual_exhibit/vex16/toc.htm (accessed 20
January 2020)
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David Hughey in 1858 in Wellington and had the boys there. A girl, Mary Eliz-
abeth, was born in 1871, several years after the brothers' deaths. David, the fa-
ther, owned a general store ind&ibm around 1860 and in 1862 he also had

a butcher's shop. They eventually moved to Foxton where he opened another
general store.

Elizabeth Port and David Hughey were married on 3 June 1858 at the home of John
Campbell, at Karori, on the outskirts of Wellington, by the Rev. Kirton of the "Scotch
Church'. David Hughey was listed as a farmer and Elizabeth Port as a spinster on their mar-
riage certi cate. The witnesses to the marriage were Eliza J. Campbell and Jaﬁes Wallace.
In spite of the fact that Elizabeth Port had emigrated to New Zealand the previous year, this
was not a colonial marriage made between newcomers with super cial connections. Rather,
it was a match that was based on shared ties of kinship, place of origin and religion. Eliza-
beth Port was raised in Ballinderry by Moneymore, County Londonderry, Ireland, one of at
least eight children of Rachel Palmer and her husband Ambr@ﬁlﬁ@vﬂas bornin 1828
according to family information supplied to Whanganui Regional Museum in 2004. How-
ever, when her husband David Hughey registered her death in 1890 he stated that she was
55 years of age, indicating that she may have been born in a@juv\m&i}ﬁs birth that
wasin 18@.David Hughey was a New Zealand Company settler who had emigrated from
Moneymore, County Londonderry, Ireland, with his parents, William Hughey and his wife
Mary Ann (or Mariane) Campbell, and his younger siblings, a brother and three sisters, on
theMartha Ridgwayin November 1840 at the age @12.

These were Irish Protestant families for whom kinship ties were su ciently important
that they were perpetuated through marriage. David Hughey's father, who had previously
been a mason and carpenter, was to become a farmer in the Wellington region. For the rst
seven years they lived at Karori, then at ifaihe Hutt VaIIe@ As an emigrant labourer,

William Hughey and his family had been recommended to the New Zealand Company by
"Mr Espie'. Mary Ann's mother, Jane Espie, had married Hugh Campbell, and her aunt,
Eliza Espie, had married his brother, John Car@belbast two of Mary Ann's cousins

emigrated to New Zealand. David Hughey and Elizabeth Port were married at the home of

Marriage Certi cate: Elizabeth Port and David Hughey, 3 June 1858, 1858/2323.

8|reland XO, Ballinderry (Antrim), Message board, Port family'. URL: https://irelandxo.com/ireland/
antrim/ballinderry/message-board/port-femily (accessed 10 October 2016)

“Death Certi cate: Elizabeth Hughey, 27 May 1890, 1890/1157.

2OManawatu Standardl4 June 1919, p. 5.

2I!New Zealand, Archives New Zealand, Passenger Lists, 1839 1973. Database WatilpSgasch
(https://familysearch.org/pal:/MM9.3.1/TH-267-12414-74881-8?7cc=1609792 : 21 May 2014), New Zealand >
1840 > Martha Ridgway > image 3 of 16; National Archives, Wellington.

22Dominion 14 June 1919, p. 8.

23Awarua Campbell Family Roots by Gill Murray (née Campbell)'. URL: http://awarua.gen.nz/irish%
20roots.html (accessed 10 October 2016)
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one of these cousins, John Campbell, a son of Eliza Espie and John Cam@tNrsenior.
other sister, Sarah Espie, was the mother of John Martin, who left Moneymore for Welling-
ton in 1840 with his ten siblings after the death of their parents. Martin famously began
colonial life as a labourer and amassed a considerable fortune at the time of his death in
189@ Most of Elizabeth Port's siblings also emigrated to the Wellington region, although
the order in which they arrived in unknown. Her brother Robert Port was a Wellington-
based merchant who married Margaret Campbell, another of John Campbell's daughters,
in 1862, while her brother Richard Port was married to Sarah Hughey, one of her husband's
sisters, in 18@’Marriage strengthened kinship networks and business partnerships in the
tightly-knit cluster of families to which Elizabeth Port and David Hughey belonged. This

is an exception to Lyndon Fraser's distinction between Protestant and Catholic families, in
which Protestant family ties were “rapidly superseded by the wider social networks of the
host societff]

While itis a straightforward task to establish Elizabeth and David Hughey's kinship net-
works in the early years of their marriage, less is known about their education, income and
social status. We know that David Hughey advertised to let the following propergy in Tait
in 1862:

ABUTCHER'S SHOP, Dwelling House and Slaughter House, the House and
Shop are conveniently situated by the road side, and at a considerable distance
from any other Butcher's SH&p.

We know that he was a storekeeper when re threatened this building in 1864:

On Tuesday night last about 10 o'clock a re broke out in the premises of Mr.
Buckridge, junr., at the Taiti, occupied as a butcher's shop, which was com-
pletely destroyed. The building was close to Mr. Hughey's store and Buck-
ridge's Albion Hotel, which were fortunately saved by the exertions of the
neighbourg]

The exertions involved “covering the roof with wet blankets, and dashing water against
the buiIding@And, we also know that he was a storekeeper in a fairly compact community

2“Marriage Certi cate: Elizabeth Port and David Hughey, 3 June 1858, 1858/2323.

2Roberta Nicholls. *Martin, John', from the Dictionary of New Zealand Biography. Te Ara the En-
cyclopedia of New Zealand, updated 30-Oct-2012 (accessed 21 January 2020), http://www.TeAra.govt.nz/en/
biographies/2m35/matrtin-john.

“Margaret Campbell and Robert Port, BDM online, 1862/4535; Sarah Hughey and Richard Port, BDM
Online, 1867/6013.

2TLyndon Fraser, “Irish Women's Networks on the West Coast of New Zealand's South Island, 1864 1922,
Women's History Reviewmsl. 15, no. 2 (2006), p. 467.

24\ellington Independeritl April 1862, p. 2.

2W\ellington Independerit) November 1864, p. 2.

30ellington Independerit) November 1864, p. 2.
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as the following year he turned his back to avoid witnessing his neighbours, Robert, Edward,
Ann, Emily and Eliza Buckridge, assault a policeman, stating ‘Buckridge is my neighbour
and | did not wish to be in the W@Thus, the boys who were memorialised in the sampler
were raised in and around a tight-knit cluster of buildings, comprising a hotel, a butchery
and a store. Perhaps they attended with their parents the popular “penny readings' at the
Taita School Room in September 1@66’?

A family of their own

The Hughey family's mourning sampler opens out a signi cant place for parenting in the
cultural history of colonial textiles, while also allowing for narratives associated with death
and memory to be balanced against the equally important counter-narratives of birth and
forgetting. Beyond the “joys and trials' of parenting, Frances Porter and Charlotte Macdon-
ald's analysis of women's letter writing reveals that over the course of the nineteenth century
“the period of childhood lengthened and the developing notion of childhood as something
distinctive from adulthood was part of a set of changes which altered the structure of family
relationshipﬂ A signi cant turning point was the introduction of compulsory state ed-
ucation that was free and secular in the Education Act 1877, although as Colin McGeorge
has shown universal attendance was not easily or rapidly achieved and a lack of clothing and
footwear were signi cant obstacles to participiléur previous generations of migrants,
childhood had typically been a “shorter and less formally structured social irﬁ@ntion'.

one hand, there was a prevailing notion that children had more freedom and better prospects
for health and prosperity in a colonial society, but on the other, there was increased pres-
sure on parents, particularly mothers, to provide more than basic physical care and practical,
moral and spiritual instructi@lt has been suggested that emigration strengthened famil-

ial bonds, bringing greater warmth into family relationships, and that this was consolidated
by the collective labour required to establish and maintain a home and livelihood in new so-
cialand economic circumstances and that this was enhanced as family size decreased towards
the end of the centufy.

Existing research on death in childhood in mid-nineteenth century Aotearoa New Zea-
land has focused on the deaths of newborn babies. In her ground-breaking work on child-
birth in the nineteenth century, Alison Clarke found that the death of infants was more
common than the death of mothers, and calculated that between 1861, when records were

3Evening Pq27 June 1865, p. 2.

3Anellington Independerit] September 1866, p. 5.

3Porter and Macdonald, eddy hand will write what my heart dictateg. 381 382.

34Colin McGeorge, "Childhood's Sole Serious Business: The Long Haul to Full School Attsedance’,
Zealand Journal of Histomgl. 40, no. 1 (2006), pp. 25, 32.

3%Porter and Macdonald, ety hand will write what my heart dictateg. 381 382.

3%orter and Macdonald, eddy hand will write what my heart dictat@s'382.

3’Porter and Macdonald, eddy hand will write what my heart dictas'382.
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rst taken, and 1899, about one in eleakeR babies died before their rst birthday. In

raw numbers, this means 53,000 babies died in that period. Clarke explains that while this
infant death rate is extremely high by present-day standards, these rates were considered to be
comparatively low at the ti@%nalysis of the range of material practices linked to mourn-

ing and memorialising the deaths of infants was outside the scope of her study. Family size
is a related aspect of existing research. Working from records created in 1916, David Thom-
son calculated that women who married in the 1850s and 1860s had an average of 7.4 births.
He has overturned the assumption that the size of settler families was unusually large in this
period, suggesting that there was a close match with British patterns. However, the data he
used came from women who occupied a distinct demographic in their own right, that is,
they were still alive in 1916 and may have married young or been unusuﬂil‘rlmlthy.
Elizabeth Hughey and her husband did not produce a large brood supports Thomson's ar-
gument that there was considerable diversity in family size. It is also a reminder that the
‘downsides' of the lives of settler women who married and had children were considerably
more complex than “eternal drudgery and eternal pre@ancy'.

As we will see from the family circumstances discussed in this chapter, diphtheria and
other infectious diseases that caused the deaths of children, including measles, scarlet fever,
tuberculosis, typhoid and whooping cough, could swiftly alter the composition of families
and have ongoing implications for relationships and responsibilities within families. In the
spring of 1866, when a diphtheria epidemic broke out in the Welllington region, Robert
Ambrose Port Hughey and David William Campbell Hughey were Elizabeth and David
Hughey's only children. The death of their eldest son was announcétiertimg Posf
26 October 1866 and Mellington Independeat 27 October 1866:

HUGHEY Onthe 28" October, atthe residence of Mr. David Hughey, Taita,
his son Robert Ambrose Port Hughey, aged 7 years and 3@onths.

As was customary, his funeral notice was printed within heavy black lines intended to
catch the reader's eye. This practice had begun, at least in Wellington newspapers, in the late
184083

THE Friends of Mr. DAVID HUGHEY, Taita, are respectfully invited to at-
tend the Funeral of his son, Robert Ambrose Port Hughey, which will leave his
residence at TWO o'clock on SATURDAY afternoon, tHeistant.

JOHN HURST

3&Clarke Born to a Changing Wor|@p. 215, 218 19.

3David Thomson, “Marriage and Family on the Colonial Frontier', in Ballantyne and MolouDisy, eds,
puted Historiep. 131.

40James BelicRaradise Reforged: A History of the New Zealanders From the 1880s to thl¥aar 2000
Lane and Penguin Press, Auckland, 2001, p. 21.

4IEvening Posa6 October 1866, p.\®ellington Independer7 October 1866, p. 4.

425ee for instance, Mrs [Ann] Knox's funeral noi@lington Independer®? December 1849, p. 2.
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Undertaker
26" October, 1868,

The death of their youngest son was announced iWaltiagton Independenf 10
November 1866:

HUGHEY OnThursday November 8, atthe residence of Mr. David Hughey,
Taita, his only remaining child, David William Campbell Hughey, aged two
years and nine monfffs.

And a similar funeral notice scored top and bottom with heavy black lines was placed in
the same newspaper:

THE Friends of Mr. DAVID HUGHEY, Taita, are respectfully invited to at-
tend the Funeral of his only remaining child, David William Campbell Hughey,
which will leave his residence on THIS DAY, (Saturday),"thiastént, at
three o'’clock p.m.

JOHN HURST,

Undertaker.

Nov. 10, 1868.

Death notices for both boys occurred together indikEngton Independeat 15 No-
vember 18.These announcements di er from the text on the sampler in that they record
the place of death, which is absent in the needlework version.

As Peter Mandler has explained, it is important "to evaluate not only the meanings of
a text but also its relationship to other texts, its signi cance in wider discursive elds, its
“throw', its dissemination and in uerftlt can be argued that the sampler drew deeply
and richly from the form of everyday texts in circulation in colonial Wellington. However,
Elizabeth Hughey's presence is palpably absent in the public newspaper noti cations; the
deaths took place "at the residence of Mr. David Hughey, Taita' and the boys were described
as "hisson'and "his only remaining child'. David Hughey thereby communicated the story of
his family to the community at large, presumably as a means by which to elicit a compassion-
ate response. The Hughey sampler is a death notice in another form; a feminised equivalent
of the print version that had a more enduring presence having been intentionally made for
household display. The hemmed outer edge of the sampler has rusty holes where small metal

4“¥Evening Pog6 October 1866, p\Bellington Independer7 October 1866, p. 4.

“Wellington Independerit5 November 1866, p. 4. Note the 10 November issue has damage that obscures
the death notice on page 3, therefore the text has been taken from the 15 November issue.

4SVellington Independerit) November 1866, p. 5.

46\Wellington Independerits November 1866, p. 4.

4’Peter Mandler, “The Problem with Cultural Hista®yltural and Social Histaryol. 1, no. 1 (2004), p.
96.
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nails once held it to a backing board that no longer exists. Although the sampler shows these
signs of having been used as a picture, the details of its display are@ﬂihe\atten-

dance of British migrant and settler women at funerals was not universally accepted in the
mid-nineteenth centurf While this may be an important context in which to consider

the production of the sampler, itis unknown whether Elizabeth Hughey was present for the
committal of her sons.

The Hughey boys were buried in the churchyard of Christ Church, Tagir shared
gravestone has been worn smooth by the actions of rain and wind over 150 years. The names
of the boys are reasonably legible, yet the surrounding words are not. The gravestone most
likely records the following details (see Higlrre 3.6):

SACRED
TO THE MEMORY OF

ROBERT AMBROSE

PORT HUGHEY

DIED OCT 28" 1866

AGED 7 YEARS 3 MONTHS
AND ALSO TO

DAVID WILLIAM

CAMPBELL HUGHEY

DIED NOV 8" 1866

AGED 2 YEARS AND 9 MONTHS

Christ Church was builtin 1853 and the brothers' grave was dug near the left rear corner
of the building. Situated to the right of their grave, is the grave of Mary Hughey, one of
the boys' aunts, who died from typhoid fever on 13 July 1864 age@ﬂyeavas the
sixth daughter of Mary Ann and William Hughey. Her gravestone resembles that of her
young nephews as both have an urn draped in cloth on the top (s¢e Figure 3.6). This feature
provided a visual connection between the family gravestones as a symbol of mourning. The
text on Mary Hughey's gravestone is fully legible:

Sacred to the Memory

of

MARY SIXTH DAUGHTER OF
W - HUGHEY WHO DEPERTED
ON THE 13th OF JULY 1864
AGED 17 YEARS

48Hughey sampler, c. 1866, 2004.133.21, WRM.
4SRuth McManus and Rosemary Du Plessis, "Death and Dying Funeral and memorial services', Te Ara
the Encyclopedia of New Zealand, http://www.TeAra.govt.nz/en/death-and-dying/page-3 (accessed 10 Oc-
tober 2016)
SDeath Certi cate: Mary Hughey, 13 July 1864, 1864/6379.
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Figure 3.6: Detail of gravestone of Robert Ambrose Port Hughey and David Campbell
Hughey, Christ Church, Taita. Photograph by author.
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Figure 3.7: Hughey family gravestones, Christ Church, Taita. The newer gravestone in the
middle has a summary of the text on the original gravestones to either side. Photograph by
author.
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Both the gravestones are an elongated shape, as if allowance was being made for further
text to be added, an empty space evoking uncertainty. One of David Hughey's responses to
his sons' deaths was to have his will prepared.

This is the last Will and Testament of me David Hughey of the District of the

Hutt in the province of Wellington and colony of New Zealand Storekeeper |

give devise and bequeath all my real estate of whatever description and where-
soever situate and also my leasehold and other personal estates and e ects what-
soever and wheresoever unto and to the use of my wife Elizabeth Hughey her
heirs executors administrators and assigns according to the nature and tenure
thereof and | appoint my said wife executor of this my will hereby revoking

all former and other wills In Witness thereof | have hereunto set my hand this
thirty rstday of December one thousand eight hundred and sixty six.

Perhaps, by contrast, Elizabeth Hughey began to prepare a mourning sampler by com-
piling an appropriate verse drawing on a combination of informal oral and print sources for
inspiration?

Mourning samplers in context

As aform of needlework that was widely used as a practical aid for learning and remembering
stitching e ects and techniques, along with letters, numbers and decorative motifs, it is apt
that samplers were also made to commemorate the dead. Although there were similarities
in terms of style and technique, the making of a mourning sampler is usually considered to
have a di erent purpose to the wide range of alphabet, darning, marking, pictorial and text
samplers that were worked for instructional purposes. Unlike Elizabeth Hughey's sampler,
most of these types of samplers have a maker's name and date. Many of have survived because
they later became a memorial to their young maker after an untimely death. For instance, a
marking sampler made by Jane Tonks, a resident of Wellington, at the age of eight, may have
survived because it was treasured after her death at the age of twenty-two ﬁFigure 3.8).
Her funeral procession was attended by close to two hundred people and shops were closed
onthe route as a mark of respect, which was also shown in the ‘"demeanour of the crowd who
surrounded the grave' at the Sydney Street ce@etery:hildhood sampler was worked

in cross stitch on a linen ground in four shades of ne cotton thread and features upper and
lower case letters, a set of numerals, and the following homily: “Deal with another as youd
have / Another deal with you / What youre unwilling to receive / Be sure you n@er do'.

SSampler by Jane Tonks, 1853, GH007706, gift of Wellington Embroiderers' Guild, Museum of New
Zealand Te Papa Tongarewa.

5Evening Post7 October 1867, p. 2.

5LaughleyNew Zealand's Historic Samplpps 38 39.
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Although these words were originally directed at herself, they may have been a comfort to
grieving family and friends following her early death.

As indicated in the introduction, histories of the emotions and the senses have recently
emerged as parallel sub-genres within social and culturgthiatoiiem such as the
Hughey family's mourning sampler can bring these sub-genres togetherinrelation to themes
of grief and touch. Textiles have the capacity to contain and express emotions of many kinds
because they are soft, pliable and often used in close proximity with the body, meaning they
were able to be held close and create sensations of security ar@iﬁaﬂii&htems that
were made or used by deceased children are understood to have had special signi cance for
grieving families as they stood in for, or materialised, their existence in a process of substitu-
tion. Thus, the deceased maker of a sampler was there in the marking of her name, which was
often accompanied by a date and a place, and in the touch of her hands that had laid down
stitches. As we will see later in this chapter, items of clothing worn by children who died
young are also pertinent in this context. Unlike Jane Tonks's sampler, Elizabeth Hughey's
sampler was explicitly made for commemorative purposes and is distinct from items that
were ‘created in the ow of human relationships' and become layered with emotion in the
course of time and circumstalfte.

The analysis of women and the material culture of death, whether through objects, im-
ages, practices and places, is a relatively new area of research fqﬂrhjytm&miéraser
has written on the deathways of English migrants in the nineteenth century, arguing that
death "was interwoven into the very fabric of people's existence' and that 'the commemora-
tion and remembrance of the dead by the English-bornwas deeply embedded in religious tra-
ditionsﬂ He is attentive to the material culture of death, such as post-mortem photographs,
widow's weeds, locks of hair, and brooches and rings, explaining that: "The giving of mate-
rial tokens perpetuated the memory of the deceased, carried intimate personal associations

SForinstance, Kirstine Mo att has written about nineteenth century soundscapes in a history of the piano
and Barbara Brookes has investigated the history of shame in the twentieth century. See KirBtiaedMo at,
Forte: Stories and Soundscapes from Colonial New, Z2talgadUniversity Press, Dunedin, 2011; Barbara
Brookes, "Shame and its Histories in Twentieth Century New Zeidana| of New Zealand Studies
9(2010), pp. 37 54.

5For example, John Styles, “Objects of Emotion: The London Foundling Hospital Tokens, 1741 60, in
Gerritsen and Reillo, edl#iting Material Culture Historypp. 165 71; Elizabeth Hallam and Jenny Hockey,
Death, Memory and Material CulturBerg, Oxford and New York, 2001, pp. 115 16.

56Jo Begiato, "Moving Objects', in Downes et alFedling Things. 231.

5Beth Fowkes Tobin and Maureen Daly Goggin, *Connecting Women and Death: An Introduction’, in
Goggin and Tobin, edd/omen and the Material Culture of Degph 1.

4 yndon Fraser, "Memory, Mourning and Melancholy: English Ways of Death on the Margins of Empire’,
in Lyndon Fraser and Angela McCarthy,ealsfrom "Home': The English in New Zeal&tdgo University
Press, Dunedin, 2012, p. 122. See also Fraser, "Death in Nineteenth-Century Australia and New Zealand', pp.
114.
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Figure 3.8: Sampler made by Jane Tonks in 1853. Ref: GH007706, Museum of New Zealand
Te Papa Tongarewa.
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and connected the living with the d@A$ Elizabeth Hallam and Jenny Hockey have ex-
plained, ‘the "natural' time of death conveyed through the decaying body was displaced by
the social time of mourning registered through the living body, its attire and ad@]ment.'
Jane Malthus has surveyed mourning dress practices in the nineteenth century, particularly
in the context of marriage relationships. In 1866, for instance, when the widowed Harry
Atkinson married a year after his rst wife's death, his new bride, Annie Smith, wore a black
riding habit and hat for her wedding as a mark of rﬁpw.claims about the extent to

which women observed mourning dress rituals are tentative. Black was also a fashionable
colour and black and white photographs are di cult to decipher in relation to dress colour

as dark shades of blue, brown, green and maroon can appear t@)ﬁmmheless, she
demonstrates the importance of clothing in relation to death and memory in mid-nineteenth
century Aotearoa New Zealand. Elizabeth Hughey's mourning sampler complements this
work by providing an analysis of the context in which it was made and used.

Mourning samplers were common in Britain and North America during the late eigh-
teenth and early nineteenth centuries. They almost always included the names of the de-
ceased and the dates of their deaths; some were for individuals and others were for more
than one family member. American scholar Maureen Daly Goggin has studied a selection
of plain and fancy mourning samplers from this period, arguing that their signi cance rests
in part with the fact that they were hand-worked at a time when the market for mourning
commodities was rapidly expanding. Purchasable goods for the bereaved included ‘remem-
brance and memorial lithographs, mourning rings, memorial music, undertakers' tokens,
mourning parasols, human hair memorial wreaths and jewelry, memorial lockets, mourning
fans, memorial pottery and china, mourning stationery, mourning handkerchiefs, urns, and
other funerary arﬁ In the early 1980s, French historian Philippe Aries famously identi ed
this time as a turning point in the history of death, when survivors were more inclined to
regard death as an untimely breech and to console themselves through a range of memorial-
ising practic@.Mourning commodities have been interpreted as evidence of an increase in
the emotional intensity of the experience of grief, but more recent studies tend to separate
private feelings of grief from public rituals of mourning to address the complex emotional,

5dyndon Fraser, "Memory, Mourning and Melancholy: English Ways of Death on the Margins of Empire",
in Fraser and McCarthy, eBar from "Homgbp. 121 22.

60Ejizabeth Hallam and Jenny Hockegath, Memory and Material CulturBerg, Oxford and New
York, 2001, p. 69.

6Malthus, “Black in the Victorian Era’, p. 70. See also Lou Tdglaming DressGeorge Allen and
Unwin, London, 1983; Pat Jallddeath in the Victorian Famil@xford University Press, Oxford, 1996, pp.
300 07.

62Malthus, "Black in the Victorian Era’, pp. 64 65, 70.

63Goggin, "Stitching (in) Death’, p. 65.

4philippe AriésThe Hour of our Deattrans. Helen Weaver, Allen Lane, London, 1981, pp. 460 62,
471 2. For a critique, see Pat JallBeth in the Victorian Familpxford University Press, Oxford, 1996,

pp. 7 8.
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material and social contexts relating to berea\@'nent.

Maureen Daly Goggin has found memorial samplers that include text taken directly
from graveston@.The verse found on the sampler does not occur on the gravestone of
the Hughey boys. Likewise, although it is religiously inspired, it was not taken from the
Bible or a compendium of hymns. It is worth repeating:

Like some bright ower that deck'd the plain
And spread its sweetness all around
Which suddenly a blast sustain'd.

But thou with fadeless glory Crown'd

Oh happy change in Paradise to bloom
And dwell with Jesus, far beyond the tomb.

Single words and short phrases in the verse can be found on other samplers. Twelve
year old Sally Cann created a sampler that included some of Felicia Heman's poem "The
Better Land'in Nelson in 1855 (see Figurgs 3.9 3.10). The nallines “fadeless', "bloom'and
"beyond the tomb' evoke a wider popular sentiment associated with death:

| hear thee speak of the Better land Thou callst its children a happy band
Mother O where is that radient shore Shall we not seek it and weep no mor|e]
Is it where the ower of the orange blows And the re ies glance

through myrtle boughs Not There not there my child

Is it far away in some region old Where the rivers wander o'er sands

of gold Where the burning rays of ruby shines And the diamond

lights up the secret mine And the pearl gleams forth from the coral strea[m]
Is it there sweet Mother that better land

Not there not there my child

Eye hat not seen it my gentle boy Ear hath not heard its deep songs of jo[y]
Dreams cannot picture a world so fair Sorrow and death may not enter there
Time doth not breath on its fadeless bloom For beyond the clouds

and beyond the tomb

Itis there itis there my cHft

85See for instance, Joy Damousi, "Private Loss, Public Mourning: Motherhood, Memory and Grief in Aus-
tralia During the Inter-war YeaM/pmen's History Reviews). 8, no. 2 (1999), pp. 365 78; Hallam and
Hockey, “Introduction: Remembering as Cultural Process', pp. 1 21; Julie-Marie Strange, "She cried a very
little": Death, Grief and Mourning in Working-Class Culture, c. 1880348did| Historyol. 27, no. 2
(2002), pp. 143 61; Ruth E. Toulson and Zahra Newby, “Introduction: Emotions and Materiality in The-
ory and Method', in Zahra Newby and Ruth Toulson, de,Materiality of Mourning: Cross-Disciplinary
Perspectivegutledge, Abingdon and New York, 2018, pp. 1 20.

56Maureen Daly Goggin, “Stitching (in) Death: Eighteenth- and Nineteenth-Century American and En-
glish Mourning Samplers', in Goggin and Tobin \Wdsjen and the Material Culture of Degpip. 75 76.

§7Sampler by Sally Cann, 1855, GH015880, Museum of New Zealand Te Papa Tongarewa.
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Figure 3.9: Sally Cann sampler, 1853. Ref: PC001651, Museum of New Zealand Te Papa
Tongarewa.
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The rstline of the Hughey sampler "Like some bright ower that deck'd the plain'
even has echoes of seventeenth century pastoral elegies. For instance, in "Floriana: A Pastoral
onthe Death of Her Grace the Duchess of Southampton’, written by Richard Duke: "As ever
wept on fair Arcadia's plain ... gone like anew-born ower, That deck'd some virgin queen's
delicious bowﬂ Itis reasonable to assume that published verse circulated in spoken form
within settler communities in colonial New Zealand, being adapted and readapted along the
way.

Children themselves produced samplers that alluded to death. "Lucy Catherine Barbara
Kennedy Aged 12 years 9 months' completed a sampler at "St Mary's School Te Aro Welling-
ton November 14 1867, with two verses of a popular hymn composed by Francis Stan eld
worked in cross stitch (see Figurég$ 3.111 3.12):

Hear Thy children Jesus,
While we say our prayer.
Save us from all harm,

Take us neath Thy care.
Gentle Jesus look in pity,
From the great throne above.
All might Thy Heart watches,
In thy sacrament of loff.

The original verses of the hymn are:

Hear Thy Children, gentle Jesus,
While we breathe our evening prayer;
Save us from all harm and danger,
Take us "neath Thy sheltering care.
Save us from the wiles of Satan,
"Mid the lone and silent night;
Sweetly may bright guardian angels,
Keep us "neath their watchful sight.
Gentle Jesus, look in pity,

From Thy great white throne above;
All the night Thy care is watchful,
Never closed Thine eyes of love.
Shades of evening fast are falling,

687 Complete Edition of the Poets of Great Bitir6, Mundell and Son, Glasgow, [1792 95], pp. 632
33. URL] https://www.europeana.eu/portal/en/record/9200143/BibliographicResource_2000069315748.
html (accessed 26 September 2016)

®9Sampler by Lucy Catherine Barbara Kennedy, 1867, unaccessioned, Collection of Te Puranga Atawhai
Mercy Archives.
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Figure 3.10: Sally Cann sampler, 1855. Ref: GH015880, Museum of New Zealand Te Papa
Tongarewa.
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Figure 3.11: Lucy Catherine Barbara Kennedy sampler, 1866. Te Puranga Atawhai Mercy
Archives, Wellington. By permission Nga Whaea Atawhai o Aotearoa Sisters of Mercy New
Zealand.
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Figure 3.12: Lucy Catherine Barbara Kennedy sampler, 1867. Te Puranga Atawhai Mercy
Archives, Wellington. By permission Nga Whaea Atawhai o Aotearoa Sisters of Mercy New
Zealand.
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Day is fading into gloom;
When the shades of death fall round us,
Lead Thy ransomed children hc@e.

This version of the hymn, sourced fidoices of Praise: For School and Church and Home
(1880), demonstrates the idea of textual adaptation further still. Hymns were abridged to t
the form of the sampler. The sentiment was retained even if the number of words were con-
tracted. Less stitching was necessary; larger stitches were possible. There was space for the
other features of a schoolgirl sampler, such as letters, numbers, motifs, border, name, date
and place, and scope for the task to be completed more quickly. There is a direct interplay
between samplers and religious literature and music. There is also, however, a close connec-
tion to hotel keeping in this instance. Lucy Kennedy's mother, Mary Ann Kennedy, was a
publican who had a protection order issued against her husband in 1862 and owned three
hotels in central Wellington by the time of her death in18V#Aether Lucy Kennedy's
needlework was on display at home in her mother's hotel is unknown.

Using needlework samplers to express a relationship to God remained important for
many make@.This facet of sampler making has often been overlooked or underestimated.
The brevity of the verse on some samplers has suggested that religious sentiment was merely
conventional, rather than heartfelt. For instance, Helen Mini e stitched two separate pas-
sages from the Bible: "Jesus said | am the Way the Truth and the / Life If ye love me keep
my commandments' and "The Lord is my Shephard | shall not want / He maketh me to lie
down in green pastur@'Like the family of David Hughey, her parents John and Mary
Mini e had arrived in 1840 and settled in Wellington, where she was born in 1852. Her sam-
pler was worked in cross stitch in cotton thread on linen fabric when she was ten years of age.
In October 1872, she married William Harton at the age of twenty, and they ran a drapery
store on Ghuznee Str@t—ler sampler also shows signs of having been displayed, bringing
it into analytical frame as the Hughey sampler. The lettering is severely faded and the edges
of the sampler are worn. Display was a means for such texts to be actively replicated and per-
petuated. As a form of textile culture, samplers have signi cant connections to the religious
instruction of children and the replication of ancient texts through the inter-generational
needlework practices of women and girls.

°See Hymnary.org: A Comprehensive Index of Hymns and Hymnals. URL: https://hymnary.org/text/
hear_thy_children_gentle_jesus_while_we_ (accessed 22 September 2016)

"“Emails from Sr Stephanie Kitching, Te Puranga Atawhai Mercy Archives, to author, with research con-
ducted by Deirdre Wogan, 28 September to 5 October 2016; Catherin®\Bisleogylean Business: Colo-
nial Businesswomen in New Zeal@idgo University Press, Dunedin, 2019, p. 180.

2John Stenhouse suggests religion has been overlooked by historians of New Zealand, see John Stenhouse,
"Religion and Society', in Giselle ByrnesThd.New Oxford History of New Zeala@xford University
Press, Melbourne, 2009, pp. 323 56.

"CaughleyNew Zealand's Historic Samplpr&5.

"“Helen Mini e, BDM Online, 1852/2394; Helen Mini e and William Henry Harton, BDM Online,
1872/9432; Caughleew Zealand's Historic Samplpr&4.
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Texts and textiles in maternal care

Elizabeth Hughey's quest for knowledge on domestic and spiritual matters is suggested by
the survival of several books now held in the Port Collection at Kapiti Coast Museum. There
are volumes that include advice on how to care for ill and dying children and prepare them
for the afterlife. One is Clara Lucas Balfdddmely Hints on Household Management
published in London in 18@2AIthough Elizabeth Hughey's daughter wrote her married
name and address, "M.E. Port, Waikanae', in pencil inside the front cover of this book, the
publication date hints that it was used across two generations. Balfour was a Baptist temper-
ance campaigner and proli ¢ author who compiled the volume for "the wives and mothers
of our working-men'. Clean clothing and bed linen were important in managing the sick:
"The rst requisite in all nursing is cleanliness. Directly any of your family are ill, sponge
them well with tepid water, and having made their skin clean, put on clean well-aired linen

and put them to bed, in clean dry sheets.' If there was a top room in the house, this was
the best location for those with contagious diseases: “for the heated air from their breath,
&c., ascends, and the house will be kept free from e uvia if the sick are on the top oor'.
Beyond this, allowing currents of fresh air into the room, moving about quietly in slippers,
giving medicine at the proper time and storing it carefully, making gruel and barley-water
“very nicely', changing the “sheets and body-linen' often ideally day and night to prevent
bed-sores and contagion, and keeping the feet warm with socks and a warmed “stone-bottle'
ina " annel bag' were also adv@ERbcourse to the freshness, softness and warmth of tex-
tiles is clearly evident in this advice.

Along with an emphasis on fresh laundry, Balfour also advised on the emotional respon-
sibilities of women required to manage illness within their households. They should not
‘relate anything dreadful to the sick’ or “tell lies'. Instead, they should: "Try to be cheerful,
and to speak of good and pleasant things.' If death was inevitable, then "Break such tidings
very gently after you have been reading the Bible, or praying with the sick for | hope
you will do both. Nature shrinks from death, but the Christian has such bright prospects
that all fear is taken away, and by God's grace all iﬂ)é*aeeement to which Elizabeth
Hughey followed this advice is unknown. She may have felt an acute responsibility for her
sons' deaths, feeling perhaps that if she had been able to provide better care against infec-
tious disease they may have pulled through and survived. Itis tempting to nd evidence of

"Clara Lucas Balfouklomely Hints on Household Managem8&ntW. Partridge, London, 1862;
2013.400.279, gift of John and Nita Port, KCM. Similar volumes in the Port Family Collection at Kapiti Coast
Museum includeCottage CookésyEsther Copley (184Bhe New Domestic Cookgi.M. Gordon (1852);
TheBook of Common Pray&864)The Young Woman's Compar{mri860)he Reasdafthy (c. 1860En-
quire Within Upon Everything 875)tiquette for Ladies & Gentlempublished by Frederick Warne and
Co., London, (c. 1876hhe Child's Guide to Knowledt@79)Dr. Chase's Third and Last and Complete
Receipt Book and Household Phy&icit800); Ladi€aiide to Health and Diseéye).H. Kellog (1900)he
Mother at Home; or the Principles of Maternal Duty).

"®Balfour Homely Hints on Household Managenpgniii, 60 66.

""BalfourHomely Hints on Household Managenmgn61 63.
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Figure 3.13: Embroidered bookmark "Think on me' in Elizabeth Hughey's bible. Ref:
2013.400.284, Kapiti Coast Museum. Photograph by author.
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Figure 3.14: Inscription inside Elizabeth Hughey's bible. Ref: 2013.400.284, Kapiti Coast
Museum.
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this in another of her books. A copy of the Rev. Ingram Cofline ©omestic Bibjaub-

lished in 1847, is inscribed "Elizabeth Hughey's Book Hutt'S&p629 A bookmark with

a crumpled purple ribbon and the words "Think on me' has been inserted in the chapters of
Leviticus that provide o erings for the sins of ignorance (see Figuires|3.13 3.14).

The words of Leviticus have no relationship to the verse on the sampler, but the “sins of
ignorance' were one of the criticisms levelled at those who cared for diphtheria su erers by
at least one doctor in Wellington in 1866. Dr A. W. Thornton contributed a lengthy article
about diphtheria to thé/ellington Independemwhich was published on 11 October 1866,
thatis, just two weeks prior to the deaths of the Hughey brothers. While it was intended "to
moderate the alarm felt in consequence of some deaths having occurred lately', the message
was bluntin placing the burden of care and responsibility heavily on families.

| wish particularly to point out the fact that if treated judiciously within the rst
forty-eight hours of the attack a large majority of cases may be cured, while ev-
ery hour allowed to elapse beyond that term without proper treatment renders
the disease more and more intractable and fatal, till the poison so impregnates
the system or the disease produces such grave complications that death becomes
inevitable. We see the su erer struggling hopelessly for the life that is being sac-
ri ced to fatal procrastination or ignorant delay. Who that has withessed one
dear to them in their last agonies vainly grasping and struggling for breath sud-
denlyfalling back su ocated, or sinking cold, pale, and pulseless from inanition,
will not understand the [h]arrowing remorse arising from the thought that had
they been more watchful and anxious when the rstsymptoms appeared, slight
as they always are they might not now have to mourn a loss never to be replaced.
Itis therefore against this ignorant and fatal procrastination | wish to warn the

public[§

In early September of 1866 diphtheria was reported to be prevalent in Wellington by at
least one Auckland newsp@e&t least one child had died by that stage. The blow for
parents comes across in the occasional public description of a child dying from diphtheria,
for instance, the case of four-year-old Annie Bundarrah Buchanan, who died on New Year's
Dayin 1867.

Yesterday morning, while a little girl, the daughter of Mr. Buchanan, manager
ofthe Bank of Australasia, who has for some time been su ering from diptheria
[sic], was brought out by her parents to enjoy a little fresh air, she was suddenly
siezed [sic] with what, to all appearance, was a t, when in the act of partaking
of some luncheon, and by the time medical attendance had been procured, it

"\ellington Independeritl October 1866, p. 5.
*New Zealand Heral® September 1866, p. 4.
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was found that the vital spark had ed. This sad occurrence took place nearly
opposite the ground on which the sports were being held. The body of the
poor little child was removed to the residence of her father in a cab, attended by
the grief stricken parents, for whom the most heartfelt sympatH]is felt.

The “sports' were the Caledonian games being held in a paddock on Taranaki Street,
an event that about 3000 people attended. Encouraged by the “bright sky, brilliant ags,
inspiriting music, and holiday attire', fun was the order of the day: "In the centre of the
paddock a capacious ring had been roped o , and in its midst a monster greasy pole reared its
lofty head, decorated with ags and aleg of mutton, the bunting for ornament, and the latter
to be had for the mere taking a\@%e contrast to the distress felt by Annie Buchanan's
parents made their plight all the more newsworthy. The emotional impacts of the Hughey
boys' deaths for each of their parents remains unknown in the absence of personal letters
and journals.

Mary Hughey: Maker, date, place

As aform of needlework, samplers usually record the name of the maker and when and where
they were made. Historical narratives about the lives of women and girls can be created on
the basis of this information and this is one of the reasons samplers are wid@ﬁmudied.

it can also work the other way. The circumstances of Elizabeth and David Hughey's lives
after the deaths of their sons indicate that the sampler should be examined more closely. In
September 1868, the couple attempted to sell their propertg.aiff@isale notice reveals

the extent of the couple's accumulated property, including a store, at which drapery, gro-
cery and general goods were sold, as well as a large farm. It is plausible, based on Catherine
Bishop's study of colonial businesswomen, that Elizabeth Hughey was a storekeeper with
her husbanTheir holdings were as follows:

FOR SALE.

TERMS REASONABLE.

THE Good-will of that old established and ourishing business of Draper, Gro-
cer, and General Storekeeper, at present carried on by David Hughey, at Taita,
Hutt.

80Evening Pqs? January 1867, p. 3; Annie Bundarrah Buchanan, BDM Online, 1867/5191.
8Evening Pqg? January 1867, p. 2.
82Maureen Daly Goggin, “Stitching a Life in Pen of Steele and Silken Inke : ElizabetttiPcak8B6
Sampler' in Goggin and Tobin, ed&men and the Material Culture of Needlework and Texiie31 49;
Aimee E. Newell, * Tattered to Pieces : Amy Fiske's Sampler and the Changing Roles of Women in Antebel-
lum New England', in Goggin and Tobin, affsmen and the Material Culture of Needlework and Textiles
pp. 51 68.
8%atherine Bishopyomen Mean Business: Colonial Businesswomen in New D¢aggmtniversity
Press, Dunedin, 2019, pp. 227 35.
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THE PREMISES INCLUDE

Alarge and commodious dwelling house, with outbuildings, stables, gig house,
hay shed, &c, &c. A large garden is attached, well stocked with fruit trees.
Also,

TO SELL or LET, about 1000 Acres of Land, partially cleared, fenced, and
stocked with sheep, horses, and cattle.

The purchase of the stock will be at the option of the buyer.

This valuable business and property is o ered for sale on account of the propri-
etor wishing to proceed to England for the bene t of his health.

For terms and further particulars, apply on the premises to the proprietor,

Mr DAVID HUGHEY,

Taita, Hutt, Wellingtoif]

But the couple's lives were to take a di erent course. In March 1869, the property re-
mained unsold and the buildings were destroyed by re in ominous circumstances:

Mr. David Hughey'shop, store, and dwelling place, Taita, Hutt, were totally
destroyed by re between two and three o'clock this morning. The re origi-
nated in the stables of the Albion Hotel, owned by Mr. Samuel Death, a little
before nine o'clock last night, and the supposition, is that sparks from thence
must have been carried by the wind underneatHivjhey'premises, in near
proximity, as itwas nottill after the re had been extinguished atthe stables, and
everything quiet, that MHughey'store was discovered to be on re, which
was speedily and totally destroyed. Estimated lossHodey, 2900, who

was insured for ¢,1000 in the New Zealand Insurance Company. How the re
originated in Death's has not yet been ascertained, but it is to be regretted that
this is the second time a similar calamity has befallen Mr@)eath.

Given this event once again, suddenly a blast sustain'd’ the sampler was almost cer-
tainly made after March 1869. Vivien Caughley speculates that it may be a copy of a previous
sampler lostin the @We know little about the kinds of items people chose to save in the
turmoil of ruinous res. Accounts in colonial newspapers typically provide a record of how

res began, what e orts were made to stop them, and the extent of the damage. If Elizabeth
Hughey made the sampler in the wake of this event, it can be interpreted as an exercise in
remembering the couple's children in addition to their former home and business, in other
words, both people and place. The nallines of the sampler verse are challenging to interpret
in relation to time and place: "Oh happy change in Paradise to bloom And dwell with

84\ellington Independerit7 September 1868, p. 6.
8% vening Pod March 1869, p. 2.
86CaughleyNew Zealand's Historic Samplpr&8.

164



Jesus, far beyond the tomb." Was this “happy change' a visceral and immediate response to
the boys'iliness and death? Or, was it a product of acceptance and wisdom accrued after a
signi cant elapse of time? As we will see, the birth of a daughter and the physical fabric of
the sampler suggest the latter, bearing in mind that Vivien Caughley's notion of a copy may
be correct.

While Elizabeth Hughey, as the bereaved mother of the boys, would seem the most ob-
vious maker of the sampler, their younger sister is also another distinct possibility, despite
the fact that she never met them. Mary Elizabeth Hughey was born nearly ve years after
the deaths of her brothers. Birth notices were placed\ivetliegton Independeand
the Evening Postf 15 April 1871 to announce her arrival: “Onfttiest3 at the Taita,

Hutt, the wife of Mr. David Hughey, of a daugh@rl\'/lary Hughey survived childhood

to become a parent in her own right. She married to her cousin Robert John Port in 1892,
two years after the death of her mo@@rhe couple had eight children between 1893 and
1906. While Elizabeth Hughey did not live to meet any of her grandchildren, David Hughey
joined his daughter's household at Waikanae in the years up to his death in 1919 (see Figure
[3.15). During this time, two of his grandchildren died, including his daughter's third son,
Ambrose Robert Hughey Port, who died at the age of tenin 1907, and an infant@ughter.
His daughter's second son, David William Port, was married in 1930, and the sampler was
donated to Whanganui Regional Museum by his son, Hugh Port. There is a strong pat-
tern of rst name repetition from one generation to the next within the Hughey and Port
families. Analysis of the sampler in relation to death and memory alone has the e ect of re-
stricting its potential breadth of meaning given that Mary Hughey survived her childhood

to become a parent and grandparent in her own right. Surrounding the sampler, there is a
rich and considerably more hopeful material culture associated with Mary Hughey.

Unlike her brothers, who exist at the margins of family memory, the life experiences of
Mary Hughey have been richly materialised, not only by herself, but also by her parents, her
husband, her children, and her grandchildren, among others. Letters written to her parents
while she was away at school in Wellington in 1879 serve as good exampleg (S¢e Figures 3.16

B.27):

Wellington
July 18 1879.
Dear Papa and Mama

| hope that you are quite well as we are quite well. Dear Mama | hope your
nger his [sic] better and papa's leg. | got your letter Mama. And | am getting

87Evening Pqst5 April 1871, pVi&llington Independerit5 April 1871, p. 2.

88\lary Elizabeth Hughey, BDM Online, 1871/20182; Mary Elizabeth Hughey and Robert John Port, BDM
Online, 1892/1080.

89Ambrose Robert Hughey Port, BDM Online, 1897/16321; Ambrose Robert Hughey Port, BDM Online,
1907/8070.
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Figure 3.15: David Hughey and grandson David William Port, c. 1896. Ref: 2012.400.001,
Kapiti Coast Museum.
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Figure 3.16: Letter from Mary Hughey to her parents, 18 July 1879. Ref: 2012.400.032, Kapiti
Coast Museum.
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on with my lessons and music. The little pheasant got out of its little house on
sunday and went over to Mr Blundell's place and he brought it over on Sunday
afternoon.

| remain your
a ectionate daughter

Mary Hughef]

It seems likely that this letter was kept because it marked a new phase in Mary's rela-
tionship with her parents, that is, as a schoolchild living away from home with relatives.
Another letter from the same period was also kept although the content was mundane and
impersonal.

Wellington
August 15
My dear Mamma,

Miss Greenwood wishes me to tell you that the Spring Holidays will begin on
Monday, August the &nd that School will re-open on Monday September
gh 1879.

| remain dear Mamma,
Your loving child
Mary Hugheff}

Mary Greenwood had opened a boarding school for girls on The Terrace in 1868, with a
younger sister Annie taking the position of matron and housekeeper. Another sister, Ellen
Greenwood, ran a day school at Te Aro from around 1871. Whether the social status of the
pupils who attended Ellen Greenwood's day school with Mary Hughey di ered from those
who boarded with Mary Greenwood on The Terraceisunclear. The a uence ofthe boarders
Is apparent from a letter Mary Greenwood wrote to her father on 15 December 1872:

Our holidays have begun at last; the boarders are all gone; the house has a heav-
enly atmosphere of quiet about it ... Before leaving Gretta Coates [the head
girl] presented me on behalf of my class with a beautiful little writing desk in
green morocco and gold; a most perfect a air and one that will be of use to me
every day of my life. Annie's girls also presented her with a paint box and an
exquisite glove box ... . Then on Friday afternoon | gave ours [break-up party]

at this end, as we have decided on all accounts that it is better for Ellen to give
hers at her own school room [at Te AFd]."

90_etter from Mary Hughey to her parents, 1879, 2013.400.228, gift of John and Nita Port, .

94 etter from Mary Hughey to "My dear Mamma', 15 August [1879], 2013.400.230, gift of John and Nita
Port, Kapiti Coast Museum.

92Porter and MacdonalaMly hand will write what my heart dictaj@g. 433 34.
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Figure 3.17: Letter from Mary Hughey to her parents, 15 August 1879. Ref: 2013.400.230,
Kapiti Coast Museum.
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Mary Hughey's attendance at a private school indicates that her parents were nancially
secure. While the Greenwood sisters provided a rigorous academic education, Mary Hughey
is also likely to have been taught practical subjects, including ne@ilAWmek.retire-
ment in 1886, Ellen Greenwood explained that she and her sisters "had always tried to be
something more than mere schoolmistresses towards their pupils, and had sought to gain
their love. They hoped to retain their a ection through life, and would always be ready to
aid and counsel their former pupils.' The sisters' e orts in needlework instruction were re-
paid when they were presented with an address and "a richly ornamented velvet bag with 62
sovereign@?

In the 1870s and 1880s, samplers were typically worked by schoolgirls in bright woollen
yarn on a cotton substr@]’hey followed a standard pattern based on a common pur-
pose of teaching literacy, numeracy and useful and ornamental needlework. Extant exam-
ples show considerable individual variation, for instance, in size and format, thread colour,
stitching technique, arrangement of rows of letters and numbers, and choice of decorative
borders, motifs and verse. They were intended as an introduction to the skills required to
mark household linen with the initials of family members or employers when it was put
out to be washed, or to stitch decorative motifs and borders on items such as pillowcases
and tablecloths. Schoolgirl samplers have been interpreted as a means to an end that is,
linking practical needlework skills with “the inculcation of femininity' and less as an end
in their own righ@ They were not a site for the working of original texts. As we have al-
ready seen, schoolgirl samplers of the mid-nineteenth century tended to lift passages from
the Bible, hymnals and poetry, among other sources, revealing the value placed on copying
and reciting as a means of moral and religious instruction. These factors suggest that the
mourning sampler was only a product of the schoolroom in relation to skills learned. Itis
likely to be the product of a mother and daughter relationship.

The educational value of alphabet or marking samplers has been debated. Australian
historian Lorinda Cramer maintains that "the e cacy of learning literacy and numeracy
through working samplers is doubl@lHowever, Maureen Daly Goggin o ers an alter-
native interpretation that considers the gender e ects of bi-scriptorialism, that is, an ability
to work with needle and pen. Drawing "a hard line between needle and pen’, she argues, ob-
scures the powerful rhetorical role that needlework has played and continues to play'. This
highlights an important aspect of textile culture. An ability to work with needle and pen
provided many women with the ability to stitch ‘communicative and expressive textiles' in

9viary Hughey's relative Marion Baird Martin had previously attended Ellen Greenwood's school and
was the only female in New Zealand to pass the Cambridge local examinations in 1877. See Catherine Bishop,
“Commerce was a Woman: Women in Business in Colonial Sydney and Wellington', PhD thesis, Australian
National University, 2012, pp. 259 60; Biskidpmen Mean Busingps106.

94Evening Past6 December 1886, p. 2.

9CaughleyNew Zealand's Historic Samplpassim.

%parkerThe Subversive Stifm82; CaughleMew Zealand's Historic Samplpps 123 24.

97cramerNeedlework and Women's Identity in Colonial AustralBs.
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addition that of making “sense of themselves and their world through the letters and jour-
nals they Wrot@ As Leora Auslander explains: "Stitched letters looked and felt di erent

to those written on paper in ink with a pen's nib and took much longer to pr@i’ﬁbés'

in uenced the nature of the texts that were inscribed with a needle on cloth. In this context,
the nature of mother and daughter relationships are important. Colleen McDannell's work
on the material histories of religion has demonstrated that physical objects, such as family
Bibles, were used as a means to personalise religious a@chmwethave seen, Eliza-

beth Hughey's Bible has numerous handstitched bookmarks marking speci c pages.

The sampler itself suggests that Mary Hughey played a signi cant role in making it dur-
ing her childhood. Most compellingly, textile conservator Anne Peranteau found that the
leno weave substrate of the sampler is unlikely to have been contemporaneous with the
deaths of the bo@%The cross-stitched text shows evidence of a lack of care in places; for
instance, in the name "Robert’ there are stitches formed with a single stroke of the needle
and remain uncrossed. The name of ‘David William Hughey' is missing the name "Camp-
bell', an important family name that was included on his gravestone, death notice and death
certi catqﬂThere is a clumsiness to the tent stitching in the border, particularly visible on
the reverse where the nishing lacks nesse. Many of these stitches are at irregular angles,
rather than following an exact pattern repeat. One of the shades of green used in the border
has run out and a new shade has been introduced. Under magni cation it is clear that the
thick green wool used for the border has been washed and reused, a feature of another extant
sampler made by a cl@While the sampler cannot be described as meticulously stitched,
it is also not wholly child-like and expedient, even in the tent stitch border of washed and
reused wool. These details indicate the sampler was probably made between 1870, following
the catastrophic re, and 1890, when Elizabeth Hughey died.

But, there is a small catch here. As Jane Sta ord has explained, there are phrases in the
verse that suggest it was written to a woman: “bright ower' and ‘s@tﬁéﬁa‘ry
Hughey made the sampler in the early 1890s following her mother's death, it was memo-
rial to her mother as well as her brothers. Mary Hughey was 18 years of age when her mother
died and had not then experienced the deaths of children of her own. Perhaps as an only

9_eora Auslander, ‘Deploying Material Culture to Write the History of Gender and Sexuality: The Exam-
ple of Clothing and Textile€Jio: Women, Gender, Histargi. 40, no. 2 (2014), p. 161; Porter and Macdonald,
eds, My hand will write what my heart dictaigs'2.

99_eora Auslander, “Deploying Material Culture to Write the History of Gender and Sexuality: The Ex-
ample of Clothing and Textile€ljo: Women, Gender, Histargl. 40, no. 2 (2014), p. 161.

10 olleen McDannelMaterial Christianity: Religion and Popular Culture in Ameri@de University
Pres, New Haven, 1995, p. 68.

10Assessment of Anne Peranteau, Textile Conservator, 16 September 2016, TMM.

10Peath Certi cate: David William Campbell Hughey, 8 November 1866, 1866/5848.

105 ampler by Emma Herz (later Lieber), F8B803674/2, gifted by Hilda Elsie LitbBapa.

10 mail from Jane Sta ord, Victoria University of Wellington, to author, 14 February 2014. For recent
work, see Jane Sta ord, = Costumes, Scenery, Specimens of Literature etc : Collection, Containment, and
Concealment in Eliza Hobson's Albuirnbull Library Recordyol. 51 (2019), pp. 6 23; Jane Sta ord,
Colonial Literature and the Native Author: Indigeneity and ErRalgrave Macmillan, London, 2017.
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Figure 3.18: Alphabet of Animals by Randon, manufactured by Darton & Hodge, c. 1862
66. Ref: 2012.400.043, Kapiti Coast Museum.
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child, Mary Hughey felt the weight of her brothers' deaths, particularly following the death
of her mother, and developed a strong sense of responsibility for preserving family memory
as a result. She was instrumental in keeping many items of historic value toys, books, let-
ters, documents, textiles, household equipment, and furnishings, among other belongings
that constitute the extensive Port family collection at Kapiti Coast Museum (see Figure
El]qﬁ_?fPhotographs and items of needlework held at the Museum indicate that throughout
her life, Mary Hughey stitched clothes and household textiles and owned a spinning wheel
with which to make her own wool (see Fi@@ﬂﬂﬂould be easy to make a generalisa-
tion and explain this emphasis on family history and memory through textiles as a gendered
phenomenon, but it must be remembered that the donors of these collections included male
family members.

Textiles, inscription and class

As Frances Porter and Charlotte Macdonald have observed, "Rituals, comforts and beliefs
surrounding death provided ways for individuals and communities to express their grief,
absorb their losses and live through t@r‘ﬁhere are many ritual forms of inscription as-
sociated with bereavement. In addition to the making of a mourning sampler, records of
the Hughey boys' deaths had been made in several di erent forms: inked onto their death
certi cates by John E. Smith, the registrar, composed in moveable type by a printer for their
death notices in several Wellington newspapers, and chiselled by a stonemason into a slab of
sandstor@?Z Formal inscriptions, such as these, had an important emotional role as physi-
cal markers of loss, but they were most often performed by a man at another man's behest.
Stitching a mourning sampler should not be separated from these forms of inscription sim-
ply because the surface was cloth, rather than parchment, newsprint or stone. What sets
mourning samplers apart most clearly, is that the inscriptions were personal and not usu-
ally carried out commercially. Needlework o ered the bereaved, most commonly women
and girls, a direct means of catharsis as a creative and repetitive domestic labour. Many set-
tler women in Aotearoa New Zealand expressed their grief for deceased children creatively.
Whether words were stitched onto canvas or inked onto a page, such as the verse compiled
by Laura Taylor following the death of her daughter, the sentiments themselves should not

10Dn the material culture of childhood, see Lynette Townsend, “Collecting kids' stu : in search of the
history of childhood in New Zealand museuigiinga: Records of the Museum of New Zealand Te Papa
Tongarewano. 23 (2012), pp. 39 51; Lynette Townsend, "Making Paper Models in 1860s New Zealand: An
Exploration of Colonial Culture Through Child-Made Objects’, in Megan Brandow-FalGriledood by
Design: Toys and the Material Culture of Childhood, 1700 Biesensbury, London, 2018, pp. 235 53.

10&5ee for instance, Photograph of Mary Elizabeth Port with spinning wheel, ¢. 1937, 2013.400.300, gift of
John and Nita Port.

0Porter and Macdonald, ety Hand Will Write What My Heart Dictates'p. 451.

10%|izabeth Hallam and Jenny Hock®gath, Memory and Material CulturBerg, Oxford and New
York, 2001, p. 155.
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Figure 3.19: Mary Elizabeth Port (formerly Hughey), photograph by Alva Studio, Cuba
Street, Wellington, 1910s. Ref: 2013.400.293, Kapiti Coast Museum.
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be di erentiated.

Samplers and gravestones share an important resemblance in that they have at surfaces
suitable for inscription. The similarity suggests that the sampler could have been treated in
much the same manner as a gravestone when it was displayed on the walls of the Hughey
family's home. When the gravestone at Christ Church, ifarking the boys' burial loca-
tion, was left behind in the Hughey's move to Foxton with their infant daughter in the early
1870s, this link may have become more pertinent. If so, there is a tension between the at-
tention to detail and intimacy of touch associated with hand stitching and the more distant
touch associated with an item hung on a wall. Touch may potentially be set aside as a form
of sensory interaction with a display object in a home, beyond tasks such as cleaning and
dusting. On display, the sampler was perceived in ways that were less tactile and more visual.
However, with or without glass in the frame it would still have been possible to trace the
names of the deceased children with the ngers and sound out the verse in a ritualised form
of observance as mourners have done with names and epitaphs at gravesides. Were sampler:
and gravestones common “material markers' of death and memory for all classes of women
who lost children, and if not, what forms did grief take for those who were poor?

Many scholars have observed the class-based nature of death and dying, griefand mourn-
ing. Pat Jalland has described the death of a child was "the supreme test of Christian faith'
for middle and upper-class families in nineteenth century Britain. But, she concludes that
“strong religious beliefs and everyday practice of Christianity gave them an exceptionally
powerful structure for coping with death, and a language of cons@tihnle-Marie
Strange's work on working class death observances in for the same time and place has argued
for "a exible concept of grief', in which “the bereaved ful lled pragmatic responsibilities but
created isolated moments and spaces in which to ruminate, manifest and rem@%ber loss.'
She demonstrates that the emotional and the material dimensions of grief are not readily
separated, and that there was a diversity of approach to private commemorations depending
on personal circumstances and inclinations:

The memento could adopt a variety of guises, many of which the lock of hair
and the burial certi cate are the nestexamples required little or no expense.

Of course, some families pawned the belongings of the deceased, either from ne-
cessity or adisinterestin sentimental association. Yet many families reused items
such as clothes, which had belonged to the dead and were, probably, inseparable
from their identity. Some possessions acquired great sentimental value despite
their minimal material worff!

10%Pat Jallandeath in the Victorian Famil@xford University Press, Oxford, 1996, pp. 122, 142.
U&trange,~ She cried very little ', p. 145.
U&trange, ~ She cried very little *, p. 160.
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Figure 3.20: Baby's bonnet with initials "E.H.’, c. 1860 1900. Ref: 2004.113.11, Whanganui
Regional Museum. Photograph by Richard Wotton.
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Figure 3.21: Boy's shirt, c. 1860 1900. Ref: 2004.133.16, Whanganui Regional Museum.
Photograph by Richard Wotton.
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Figure 3.22: Detail of boy's shirt, c. 1860 1900. Ref: 2004.133.16, Whanganui Regional Mu-
seum. Photograph by Richard Wotton.
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There are ordinary items of children's clothing in the collection associated with the mou-
rning sampler at Whanganui Regional Museum. These include two white cotton baby bon-
nets, oneinscribed "E. H.', which may have been professionally made Figure 3.20). There
is also a hand stitched linen shirt that would have been worn by a boy now a very rare item
of everyday wear thatwas perhaps saved as a memento relating to the older of the Hughey
boys (see Figufes|3.21 §:23).

Memoirs by women who settled in Aotearoa New Zealand con rm that the death of a
childand the void created by their absence was strongly evoked by garments and other textiles
that were no longer required. Forinstance, Emilie Malcolm of Great Barrier Island described
the death of a daughter at the age of fourteen montidg,@wn Story: An Episode in the
Life of a New Zealand Settler 50 Years Baekvrote:

It was during this wet winter my rst son and second child was born on the
island. While still in bed my little girl of fourteen months was seized with a t.
She was placed in a hot bath and wrapped in her annel gown and brought to
my bedside. | took her in my arms, and, folding a shawl over her to screen the
light of the candle, soothed her by croning [sic] her little song, my husband
sitting anxiously by my bedside. | had the satisfaction, as | thought, of hushing
her to sleep. She was so still and quiet, | turned back the shawl. The pretty eyes
were wide open. | placed my ngers on them. Alas! she had fallen asleep, the
sleep that knows no waking she was dead. | will not attempt to describe the
grief and misery that follow&t.

A schooner captain was available to help Emilie Malcolm and her husband:

The captain, with great consideration, sent two of his men, who assisted my
grief-stricken husband in the last sad duties. She was brought to my bedside
for me to take a last kiss. Arising, | placed a white veil over her angel face. My
children strewed owers all over the little form, and she was borne from my
sight. Upon a sofa rested a little bonnet and a pair of shoes, worn only the
previous day by my dead darling. I knelt down to pray for support. My sobbing
ended by my falling asleep, where my husband found me on his return from his
sad dutfff

Emilie Malcolm's description of her daughter's sudden death con rms the central role
of textiles in sickness, death, grief and memory: the protectiveness of “folding a shawl’, the

1Baby's bonnets, c. mid-late 19th century, 2004.133.10-11, gift of Hugh Port, WRM; Boy's shirt, mid-late
19th century, 2004.133.16, gift of Hugh Port, WRM.

11 M. MalcolmMy Own Story: An Episode in the Life of a New Zealand Settler 50 Ye@se®ack
Printing and Publishing, Auckland, 1904, p. 13.

Hfalcolm My Own Storyp. 13.
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Figure 3.23: Detail of boy's shirt, c. 1860 1900. Ref: 2004.133.16, Whanganui Regional Mu-
seum. Photograph by Richard Wotton.
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ritual signi cance of placing a “white veil over her angel face' and the emptiness of the pres-
ence of "a little bonnet and a pair of shoes'. Her husband urged her leave for Auckland with
their remaining children until the land they occupied was surveyed. However, the coming
of Spring with the promise of young calves and fresh crops, in combination with an unwill-
ingness to leave the little grave' and the work of "Time, the healer' compelled her to remain.
Breaking into verse, she declared: ‘And hope, the charmer, Lingered stjffiseténd.’
minds us that, as for Emilie Malcolm writing 50 years later, the loss of young children could
be a pivotal life experience, even for a woman who ultimately produced a Ia@ family.
Elizabeth Hughey's mourning sampler represents a ip side to the narrative of abundant
fertility usually associated with mid-nineteenth century settler families by adding the single
child to the mix. It has placed the sampler in the context of parenting within an Irish Protes-
tant family, in which death and memory can be seen to relate to birth and forgetting. As
we have seen the date the sampler was made and the name of the maker were not recorded
or remembered at the point of donation. Even still, the history of the sampler suggests the
responsibility for family memory placed upon an only child. For her, the work of remember-
ing involved the upholding of kinship ties through marriage, naming children in accordance
with family tradition, and encouraging them to maintain family history through an archive
of historical textiles. It may have involved making a sampler in memory of the brothers she
never met. The sampler has links to the Hughey boys' gravestone at Christ Chayrch, Tait
yet by contrast it was portable and intended for private display. The sampler was a statement
of loss and recovery if it was worked by Elizabeth Hughey in the early 1870s. If it was worked
by Elizabeth Hughey and her daughter Mary in the late 1870s or early 1880s, the sampler was
a form of needlework instruction that brought Mary and her brothers for whom she may
have felt a sense of loss together symbolically as siblings. Finally, if it was worked by Mary
Hughey in the early 1890s, it marked her mother's death as well as those of her brothers. Re-
gardless of the uncertainty, it is evident that the Hughey family's sampler was created as an
emotional object for the purpose of articulating and assuaging signi cant loss.

Conclusion

Like the preceding chapter, this account of a sampler has shown there were well-established
connections between textiles and death in the mid-nineteenth century. Whereas the agwas
considered in the context of warfare and its public memorialisation, this chapter has focused
on an intimate expression of loss through the making of a mourning sampler. From an emo-
tional perspective, these are compelling and closely related forms of textile culture used in

HRralcolm,My Own Storyp. 13.

19anice C. Mogford. *Malcolm, Emilie Monson', Dictionary of New Zealand Biography, rst pub-
lished in 1990. Te Ara the Encyclopedia of New Zealand, https://teara.govt.nz/en/biographies/1m6/
malcolm-emilie-monson (accessed 21 January 2020)
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colonial circumstances. A mourning sampler does not celebrate the knowledge and skill of
the maker, rather itidenti es the emotional forces shaping the life of an individual or a family.
Colonial textile culture was shaped by the ways that textiles were used to express powerful
emotions associated the deaths of children. Infectious diseases were a signi cant threat to
the health of children. Infant and childhood mortality rates were relatively high and could
swiftly alter family composition. Making a sampler was one of many possible mourning
practices. Wearing mourning dress and preserving items of deceased children’s clothing were
others. Yet as we have seen, the date the sampler was made and the name of the maker were
not recorded or remembered at the point of donation. Even still, the history of the sampler
suggests a responsibility for family memory placed upon the only child of Irish migrant par-
ents. For her, the work of remembering involved the upholding of kinship ties through her
marriage, naming children in accordance with family tradition, and encouraging her descen-
dantsto preserve awide range of textiles and other belongings. This ethos may have stemmed
from being instructed on how to make a mourning sampler as a child. Thus, this chapter
has related the sampler to the history of parenting in the mid-nineteenth century, in which
death and memory can be seen to relate to birth and forgetting.

182



Chapter 4

"Through a track in the tea-tree': Eliza
Bennett's Bonnet

Bonnets signal the crossing of thresholds by women in settler colonial societies. They were
a ubiquitous form of headwear in which women might walk “through a track in the tea-
tree' as Eliza Bennett did on her way to church to be married. Her wedding bonnet is a
shell-shaped “half bonnet' made of straw with an upturned ap that is decorated with a bow
tied in cream, pink and blue ribbons (see Figurgs 4.1 4.2). Its shallow, conical shape and soft
edges suggestthatitwas designed to tsnugly overlong hair coiledin a bun atthe nape of the
neck. The outer surface of the bonnet has faded through prolonged exposure to light itwas
on display for 18 years in the child's bedroom of Totaranui, a late nineteenth century historic
house in Palmerston North yetthe fresh, bright colours of the unlined inner surface reveal
its original vibrance. Looking closer, it is evident that lengths of plain and decorative plait
have been alternately hand stitched in two semi-circles worked from a centre line (see Figures
4.3[4.4). The plain plait was made from eight strands of undyed, milled whole straw. By
contrast, the decorative plait was made from eight strands of four types; one is a three-strand
plait made from nely split straw and the remainder are undyed, red and grey-blue strands
of milled whole straw. Both types of plait were made by hand. In this chapter, | explore
the making and wearing of straw bonnets by women in mid-nineteenth century Wellington.
My analysis casts light on women's business and domestic practices as overlapping aspects
of colonial textile culture. The importance of straw as a bre is examined with reference to
the plaiting of indigenous plant materials lapkland Kristyn Harman's notion of hybrid
domesticitfj.

The two previous chapters focused on at textiles as emotional objects associated with
death, grief and mourning in public and private contexts. This chapter, and the one that
follows, continue the theme of textiles and emotion in relation to clothing for marriage.
Wedding rituals involved diverse forms of headwear, including bonnets and veils. Women

Harman, > Making Shift '.
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Figure 4.1: Exterior view of Eliza Bennett's wedding bonnet. Ref: 75/135/1, Te Manawa Mu-
seum. Photograph by Udo von Mulert.
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Figure 4.2: Exterior view of bonnet. Ref: 75/135/1, Te Manawa Museum. Photograph by
Udo von Mulert.
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Figure 4.3: Interior view of bonnet. Ref: 75/135/1, Te Manawa Museum. Photograph by
Udo von Mulert.
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Figure 4.4: Close up view of plaiting and stitching of bonnet. Ref: 75/135/1, Te Manawa
Museum. Photograph by Udo von Mulert.
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used headwear to indicate their marital status as spinster, wife or widow, in addition to other
forms of identity, such as class, age and religion. In the mid-nineteenth century, the term
"bonnet' was most commonly used for headwear worn by women and children. It was also
used for items of headwear worn by men, such as the Scotch bonnet. While women's bon-
nets took many di erent forms, the materials they were made with are understood to have
remained fairly constant: chip, cloth, horsehair, and straw, with cane or wire supports as
required, and decorative add-ons, such as braid, feathers, owers, lace, and ribbons. For
most, if not all, British migrant women entering the New Zealand Company settlement at
Port Nicholson from 1840, bonnets were a necessary even desirable part of their out t.
Across the Tasman, however, Annie Baxter Dawbin had ‘cut down her husband's trousers
to a wearable size, and donned his red shirt and straw hat to ride across the Australian bush
mustering cattle or hunting kangar@o‘ﬁhe straw wedding bonnet that is the subject of

this chapter was worn on the main thoroughfares and the bush-lined tracks of the colonial
town of Wellington.

The straw bonnet was worn by Eliza Bennett when she married George Denton on 8 Oc-
tober 1863. It was donated to the Manawatu Museum Society (nhow Te Manawa Museum) in
Palmerston North by their grand-daughter, Dora Law, iff T&@3ollowing information
was recorded:

Elizawas the second child of George and Hannah Bennettwho arrived in Welling-
ton onthe S. S. Bernica [sic] on 20 November, 1848. Mr George Bennett was
the rst white owner of Clay Point and adjoining areas now known as Stew-
art Dawson's corner, Wellington. George Denton was an early ironmonger in
Wellingtorf]

It was donated with three other items: a spherical container made from coiled straw
plait that has been catalogued as a "bonnet basket'; an 1864 dttiédoohplete Works
of Shakespepamd an 1870 edition of Charles Dickétslavick Papﬁs'l’ he basket was
recorded as having been, "Used by Mrs George Denton to keep her cap in. When she was
visiting she would wear a hat and carried her cap in the basket. When she left she put her hat
back on and put the cap back in the baﬁ@y'contrast, the donor's connections to the
individuals named on the yleaf of each book are unknown.

Dora Law had previously donated HoiMartefacts to the Manawatu Museum Soci-
ety in 1972. Among these taonga was a kahu huruhuru of kiwi seathers with the

2Lucy Frost, ‘Untrodden Dresses, Loose Trousers, and Trailing Skirts: Walking Through Colonial Space',
Women's Writingyol. 52, no. 2 (1998), p. 207.

SFolded triangular shaped straw bonnetwith ribbons, 75/135/1, gifted by Mrs Dora Isabel Law (1894 1982),
Te Manawa Museum (TMM). For family tree, see Marcia Badaw the Name Bright: Story of the Wellington
DentonsBaker Family Publishing, Christchurch, 2000, pp. 135 51.

4Straw bonnet, 75/135/1, TMM.

®Dora Law Collection, 75/135/2 4, TMM.

6Bonnet basket made of woven and plaited straw, 75/135/2, gifted by Mrs Dora Isabel Law, TMM.
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following provenance: "The cloak belonged to the donor's grandfather, Mr George Denton
of Wellington. Mr Denton was an ironmonger who traded with the Maori from whom he
obtained the cIoaﬁ.The other items were three drill points, three obsidian akes, atrolling
lure (m kahawai), a grindstone, a child's spinning top (potaka), a chisel, along wooden peg,
and awooden stake or fence post. They were found on the donor's family farm, Te Rohenga,
near Shannon, or at nearby sites, such as lakes and rivers in Horowhenua amﬂ\/lanawat
Many originally had textile components or links to the making of textiles. The drill points
were once part of a cord drill (awiri, tuwiri, pirori); the long wooden peg may have been for
weaving; and the wooden fence post has grooves for lashiragkdievyai retains vestiges

of a cotton trolling line, but otherwise the textile components of these items no longer sur-
vive. This underscores the centrality of cords and lashings made from both harakeke ( ax)
and imported bresin Mori material culture, as well as the perishable, and less visible, char-
acter of textiles in archaeological terms. While Dora Law gifted the two collections as distinct
cultural entities, this chapter will reveal that there are signi cant connections between them
that can enrich knowledge about textile culture within a colonial context.

Scholarship on thedbritextile practice of raranga has provided a stimulus for this chap-
terﬂ Raranga and straw plait both encompass diverse weave structures created by the diago-
nal interlacing of strips of leaf material. For this reason, raranga has usually been categorised
as plaiting or braiding. Patricia Wallace's researchamdviess before 1820 points out,
however, that the term raranga has no exact English tra@lém'uher to this, Cather-
ine Smith and Raechel Laing have recently argued that misleading interpretations of raranga
are aproduct of the classi cation céibfi textile artefacts on European terms. In particular,
they nd thatthe terminology chosen to characteremiVextiles has "a ected assessments
of the achievements and skills of those who madﬂ-maey'note areluctance to describe
raranga as weaving in the writing of Te Rangi Hiroa (P. H. Buck), who shared the view of
many anthropologistsinthe rsthalf of the twentieth century that "true textile weaving' only
occurred on a loofffHowever, he provided a detailed record of the varied techniques and
applications of raranga. In relation to straw plait, he considered the possibiligotihat M
may have “dissected an old straw hat' to learn a distinctive folded plait known as mekameka
by Ngati Porou for making fpare or ‘ornamental llets for the head' before concluding that

"Maori cloak, full length, covered with stripes of kiwi and tui feathers, 488/15, gifted by Mrs Dora Isabel
Law, TMM.

8Dora Law Collection, 488/1-14, TMM.

SWhariki, raranga and whiri are terms for speci ¢ forms and techniques of plaiting, weaving and braiding.
| have chosen to use raranga as it applies to three-dimensional objects, such as rourou (food baskets) and kete
(bags). See Kahutoi Te Kanawa, "Te raranga me te whatuwikMfaranga and whiri', Te Ara the Ency-
lopedia of New Zealand, http://www.TeAra.govt.nz/en/te-raranga-me-te-whatu/page-4 (accessed 12 March
2020)

Qpallace, “Traditional Maori Dress', p. X.

Bmith and Laing, "What's in a Name?', p. 220.

1B mith and Laing, "What's in a Name?', p. 224.
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it was “de nitely pre-EuropeEﬁCatherine Smith's recent work on archaeological textile
fragments and pseudomorphs, which provide traces of textiles after they have broken down
inthe environment, reveals that textiles usedbyilslt South Island sites that date from the
fteenth and eighteenth centuries were complex and varied, to the extent that they may have
been a crucial element o&bti social reproductiﬁprs this chapter reveals, raranga and
straw plait were brought into proximity in a variety of ways through British colonial expan-
sion. The rst comparisons of raranga and straw plait stemmed from early culture contact,
rather than scholarly classi cation and analysis.

Colonial Wellington and beyond

Women's clothing and textiles have been highlighted in several studies of colonial Welling-
ton. Roberta Nicholls's account of elite families in Wellington in the late nineteenth and
early twentieth centuries considered the appearance and behaviour of elite women. Draw-
ing on newspapers and private writing, such as letters and diaries, she concluded that de-
spite their ‘expensive attire' these women had ‘rather less success than their English counter-
parts in demarcating themselves from the public at large by the clothes tﬁﬁamrer

Yska's history of Wellington included the story of Rutriat® who saved a pair of young
migrants, Thomas McKenzie and Edward Ticehurst, by covering them with her kaitaka
paepaeroa (cloak with vertical aho or weft rows) when they inadvertently prepared to sleep
‘on a bed of native grasses' in awhare (house) under construction abHfpiteagset-

tlement) in 1840. In doing so they had breached tapu (restrictions) and her act gave them
symbolic protection when her infuriated father-in-law, feeF8rutu, threatened to strike

them dead. Yska used this story as evidence of "the potential for human co-operationinaraw
colonial settin@ A close friendship emerged and the kaitaka paepaeroa was draped over
Thomas McKenzie's casket when he died in 1911, revealing the longevity of an early cross-
cultural relationship at the level ofamiau (famiM)_'{ Neither author used extant clothing

as primary source material.

Yet little recent research has been carried out in relation to women's bonnets as a form of
headwear in Aotearoa New Zealand during the nineteenth century. In the late 1960s Alison
Drummond identi ed the earliest surviving bonnet and this may still be the case to have
been worn in New Zealand. The original owner of the bonnet was Mary Ann Williams, a

e Rangi Hiroa (P. H. Buck), "Maori Plaited Basketry and Plaitwork: 2, Belts and Bands, Fire-fans and
Fly-traps, Sandals and S3ilahsactions and Proceedings of the New Zealand |nslitéte (1924), p. 344.

1%Smith, “Pre-Europeanddri Textiles from South Island, New Zealand'. See also White ed@ili., "M
Textiles from Puketoi Station', pp. 213 34.

Roberta Nicholls, “Elite Society in Victorian and Edwardian Wellington', in David Hamer and Roberta
Nicholls, edsThe Making of Wellingtorp. 204.

1®Redmer Yska\ellington pp. 14 16.

TRuhia Prutu's kaitaka paepaeroa is on loan to Museum of New Zealand Te Papa Tongarewa from the
Pitt family, see Tamarapa, ¥dhatu Kakahy pp. 110 11.
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Britishimmigrant from New South Wales, who arrived in northern New Zealand in 1831 and
married missionary James Preece two years later. It is held at Auckland Museum, where it
has been catalogued a "poke bonnet' dating from arou@ﬂéf@ﬁe her marriage Mary

Ann Williams taught sewing toddri girls, whose handwork survives in the form of her
wedding dress, also held lamiaki Paenga Hira Auckland War Memorial Mu@mﬂe

history of British settler's clothing was a relatively unexplored in New Zealand at the time
Alison Drummond was writing, and she was most interested in matters of style:

Herbonnetwithits high “jam-pot' crown was alittle out of date by English stan-
dards, but its elaborate trimming focused every feminine eye. Feathers circled
the crown, a wreath of roses and green leaves framed her face under a wide, up-
tilted brim, and a curtain veil of lace was thrown back to shield her neck from
the sun. This elegant piece of millinery is still in existence but, judging from
contemporary accounts, such splendour was most unusual in the missionary

band™

While collections of early European-style clothing such as this strongly suggest cross-
cultural exchange as a foundational element of colonial textile culture, they also highlight
the potential for using material evidence uncritically. Auckland Museum's well-illustrated
catalogue description of this bonnet is:

brown woven straw leghorn trimmed with pink owers and mauve and white
ostrich feathers located at the front of the hat, teal and cream tassels with mauve
ribbon tied at back, intended to drape over back, under brim, front of bonnet
deep pink cotton/(linen) lining with pink fabric roses, tied to wearer with gold
ribbonf?

There are a number of decorative elements to this bonnet that were added later, possibly
by the donor Marnie Spicer, who was a descendant, and presumably to make it look more
“Victorian'. Add-ons that made the bonnet appear "'most unusual' are part of the history
of the bonnet, and highlight the fact that any object has the capacity to embody multiple
times and places. It is necessary to separate out the possible layers of association in relation
to an object. Eliza Bennett's half bonnet is plain, and it is possible that the reverse process
may have occurred. For instance, did it originally have a lining and ties, like other nineteenth
century bonnets?

¥oke bonnet worn by Mary Ann Williams (Mrs Preece) in 1828, 1965. Z28:@80P&enga Hira Auck-
land War Memorial Museum.

19lison Drummond and L. R. Drummon@t Home in New Zealand: An lllustrated History of Everyday
Things Before 18BBckwood and Janet Paul Ltd, Auckland 1967, p. 116; Dress with leg-of-mutton sleeves &
net chu made for Mary Ann Williams (Mrs Preece) c. 1828 33, 1965.78.691, AM.

2°Drummond and Drummondit Home in New Zealan@p. 115 16.

2PPoke bonnet, 1965.78.690, AM. See https://www.aucklandmuseum.com/collections-research/
collections/record/am_humanhistory-object-1865?k=1965.78.6 (accessed 23 September 2015)
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Inresearch carried out in the 1970s, Eve Ebbett stated: "For headwear, the middle-of-the-
century woman was expected to wear a bonnet when outside and, together with the sheer
guantity of her clothing, bonnets have become for us one of the symbols of Victorian wom-
anhoodﬁ This statement shows how di cult it has been to look past the reductive nature
of the bonnet as a symbol. Although bonnets are rarely a focus for research, Jane Malthus
has investigated the working lives of milliners and dressmakers in nineteenth century New
Zealand. Even still, she gave passing attention to straw bonnet makers: "Some branches of
headwear manufacture were more specialised and therefore had their own categories, for ex-
ample, straw bonnet maki@Chanel Clarke has discusseté@ taa (mourning caps),
which were made from black-dyed seaweeds or sedges, such as kutakuta or paopao, applied
to a woven muka (processed ax bre) base, in the wider context of black clothing worn by
Maoriﬂ Surviving examples of men's headwear have been a source of interest to historians.
Neill Atkinson saw railway director George Shannon's black silk plush top hat as indicative
of the “sophistication, authority and social status' of the colonial business entpreneur.
Jennifer Quérée brought to light the sealskin caps and sou'westers that were made out of
sheer necessity by stranded seafarers on the Aucklan@lﬁlaedﬂ/ersity of headwear
in the mid-nineteenth century was considerable. This chapter is primarily concerned with
items made from plant, rather than animal, resources.

Exploring family histories

Insight into colonial textile culture in mid-nineteenth century New Zealand is provided by
placing the bonnet in its family context. Eliza Bennett was aged nineteen when she married
Wellington ironmonger George Denton at the Wesleyan Church on Manners Street on 8
October 1863 (see Figlres 45 4.6). In reminiscences written for her children on 8 October
1913, she described the double wedding she shared with her older sister Rosenia, who married
baker and confectioner Joe Dixon:

We walked down from the top of Bowen Street, through a track in the tea-tree,
got into cabs at the bottom near what was after Dr. Kemps residence, to the
Church. Had, of course, to walk up the hill on our return, giving the folks the

2’Ebbettn True Colonial Fashippp. 16 18.

2Malthus, *Dressmakers it T&ntury New Zealand', pp. 77 78.

24Chanel Clarke, "A Bbri Perspective on the Wearing of Black', in Doris Du PorBJack pp. 47 50.
See also Patricia Wallace, "Traditional Maori Dress', pp. 111 12; Awhina Tamarapa and Patricé¥allace. "M
clothing and adornment akahu Miori Adorning the head', Te Ara the Encyclopedia of New Zealand,
updated 22-Aug-13 URL: http://www.TeAra.govt.nz/en/maori-clothing-and-adornment-kakahu-maori/
page-7 (accessed 5 August 2016); Horwood and Wil&anTapup. 121.

“Neill Atkinson, *George Shannon's Top Hat', in Fiona McKergow and Kerry Tayle, lede,Nui
The Great Catch: Object Stories from Te MaRamdpm House, Auckland, 2011, p. 140.

26Jennifer Quérée, “Castaways from the Auckland Islands', in Labrum etalokeusFlastpp. 81,
87 89.
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Figure 4.5: Image from family scrapbook showing scrap of fabric from Eliza Bennett's wed-
ding dress. Courtesy of Beth Drummond.
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pleasure of seeing our dresses etc. | was very happy and proud for Papa was one
of the handsomest young men in Wellington and | kr@w it

She moved to rooms at the back of her husband's ironmongery shop on Willis Street:

[S]o we arrived at our little home, standing on ground where Mr. Grady's is
now, a small shop with two rooms behind. We had just a canvas patrtition to
separate the one next the shop for a bedroom. We lived there for three years.
Rob and Annie were born there, we were very ff8ppy.

Her mother, Hannah Bennett, was pleased with her prospects, compared with those of
her sister, writing privately to her brother, John Harding, in Hawke's Bay:

Eliza Mrs Denton [h]as a more quiet Home only her Husband to do for and
small House and a little attention to the buisness [sic] during Mr Denton ab-
sence at any time while the whole of Mr Dixons Devolves on Rose, Himself
being engaged with the men in the Bakeff§use.

In 1866 the couple moved to a new home and shop on Willis street, before building "Fern
Hill', a large home on Woollcombe street, near The Terrace, in 1873, a decade after they were
married (see FigJre|4.7). From the late 1860s they were prosperous enough to hire a succes-
sion of general servants, and, as required, a ‘n\l?_Pp‘Elw.were to have eleven children.

The straw wedding bonnet was handed down through the family of their eldest daughter,
Annie, who married Wellington draper William Adkin, in @87.

Bornin Southhampton, England, Eliza Denton spentalmost her entire life at the heart of
Wellington. As a ve-year-old, she had emigrated to the New Zealand Company settlement
with her parents, Hannah and George Bennett, and sister Rosenia (dee|Figure 4.8). Her
family experienced a memorable arrival. They felt the devastating earthquake of 16 October
1848 strike at sea. A large case containing "Father's lathe, all his tools, Mother's reirons and
all other heavy goods' was lost overboard when their stiBgrthea unloade@ They
lived near Clay Point, also known as Windy Point, where Lambton Quay and Willis Street

ZPapers relating to the Denton family, c. 1913 2000, MS-Papers-10110-18, Alexander Turnbull Library
(ATL).

28papers relating to the Denton family, MS-Papers-10110-18, ATL. Annie Denton married draper William
Adkin, and Dora Law, the donor of the bonnet, was their daughter.

2%Email from Beth Drummond to author, 11 December 2014. At this date, the original letters were held at
Mount Vernon Station Homestead, Waipukurau.

3%Evening Pa21 July 1866, pE3ening Pasd June 1869, p.Bjening Pqs30 June 1873, pE8ening
Postl March 1876, p. 3. Advertisements for general servants continue to at least 1900, sdevieningtance
Post5 February 1900, p. 1.

3Annie Jane Denton and William George Adkin, BDM Online, 1887/1965.

3%Papers relating to the Denton family, MS-Papers-10110-18, ATL; Eileen McSaveney. "Historic earthquakes

The 1848 Marlborough earthquake', Te Ara the Encyclopedia of New Zealand, update 13-Jul-12 http://

www. TeAra.govt.nz/en/historic-earthquakes/page-2 (accessed 5 August 2016)
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Figure 4.6: George and Eliza Denton, c. 1902. Courtesy of Beth Drummond.
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Figure 4.7: Sitting room at Fernhill, the Denton's home, Woollcombe Street, Wellington.
Courtesy of Beth Drummond.
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Figure 4.8: Rosenia Bennett, later Dixon. Courtesy of Beth Drummond.
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intersect, and later in Bowen Street (see Figure 4.9). The settler population of the town was
about 3250 atthe ti@ither side of Clay Point, the kainga (villages) of Pipitea, Kumutoto

and Te Aro were home to 96, 14 and 186 people res@dth&elshoreline was dotted with

a medley of buildings that Eliza came to know intimately. She recalled: "The sea came very
close, just a roadway between the house and the rocks. | remember Mother used to pop
us out of bed and into the sea before we were dressed each @mM@SIeyans, Eliza

and her sister became “scholars at the Sabbath school' on Manners street. Her father, who
was absent in Melbourne for a period, worked at various occupations, including his original
occupation as a turner. Her mother took in boarders and ran a ock of sheep for wool on
her brother's land.

Making or purchasing a wedding bonnet

The maker of Eliza Bennett's bonnet is unknown. There are a number of contenders who
were linked in one way or another to the Bennett family, which suggests there was consider-
able density to women's personal and business networks within an emerging colonial town
like Wellington. The shaping, cutting, overlapping and stitching necessary to make the bon-
net could have been performed in a household or commercial setting. It does not have a
complex shape, and therefore would not have required the full range of millinery tools and
equipment, such as blocks and steamers. The quality of the hand stitching is even and func-
tional, although not meticulous, done with a conventional stitching technique found on
other mid to late nineteenth century bon@féliza Bennett could easily have made the
bonnet herself, using a rounded household object, or her own or another woman's head, as
her “block'. She recorded sewing and trimming her own millinery in a diary written during

a trip to England with her husband in 1895. But there are other possibilities. A number of
straw bonnet makers carried out their trade in colonial Wellington, and Eliza Bennett knew
some of them personally.

Maria Brightwell, one of the bridesmaids at the Bennett wedding, was a straw bonnet
maker who was to marry into the Dixon family the following year. Beyond the Bennett
family, she is the most obvious person to have made the bonnet. Eliza Bennett's childhood
neighbour, Sarah Masters, was the principal straw bonnet maker of Wellington. In the 1913
reminiscences, Eliza recalled:

Our neighbours on the North were Mr. Masters, after whom Masterton was

3Rodney H. Grapeghe Visitation: The Earthquakes of 1848 and the Destruction of Wallicigidsa
University Press, Wellington, 2011, pp. 17, 81.

34Vellington Independer@l August 1850, p. 5.

3Papers relating to the Denton family, MS-Papers-10110-18, ATL.

36see for instance, Dark green straw bonnet worn, c. 1860s, 77/162/1, gift of Mrs Dorothy Grace Henson,
TMM; Black straw bonnet from the Muller family, c. 1870s, 85/27/9, gift of Mrs Jeannie Rout, TMM; and
Black straw bonnet, c. 1870s, 98/71/1, gift of Methodist Social Services TMM.
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named, | believe. He was a Cooper and his wife a Straw Bonnett maker. | well
remember the girls who were apprentices, after Mrs. Clark, Mrs. Greatbatch,
Mrs. Jackson and Mrs. Perry their dau@uter.

Sarah Masters died in 1859, but the apprentices appear to have remained in the region.
"Mrs Clark' and "Mrs Greatbatch' were the daughters of widower Thomas Bevan, arope and
twine manufacturer @taki. Margaret Bevan married draper William Clark in 1854, while
Mary Bevan married carpenter Joseph Greatbatch@]‘mﬁismentity of the apprentice
who became "Mrs Jackson' remains uncertain, possibly a daughter-in-law of Emma Jack-
son, widow of James Jackson, at whose Lambton Quay premises Sarah Masters established
her “straw bonnet manufactory' in I@W?Mrs E. Jackson' had a millinery establishment
at the Hutt that was later taken over by "Mrs S. Dixon’, that is, Eliza Bennett's bridesmaid,
Maria Brightwell, in 18@‘.Mrs Perry' was Sarah and Joseph Masters' daughter, Mary Ann,
who had married Bennet Pascoe Perry @Béﬁﬁlhere were other women in the millinery
trade who were also well-known to Eliza Bennett. She was particularly fond of "Ma Mar-
riott', whose daughter Emma, ran a long-standing millinery and dressmaking business on
Lambton Quay from the late 1@der advertisements remind us of the possibility that
Eliza Bennett could have purchased her bonnet readymade:

Miss E. Marriott, Milliner, Lambton Quay. BEGS to inform the Ladies of
Wellington that she has just received by the Christopher Newton, a consign-
ment of WEDDING and DRESS BONNETS, HATS, DRESS CAPS, &c.,
of the most fashionable and newest style. A Morning Call is most respectfully

requesteft

Eliza Bennett was therefore well-acquainted with a community of straw bonnet makers
and milliners who had a presence in Wellington from the 1840s. This was a common form
of employment for women in emerging colonial towns, whether as business owners or ap-
prenticef? Mary Taylor, who ran a drapery and clothing store on the corner of Cuba and
Dixon streets during the 1850s and later became a writer and feminist, wrote to her friend
Ellen Nussey:

$’Papers relating to the Denton family, MS-Papers-10110-18, ATL.

38iargaret Bevan and William Clark, BDM Online, 1854/1577; Mary Bevan and Joseph Greatbatch, BDM
Online 1858/2308. Margaret and William Clark named their second son after Joseph Masters, see Joseph Mas-
ters Clark, BDM Online, 1856/4410.

3Mellington Independent2 May 1847, p. 2. For death of James Jacksdkllisgeon Indepen-
dent 30 September 1846, p. 3. See Petone Settlers' Data for further details: http://www.huttcity.govt.nz/
Leisure--Culture/Museums-and-galleries/Our-museums/petone-settlers-data

“YWellington Independeri2 August 1865, p. 4.

“Mary Ann Masters and Bennet Pascoe Perry, BDM Online, 1851/14009.

“ANellington Independgritd June 1858, pM8llington Independeré August 1870, p. 4.

“\ellington Independer@ January 1860, p. 6.

44Jane Malthus, “Dressmakers in Nineteenth Century New Zealand', in Barbara Brookes, Charlotte Mac-
donald and Margaret Tennant, &tlsmen in History,Bridget Williams Books, Wellington, 1992, pp. 77 78.
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| wish you could see how busy | gaing to bé have got such a lot of things
coming! Finery of all kinds. It will take me a fortnight's hard work to get them
all arranged and ticketed. And then the people that will come to see them! |
always nd myself wondering at these people with one eye while I wait on them
with the other. It gives them such evident pain to see anything they can't buy,
and itis so impossible for [them] not to look at the most expensive things, even
when they can't buy any but the cheapest. Then the tricks they play on their
husbands' head or heart or purse, to get the money! And then the coolness
with [which] they'll say they don't care a bit about it only thought they might

as well have it! There are some silk mantles coming about which more lies will
be told than would make a lawyer's fortune; to me, their husbands' friends and
neighbours. Don't think all my customers answer to this description. Yet it's
wonderful how many g8,

Mary Taylor's good humoured account disguises her belief that irrespective of their class
status all women should work to maintain their nancial independence from men. Accord-
ing to Charlotte Bronte, she came to New Zealand on the understanding that there would
be signi cant opportunities for her, and because “she cannot and will not be a governess,
a teacher, a milliner, a bonnet-maker nor hous@'latd'r.st Mary Taylor provided "in-
struction on the piano forte', but became more widely known for the well-stocked shop
she had established with her cousin Ellen ‘@WWCatherine Bishop has documented,
women either contributed their labour in partnership with men or controlled the operation
of numerous businesses in mid nineteenth century Wellington, for example, as boarding
house keepers, monthly nurses, teachers, publicans, laundresses, grocers, tobacconists and
confectionef® Their involvement in the colonial business world can be hidden within the
historical record, requiring careful investigation of individual lives to bring itinto plain view.

Eliza Bennett's mother is an example of a woman who for a period of several years raised
her children on her own due to di cult circumstances within her marriage. In the mid 1850s
George Bennett left Wellington for Victoria, Australia, where he found work of an unknown
description near Ballarat. In September 1856 Hannah Bennett wrote to her brother John

Harding, saying:

| entreated him if it were possible to forward anything towards the money deal
atChristmasto Allento do so as then the time of the loan would be then expired

4%Cherry A. Hankin, edLife in a Young Colony: Selections from Early New Zealand VWhitiitgoulls
Publishers, Christchurch, 1981, p. 231.

46Beryl Hughes. “Taylor, Mary', Dictionary of New Zealand Biography, rst published in 1990. Te Ara

the Encyclopedia of New Zealand, https://teara.govt.nz/en/biographies/1t21/taylor-mary (accessed 9 June

2016).

4’New Zealand Spectator and Cook's Strait GuaglMarch 1847, p. 2.

48Bishop, “Commerce was a Woman'. See also CatherineBistimg Her Own Business: Colonial
Businesswomen in SydNewSouth Publishing, Sydney, 2015; Bidlmpen Mean Business
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and what would become of us as my health did not allow me to enter into any
kind of busine$8l

She also explained that her husband had sought a resolution to their troubled relation-
ship:

he states that he is near Ballarat and Mrs Herving and other friends has advised
him to return but this he can not do unless he can get a letter from me and if

I will not write for my own sake to do so for his and his dear children he sees
how much he isto blame and again acknowledges his faults wishes to return but
does not think it possible | can ever forgive him his past conduct if | will forgive

he will come home but if not his mind is made up if he does not get an answer

in two months he shall then have nished his job and he will leave the country
alltogether he has but barely kept himself the last 12 months and is indeed long-
ing to see us all now | cannot think that he is looking at our circumstances to
be good and therefore an inducement to come back but the c@’ptrary

Her letter reveals the deep stresses caused by nancial uncertainty within families, as well
as the close intersections between men's and women's contributions to the maintenance of
a household. The type of business Hannah Bennett would have chosen had she experienced
better health is unknown. She dealt with nancial uncertainty for herself and her children
by continuing to run sheep for wool on her brother's farm and take boarders into her home.
George Bennett returned to Wellington additional children were born in 1858 and 1862
and by the early 1870s had retired on the “great value' of his property “in ﬂé’n‘mﬁars‘.
couple celebrated theif'5@edding anniversary in May 1891 and died one after the other
in the following month§} Hannah Bennett was remembered not only in relation to her
husband, as a "the late partner of his joys and sorrows', but also on her own terms as a ‘devout
Christian' who “was noted for her charitable acfiéns.'

Aswith Hannah Bennett, patterns of employment for bonnet makers and milliners were
shaped by the demands of women's personal circumstances. The main bonnet makers and
milliners in Wellington in the mid-1860s can be found in street and trade directories. The
Wellington Almanaclof 1865 described Mrs Wrigley and Mrs Chitty as "bonnet maker’,
Miss Campbell, Miss Harris and Mrs Jackson as "milliner'; Miss Willcox and Mrs Levy as
“draper and milliner'; Miss Smith as "general draper'; and Miss Marriott and Mrs Calcott

49_etter from Hannah Bennett to John Harding, 6 September 1856, transcribed by Beth Drummond, MS-
Papers-6819, Alexander Turnbull Library.

59_etter from Hannah Bennett to John Harding, 6 September 1856, transcribed by Beth Drummond, MS-
Papers-6819, Alexander Turnbull Library.

SEvening Padi June 1891, p. 2.

5Evening P27 May 1891, pE¥ening Padi June 1891, pE2ening Past6 July 1891, p. 2.

5Evening Past6 July 1891, p. 2.
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as ‘dressma@Within this group there were a mixture of single and married women

Mrs Jackson and Mrs Calcott may have been widowed con rming as Catherine Bishop

has done that women did not necessarily retreat from the world of business orﬁnarriage.
Occupational interdependence is apparent for at least one of these couples. Henry Wrigley
sold the Cuba Street shop that he and his wife Eliza Wrigley (formerly Pritchard) operated
within three months of her premature death in January 1867. Her contribution to the busi-

ness, which had been established at least six years earlier, was essential. The sale notice read:

FOR SALE. WITH IMMEDIATE POSSESSION. THAT well-known busi-
nessin Cuba-street, at present carried on by MrH. WRIGLEY, including Millinery,
Straw Bonnets and Hats, Hosiery, and General Fancy Goods. A large and re-
munerative business can be done by any person devoting his attention to it, as
the connection already established is very e@nsive.

Advertisements reveal the range of services the couple o ered their customers. Initially in
the name of "Mrs Wrigley', as the business grew in scale these were placed under the name of
"H. WrigleyﬂFor instance, 'H. WRIGLEY begstoinformthe Ladies of Wellington and sur-
rounding districts, that he has received Ex ATLAS and ASTEROPE, from LONDON DI-
RECT, A CHOICE ASSORTMENT of the LATEST NOVELTIES IN FRENCH AND
ENGLISH MILLINERY", including "Patent Chip', "Crinoline’, "ltalian’, and "French Split'
bonnets and "Leghorn’, "Tuscan', "Split', and ‘Lutorﬁ]ﬁeaders were advised that
“Ladies can also select materials from one of the largest stocks in Wellington and have them
made up to order." Men and boys could purchase straw hats in ‘endle@Vhéeityu-
ple had three children and, like the Bennett family, attended the Manners Street Wesleyan
Churc@ This is yet another shop at which Eliza Bennett's bonnet could have been pur-
chased. While it is impossible to identify the maker of the bonnet, the extent to which com-
merce in clothing and textiles could bring people together has been revealed, in addition to
the de ning presence of female trades and femininity within the developing townscape of
Wellington. But more than that, the survival of Eliza Bennett's bonnet gives tangibility to a
class of goods commonly made and used in Wellington in the 1860s.

SAellington Almanackl865 [White, John 1826-1891: Diary], MS-2377, Alexander Turnbull Library.

SBishopWomen Mean Busingpp. 111 61. On women's titles, see Amy Louise Erickson, "Mistresses and
Marriage: or, a Short History of the Mksistory Workshop Journad, 78 (2014), pp. 39 57.

S&\ellington Independer?l March 1867, p. 2; for Eliza Wrigley's deaiNeliegton Independerf
January 1867, p. 6.

SAnellington Independerts October 1861, pAjlington Independer5 October 1864, p. 2

S4nellington Independgr5 October 1864, p. 2.

SW\ellington Independer5 October 1864, p. 2.

60Evening Pos2p May 1915, p. 6; Mary Eliza Wrigley, BDM Online, 1861/7939; Samuel Henry Wrigley,
BDM Online, 1864/8909. See also Annie Wrigley and Walter James Helyer, BDM Online, 1887/3125.
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Colonial straw plait in circulation

Where the straw plait used for Eliza Bennett's bonnet was made, or by whom, and from
what plant, is another matter and even more unknown. If the plait was made in England
for export, it was most likely to have been made from WheﬁéﬂwEnglish plait trade
was concentrated in Bedfordshire, Buckinghamshire, and Hertfordshire, counties that of-
fered the best growing conditions for wheat. Established as early as the seventeenth century,
this trade was in decline from the 1870s. British research has focused on women's and chil-
dren's labour conditions in the straw plait trade, rather than the goods they produced. As
historian Pamela Horn has explained, straw plait makers required a high degree of dexterity,
and for this reason many working class children learned the skill at a young age, sometimes as
young as four or ve. Parents supplied children with bundles of split, dyed or bleached straw,
and most children worked under the supervision of a mistress at a plait school. Straw plaiting
had attracted controversy for the social ills it caused by the 1860s: principally the poor educa-
tional standards of plait schools, where children were under pressure to produce setamounts
of plaiteach day, and health problems, such as sore lips caused by dampening lengths of straw
with their mouths to make them plia@@.laiting straw was also a common occupation for
working class women in these counties, and was organised around the requirements of the
bonnet and hat trades of towns such as Luton and Dunstable. Beyond plaiters and stitch-
ers, there were also growers, cutters, sorters, splitters, bleachers, dyers, carters, dealers, an
merchants involved in the trade. It was not only signi cant economically, but also cultur-
ally. Straw of various types wheat, rye, oat, corn, or barley had many uses other than
for headwear, including basketry, bedding, fuel, fodder, mulch, packaging, ornaments, and
thatching®

Among the earliest women migrants to the New Zealand Company settlement at Port
Nicholson in 1840 there was at least one straw plaiter, who was also Wesleyan. Twenty-four
year old Maria Hunt disembarked fromAlgelaideon 7 March 1840 as a steerage passenger
with her parents, Naomi and Charles Hunt, a baker, gardener and bricklayer, her young
adult sisters, Emily and Fanny Ellen, both milliners, and her seven-year-c@ blosher.
women migrants in the clothing trades who emigrated to Wellington during 1839 and 1840
were seamstresses; few had worked as dressmakers dfjnilimérade of a milliner

61A. J. Tansley, “On the Straw Plait Tradmirnal of the Society of Aadk,9, no. 422 (1860), pp. 69 77.

62Pamela Horn, *Child Workers in the Pillow Lace and Straw Plait Trades of Victorian Buckinghamshire
and Bedfordshirerhe Historical Journalol. 17, no. 4 (1974), pp. 779 96.

63See also Pamela Sharpe, "The Women's Harvest: Straw Plaiting and the Representation of Labouring
Women's Employments, c. 1793-R88l,Historyvol. 5, no. 2 (1994), pp. 129 142; Eileen Walédeen
ofthe Labouring Poor: The Working Lives of Children in Nineteenth-century Hertfoat shdreJniversity
of Hertfordshire Press, 2010, pp. 51 69.

64 New Zealand, Archives New Zealand, Passenger Lists, 1839-1973, databaseFithilySzzesh
(https://familysearch.org/pal:/MM9.3.1/TH-267-12414-74721-437cc=1609792 : accessed 9 June 2016), New
Zealand > 1839 > Adelaide > image 6 of 12; National Archives, Wellington.

6%Among female steerage passengers who emigrated from England to Port Nicholson in 1839 and 1840 there
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had once involved dealing in cloth, garments, fancy wares and accessories, but during the
mid-nineteenth century narrowed to the making and selling women's h@‘dﬂmﬂner

Maria Hunt's sisters were milliners in the newer sense is uncertain. As siblings they clearly
shared expertise, but itis not known if they continued working in the clothir@@dla.

June 1840 Maria Hunt married Charles William Keys, who had emigrated to Port Nicholson
as a servant to William Mein Smith, surveyor-general to the New Zealand Company. A year
later the couple’s rst child was born; the last was born iﬁl\%ﬂa Keys was to observe

her husband's death in 1900 with the knowledge that they had produced eleven children,
59 grandchildren and 17 great grandct‘@@jnheir marriage at Petone by the Rev. J.G.
Butler itwas claimed: "This was the rst European wedding in the newly-formed Wellington
settlemen@ As an expert in straw plait, with milliners as sisters, we can assume she wore a
straw bonnet that was, at least in part, of her own making.

A photographic portrait of Maria Keys, taken in 1899, shows her surrounded by plant
materials, including toetoe and some wiry-looking grasses (Figure 4.10). Although the set-
ting is a studio, these props seem highly appropriate. There were other family members for
whom plants were also important. Initially her father was a professional gardener who had
the "best garden' at the inaugural Wellington Horticultural Society show in January 1842;
and later he was to become a baker dependent on supplies of color@Helnesmter
Emily's future husband, William Trotter, was a noted horticulturalist and plant propagator,
at times responsible for maintaining the celebrated garden estates of his neighbours, Francis
Molesworth and Alfred Ludla@Most of the Hunt family lived in the Hutt valley, where

were 63 sempstresses, seven dressmakers, three milliners, one laundress, one shoe binder, one staymaker and
one straw plaiter, while among male steerage passengers there were nine tailors, two ax dressers, one dyer,
on rope and twine manufacturer, one skinner and one weaver. Data collated from emigration registers of
the New Zealand Company for the following shigkelaide Aurorg Bengal MerchanBlenheimBolton
CoromandeCuba Duke of Roxburghady NugentLondonMartha Ridgway OlympusndOriental see
New Zealand, Archives New Zealand, Passenger Lists, 1839-1973. Database Witimiiy&gasch
http://FamilySearch.arg : accessed 2016. Citing New Zealand Company. National Archives, Wellington.

°°Amy Louise Erickson, "Eleanor Mosley and Other Milliners in the City of London Companies 1700-
1750History Workshop Jourpab. 71 (2011), pp. 154 55.

67See Fanny Ellen Hunt and John Charles Walkden Hood [correction: Wood], BDM Online, 1848/14;
Emily Hunt and William Trotter, BDM Online 1856/124@&jlington Independeri®5 March 1848, p. 2;
Evening Pqst8 March 1908, p. 1; Ellice Kelgarles William Keys 1818 1900 and His DesceRtimets
Keys, Wellington, c. 2003.

58New Zealand Gazette and Wellington Spectalaly 1840, p. Rew Zealand Gazette and Wellington
Spectatp?6 June 1841, p. 3; Lucy Ellen Keys, BDM online, 1859/6509. Maria Keys diedia®@08 &ee
Normanby Starl May 1909, p. 4.

%New Zealand Heraldt December 1900, p. 3.

ONew Zealand Heraldd December 1900, p. 3. For earlier marriages, see LouisikVavkllington,
Whitcombe & Tombs Limited, Auckland, 1929, reprinted by Capper Press, Christchurch, 1975, p. 457.

New Zealand Gazette and Wellington Spec2fidanuary 1842, p. 2; Winsome Sheptalidgton's
Heritage: Plants, Gardens and LandsdepRapa Press, Wellington, 2000, p. 153. For Charles Hunt's sub-
sequent occupation, &fkllington Independerftl October 1869, pWellington Independerit5 February
1871, p. 2.

2ShepherdiVellington's Heritagep. 35 37.
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Figure 4.9: Willis Street, Wellington, showing Warmoll's Out tting Establishment on the
site that later became Stewart Dawson's corner. Ref: 1/1-000694-F, Alexander Turnbull
Library, Wellington, New Zealand.
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Maria Keys later took on the role of postmaster and agent\féltimgton Independe@

The woollen shawl she is wearing in the photograph is deftly hand crafted, suggesting that
despite a new occupation the skills she learned during her youth in Eastbourne, Sussex, con-
tinued into older age. Yet these skills could equally have extended to the making of cane
or wicker furniture, such as the chair on which she is seated. The economic and cultural
relationships to particular plants and bres in one family alone suggest the small, cumula-
tive ways in which Te Whanganui-a-Tara was remade through colonisation during the mid-
nineteenth century.

Straw circulated in many forms in colonial Wellington. While there is little evidence of
wheat being grown commercially for straw plait in New Zealand, connections between the
British straw and the New Zealand ax trades were certainly made. In the early 1840s a con-
tributor to theNew Zealand Gazette and Wellington Spectagygested that ax dressers
might bene t from weekly markets run on similar lines to "Luton or Dunstable, in the straw
plat countrym At the same time Wellington settler, William Dew, wrote proudly to his
brother:

That small portion of wheat which | brought with me yielded after the rate of
seven quarters to the acre. | saved the whole of the seed, and made myself a hat
with the straw, which | believe to be the rstthat has been made of straw grown

in the colonif3

Edward Sta ord, the Colonial Secretary, distributed Leghorn wheat seed in 1858 with
detailed instructions for “propagation and distribution both amongst Europeans and Na-
tives[ﬁ It was intended for the manufacture of high-quality Leghorn hats and bonnets, but
apparently with little commercial success. Even growing wheat for grain was problematic
in Wellington. As Brad Patterson has explained, wheat was absolutely central to Wake eld's
vision of Wellington's future, he says: "It was one of a prosperous arable future. It was one
in which the landscape would be transformed into a neat chequerboard of waving wheat
stalkg"| Settlers made strenuous e orts to grow wheat and other grains in the Wellington
area during Eliza Bennett's childhood, but expectations of an agrarian economy were ac-
cepted as highly improbable from the mid 1850s.

"ellington Independerit2 August 1857, p. 6, indicates that both Charles Hunt and Charles Keys were
awarded land at River Hutt. For Maria Keys' role as newspaper ayeeitirggon Independerg January
1867, p. 3.

"“New Zealand Gazette and Wellington Specgat@ecember 1843, p. 2.

" etter from William Dew to James Dew, 2 October 184&tars from Settlers and Labouring Emigrants

Wellington (including Wanganui etcp), 36. See http://api.digitalnz.org/records/23425979/source

"6Taranaki Herald 5 June 1858, p. 4.

""Brad Patterson, “The Grain Mirage: Ideal and Reality in Early Wellington Agri@itiut€gentre Re-
viewvol. 2, no. 3(1992), p. 14.
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Figure 4.10: Maria Keys (formerly Hunt), May 1899. Ref: MS-Papers-1312-1, Alexander
Turnbull Library, Wellington, New Zealand.
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The fact that many lslori communities grew extensive crops of wheat in the mid-nine-
teenth century is now well-known. RecallingQkeki region in the 1840s, Thomas Be-
van observed in his memoir: "The Natives of those days grubbed in wheat, which, when
threshed, was carried on their backs to the nearest hand-mill. | have seen the seed-wheat
scattered on newly-cleared ground without any covering whatever. The native birds would
not touch it, and it produced heavy cr@&l‘azel Petrie's research on nineteenth century
Mauori tribal enterprise demonstrates the extensive economic signi cance of wheat growing
and our milling. Such Mori wheat growing initiatives raise questions about the utility
of straw as a resource for nger Weavingannd:ommunitie@ English straw work and
raranga Mori were based on similar nger-weaving techniques, and this suggests that com-
mon textile practices might have o erealdvl and settler women a material means through
which to nd a level of mutual understanding.

Maori working straw plait

From the outset missionaries found thabkwomen and girls took to straw plait work
easily. The Wesleyan Rev. Richard Davis wrote in a letter of 1824

Mrs. Davis, moreover, has some very good native servant-girls, in many respects
quite as good as English servants. Our dear children are all quite happy, and the
elder ones very useful. Instead of our family being a trouble, they are a rich
blessing. Mary Ann's knowledge of straw work is of great service. She makes
hats for us all. Some of the native girls are learning to plait straw. They learn it
almost instantaneou§ly.

Richard Davis's observation lends support to the idea that there is value to stepping out-
side classi cation systems used by museums. In most museums English straw bonnets and
Maori ptae taa (mourning caps) or kete whakairo (patterned bags), for instance, would
be in a separate collection stores, which is how it should be according to museum proto-
cols, but they would also typically remain unlinked in terms of construction techniques on
a collection database. Questioning traditional classi cations is a one of the key objectives
of Laurel Thatcher Ulrich and her fellow contributorgangible Things: Making History
Through Objec¢t study that arose from an exhibition they created from across the collec-
tions of Harvard University. As they stated: "If these things and others both like them and
very di erent from them remain isolated in their disciplinary collections, never crossing

"8Thomas Bevaithe Reminiscences of an Old Colpriiged by Otaki Mail, Otaki, 1907, p. 11.

"®Hazel PetrieChiefs of Industry: hbri Tribal Enterprise in Early Colonial New Zealakuckland Uni-
versity Press, Auckland, 2006, p. 85.

80John Noble Colemary, Memoir of the Rev. Richard Davis, for thirty-nine years a missionary in New
Zealand James Nisbet and Co., London, 1865; reprint Kiwi Publishers, Christchurch, 2002, p. 60.
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boundaries, our opportunities to conceive new ideas about the material world in all its rich-
ness and variety in a whole host of elds will be cur@lAd.an article of clothing in a
museum collection, Eliza Bennett's bonnet would not immediately be interpreted within a
landscape that included straw mattresses for colonial prisons or cha for the city's horses
or any of the many applications for straw in colonial towns such as Wellington. An approach
to colonial textile culture based on materials and locality is a way of placing the bonnet in
di erent kinds of contexts and seeing what happens. It acknowledges material culture in
relation to plants and animals as well as peoples.

The personal correspondence of elite women like Charlotte Godley warns us, however,
that there were signi cant limits to the breaking down of colonial boundaries. She observed
Maori women wearing straw hats at the Queen's Birthday celebrations in Wellington in 1850,
an event attended by BigRaukawa, Ngti Awa, N@ti Toa and Ngti Tama in their hun-
dreds:

When the Governor and his wife appeared they all rose, and yelled most hor-
ribly by way of cheering, and then some of them danced a kind of mock war-
dance; the performers chie y women, who laughed and looked half ashamed
of themselves, as if they thought we were laughing at them. The dresses were of
all kinds and very amusing, several women wore large straw hats with ribbons
and owers, and one had an imitation-knitted shawl thrown over all 4 a veil.

Godley's description of this event captures the gradations of understanding and misun-
derstanding that could occur between women in colonial contexts; from Godley's perspec-
tive, the perceived absurdities of clothing out of place did not lie with the “large straw hats
with ribbons and owers' themselves, but more with who was wearing them and how they
were wearing them. Her private writing suggests she was a less nimble crosser of colonial
boundaries than RuhiaRutu. But what about Eliza Bennett herself? Her views of these
celebrations, witnessed as a child, echo those of Charlotte Godley; she wrote | don't think
we were alarmed though the faces and contortions wergfaetcher husband, George
Denton, was to become an avid collector and vendor of taangiaiktluding &kahu (see
Figures 4]11 4.£2).

On the other hand, 'An English Mother', who published a series of articles addressed
to Maori mothers about their “progress in civilization' ifi ieeMaori Messenger: Ko Te
Karere Maorifrom 1850 to 1852, was all too eager for change. Searching questions were
asked: "Have you discarded the pipe, and become more clean and neat in your person? Are

84 aurel Thatcher Ulrich, lvan Gaskell, Sara J. Schechner, and Sarah Anne Ceategjibtl$hings:
Making History Through Obje@sford University Press, Oxford and New York, 2015, pp. 11 13.

82GodleyLetters from Early New Zealamb. 48 49;Wellington Independer@5 May 1850, p. 2.

8Papers relating to the Denton family, MS-Papers-10110-18, ATL.

84The Cyclopedia of New Zealand [Wellington Provincial DisttietICyclopedia Company, Wellington,
1897, p. 687.

209



Figure 4.11: Denton and his friend Karehana, c. 1900. Courtesy of Beth Drummond.
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Figure 4.12: Reverse of Figurle 4.11. Courtesy of Beth Drummond.
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your children favorable specimens of kind protection and unremitting care? Are your dwell-
ings more light, and pure, to enable you to breathe freely the fresh and wholesome air?' The
education of Mori mothers was of vital concern to her: “that your children may speedily
lose sight of every old, o ensive, and unbecoming practice; and learn how to make a proper
use of every new comfort which itis your happiness to assistin pr@Mimyj'mothers

were to encourage young women to make straw hats for reasons that included the use of
agricultural waste, modesty and health:

Would it not be well, my friends, for your young women to make good use of
the straw, which lies in such abundance in the eld, after the gathering of the
corn. Advise them talait it in long lengths about the breadth of a nger nail;

and then sow [sic] it together, in the shape of hats. They would look much
more modest and respectable in Church, if their heads were covered with hats
or bonnets; and if you all wore this kind of hat when exposed to the sun it would
save you from many pains in the head, of which you so frequently complain.
Let them set about this work, and there is no doubt, but that they will easily
accomplish fi§

A tempering of advice came a few months later, with an acknowledgement that Maori
women had weaving traditions of their own: "Have any of you begun to work the straw? An
old friend of yours has named three of your own plaits which he thinks will do, Tangiriki,
Rangatu, and RarangamaBBtait some of each and see which will answer best when sewn
together?]

Another possible reason for taking up straw work was that it would "a ord constant
employment' for the young people that they might "soon scorn the use of tobacco and pipe'.
But an alarming thought occurred to the English mother: "Do you, my firesdsitbe
Maori Messenger, or do you, as soon as you have looked over its contentt; lsa er it
torn uptoserve your pipes?' It was best, she advised, to sew the issues together letting “each
twelve months form a volume’, for the advice within its pages "will be as applicable in years
tocome’, particularly that on "the management of your cattle and agriculture in its various
brancheﬁ Those who had made straw hats and bonnets translated as "'nga potae wahine'

were urged to “leave one of each in the care of your friend and interpreter, Mr. C. O. Davies
[sic], Auckland, who will kindly show the@athose who are interested in your Welﬁre.'
Maori women were actively encouraged to take up straw work and to wear straw hats and

83\aori Messenger: Te Karere Madfi July 1851, p. 3.

86Maori Messenger: Te Karere Maafi July 1851, p. 3.

8Maori Messenger: Te Karere Mabfi September 1851, p. 4.

88\laori Messenger: Te Karere MaéiNovember 1851, p. 2.

8Maori Messenger: Te Karere Maardanuary 1852, p. 4. "Mr C. O. Davies' was Charles Oliver Bond
Davis. There are no examples of straw work in his collecti@odfavtefacts housed at Auckland Museum.
Email from Chanel Clarke to author, 23 June 2016.
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bonnets. Thatthey did this on their own termsis con rmed by the mangtae parakeke

(ax hats) in private and public collections in Aotearoa New Z%Iﬁhdse are not only

made from indigenous plant materials, but also created using a sophisticated circular plaiting
technique that results in a seamless rounded form. In short, they demonstrate an all-in-one
nger weaving technique that circumvents the two-stage process of plaiting and stitching
used to make Eliza Bennett's bonnet.

Homi Bhabha's notion of ‘mimicry' as evidence of the "ambivalence of colonial dis-
course' is also illustrated by Mhaori Messengessries on straw plait making. As already
suggested, he contended that: "Mimicry is, thus, the sign of double articulation; a complex
strategy of reform, regulation, and discipline, which appropriates the Other as it visual-
izes poweﬁ Class anxieties underpinned the advice that was given: "If you make up your
mindstoimitate the English people, let it be the best of them, the best of their works, and
their best methods of performing them, and for such imitation you will never hate cause
regret’] One of the subtleties that need to be remembered is the class associations of straw
plait making in Britain. As we have seen, straw plaiting was often linked to poverty. Due to
illiteracy, the "myriad patterns of plait' were not recorded:

Although many of the patterns had names, the methods of making them were
not written down; the plaiters' skills were passed on by example and by word of
mouth. The few accounts that do exist were clearly written by outsiders who
were not practitioners and who did not understand the process and techniques
they were witnessiffg."

In this context, therefore, colonial newspapers were unlikely to be a suitable medium
for teaching English straw plait making skills aomMicommunities. This form of colo-
nial rhetoric displays the ambivalence of the writer towals &% “civilising subje@”fs'.
Charlotte Godley's sentiments on “large straw hats with ribbons and owers' reinforces this
notion.

Cross-cultural exchange was not one-sided. Kristyn Harman has demonstrated that work-
ing-class migrant women “continued to deploy the strategy of utilising natural resources' as
an aspect of ‘'making shift' in their homes in Aotearoa New Zealand. There were many oc-
casions when the well-being of migrant families depended on women's familiarity with the
domestic uses of indigenous ora and f@ﬁar instance, they used ax, or harakeke, bre

9%pendergradteathers & Fibyeatalogue numbers 218 26.

9Homi Bhabha, *Of Mimicry and Man: The Ambivalence of Colonial DiscaDcsehelol. 28 (1984),
p. 126.

92Maori Messenger: Te Karere MabiNovember 1851, p. 2.

9viarian J. Nichols, “Straw Plaiting and the Straw Hat Industry in B@astymeol. 30, no. 1 (1996),
p. 117.

94Catherine HallCivilising Subjects: Metropole and Colony in the English Imagination, F&8ily1867,
Oxford, 2002, pp. 46 47.

%Harman, > Making Shift ', p. 33.
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as sewing thread for mending clothes, and cooked local species of duck, quail, parrot and pi-
geon, and prepared their feathers or ferns for b@d&sga result, working-class women,

such as Mary Ann Hodgkinson, the subject of her study, interactedaathitivnumer-

ous ways. Textiles were given and received; a Paisley shawl was given when their timber slab
house was completed and a woven mat for their earthen oor was received when a baby was
due{?’_7] In these ways, Harman argues, working-class women "not only drew on their own
English or European backgrounds but demonstrably incorporateichhaterial culture

and practices into their own domestic pra&q'e de nes hybrid domesticity as ‘domes-

tic practices and attendant economic strategies' that were “neither fully European nor fully
Maori', explaining that while a@dri worked actively to transform the new understandings
gained from colonists and to indigenize newly acquired knowledge', there is clear evidence
that this process was reciprocal for working-class families like the Hoq@&nmbon-

nets and hats provide compelling evidence of hybrid domesticity, to the extent that it is often
impossible to determine from written sources whether indigenous or exotic plant materials
were used to make them, as we will see in the next section.

Early forms of headwear

Headwear was worn byadri before the period of British colonial rule. During a visit to the
Bay of Islands in 1772, French seafarer Julien Marie Crozet observed:

We only allowed the chiefs, the women and the girls to enter the chart room.
The chiefs were distinguished by the feathers of egrets or of other aquatic birds
stuck in their hair on the top of their head. The married women are distin-
guished by a sort of straw plait which con ned their hair on the top of the head,;
the girls had no such distinctive mark, their hair hanging naturally over their
neck without anything to bind|[ff}

Crozet, and other early European observers, use the term “straw' loosely, making it dif-
cult to know what plant material is meant in numerous written accounts, although this is
not always the case. Itis clear from Kristyn Harman's work anbraigtings, for instance,
that this was the type of plant material Edward Jerningham Wake eld was referring to when
he wrote of the straw hut in tRépitea pavhich served as a police-o ce and government-
house', or that the “jail remained a straw hut, very much like a part of the adjoining native

%Harman, > Making Shift ', p. 39.

9’Harman, > Making Shift ', pp. 39, 42.

%Harman,~ Making Shift ', pp. 33.

99Harman, > Making Shift ', pp. 33, 43.

109ylien Marie CrozeErozet's Voyage to Tasmania, New Zealand and the Ladrone Islands, and the Philip-
pines in the years 177 14tdd&ated by H. Ling Roth, Truslove and Shirley, London, 1891; reprint Kiwi Pub-
lishers, Christchurch, 1999, p. 27.
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paF_Ulehis problem accounts for the uncertainty that occurs when turning to written de-
scriptions of Mori clothing. For instance, Lady Martin, wro®im Maoris

At the end of more than three months we cast anchor in the beautiful harbour
of Sydney. The rst people who came alongside, to our surprise and pleasure,
were New Zealanders. They formed the crew of the harbour-master's boat, and
were tall, ne-looking men, dressed in white duck trousers, jackets, and straw
hats. They were delighted to be greeted by the Bishop in their ow@peech.

Were these “straw hats' actuallpa@ made by Bbri? It is impossible to know what
plant materials they were made from and this in itself is revealing. Into an indigenous en-
vironment, where plants such as harakeigam kiekie, kouka, raup and lakaho were
signi cant textile resources, settlers had introduced a number of bre-yielding plants, such
as wheat, corn and rye.

Complicating matters, given that the occurrence described by Lady Martin took place
in Sydney, there were “cabbage tree hats' of Australian manufacture. These were also avail-
able from storekeepers and merchants in New Zealand towns, including Wellington, who
advertised goods for sale in some detail. In 1848, the year Eliza Bennett and her family ar-
rived in Wellington, George Scott of Thorndon Flat received "An Extensive Assortment of
Drapery Goods' on tHeanny Fishewhich included "Tuscan and Dunstable Bonnets' and
"Panama, Manila, and Cabbage Tree Hﬁwe Fanny Fishewvas a Sydney-built barque
that moved goods and passengers between Sydney and Wellington in a trade circuit that also
encompassed Manila, Batavia, Hobart and Au@&mbtt‘s advertisement points to the
potential in uence in New Zealand of Australian hat traditions alongside forms of headwear
shipped from far- ung ports around the world.

Cabbage tree hats were made from the leaves of the Australian cabbageitrise palm
tonia australisand not from tkouka, the cabbage t@erdyline australihat is endemic
to New Zealandt has been suggested that making hats from cabbage tree leaves began with
convicts at Botany Bay, but as well as institutional labour, also carried out at Hyde Park Bar-
racks during the nineteenth century, this was a cottage industry, particularly in semi-coastal
rainforest areas where the tree was @While it might be anticipated that cabbage tree
hats were primarily worn by men in rural locations around Australia as a signature part of

PHarman, * Some dozeaupo whareand a few tents '; E. Jerningham Wake Attlienture in New
Zealand Vol. Il, John Murray, London, 1845; reprint Whitcombe & Tombs, Christchurch, 1955, pp. 43, 73.
103 ady Martin Our Maoris Society for Promoting Christian Knowledge, London, 1884; reprint , p. 3.
10§ ew Zealand Spectator and Cook's Strait Guafliamuary 1848, p. 2.
10N ew Zealand Spectator and Cook's Strait GuaglEmuary 1848, pDiily Southercross, 22 July
1848, p. 2; Nedealanderl6 September 1848, p. 1.
0Peter Davies, "Women and Work at the Hyde Park Barracks Destitute Asylum ASwtiradgsian
Historical Archaeolodfgl. 28 (2010), pp. 13-23, see p. 18; ‘Cabbage Tree Hats. Australia's Lost Industry’,
Evening Pqs29 November 1929, p. 19.
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“bush dress', this was not the entirely the case. As art historian Margaret Maynard has docu-
mented, these hats were worn in town and country. They were "the mark of unruly town
roughs "The Cabbage Tree Mob' who stressed their native origins and poked fun at
more conservative male head\@sshe also found that cabbage tree hats were worn by
both men and women. It is more challenging to tease out the history of this hat in New
Zealand, yet it would appear that they were rough or respectable according to the reputa-
tion of the wearé[Jock Phillips has drawn broad distinctions between the settled areas of
New Zealand and the “frontier world of huts and tents', where “posh’ clothing was an ‘en-
cumbrance that quickly became d@?/l?lush hats, such as toppers, had no place in that
world; in fact, Charlotte Macdonald has conveyed the delight Samuel Butler felt at burning
his top hat on arrival at Lyttelton in 1863 in her exploration of colonial icor@lasm.

British male settlers were observed wearing hats wovaarbwdinen. For instance,
inthe late 1840s Charles Hursthouse advised prospective farmers on which items of clothing
to bring to New Zealand, explaining local habits, as follows:

A stock of plain strong clothing, with a good supply of stout boots. Itisdi cult

to give the approved female costume; fashions are ckle, evenin Taranaki; buta
gentleman's good common dress is a annel under-waistcoat, strong blue shirt,
No. 7 Coker canvass or stout duck trousers, a sailor's blue frock, or shooting
coat, and a native-made kie-ki¢fat.

A few years later Hursthouse commented on the nature of trading relations between
Maori and British communitiesTine Maori Messenger: Ko Te Karere Maori

Inthe neighbourhood of the settlements, they are fastadopting European cloth-
ing, and are conforming to our habits of living. They dislike spirits, rather pre-
ferring sweet wines or beer; but are all most inveterate smokers. They carry on
a brisk retail trade with the inhabitants of the di erent towns and settlements;
and formerly, before there was much European cultivation, almost entirely sup-
plied us with potatoes and other vegetables. Now, however, their chief arti-
cle of sale is pigs, of which they possess great numbers, self fed, principally on
fern root. These they drive from house to house, and sell with great judgment

109 1argaret Maynaréfashioned from Penury: Dress as Cultural Practice in Colonial AGstralisidge
University Press, Cambridge, 1994, p. 170; see also Melissadekanstal HistoryUniversity of Queens-
land Press, St Lucia, 2012.

107Alongside advertisements for cabbage tree hats, colonial newspapers include descriptions of these articles
being worn by crime suspectsVegllington Independer7 April 1850, p. 2.

108)9¢k PhillipsA Man's Country: The Image of the Pakeha Male A Higeenyguin, Auckland, 1987, p.
30.

10¢harlotte Macdonald, 'Beyond the Realm: The Loss of Culture as the Colonial Codditioal, of
New Zealand Studiew. 12 (2011), p. 4.

& harles Hursthous&n Account of the Settlement of New Plyn®mith, Elder & Co., London, 1849;
reprint Capper Press, Christchurch, 1975, p. 117.
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and acuteness. They also carry round bundles of rewood, baskets of potatoes,
wheat, maize and melons; occasionally pigeons, parrots and sh; oor-mats,
excellent shing lines, straw hats, useful ax baskets. The proceeds of these var-
ious articles are now chie y invested in blankets, prints, clothing, and tobacco.
They are good judges of what they buy, examining everything very minutely.
The purchase of a coat or blanket is undertaken as a grave business, requiring
the advice of sagacious friends; even a pipe is not to be lightly bought, and the
patience of storekeepers is often sorely tried in e ecting the sa@]’of one.

This was a bilingual newspaper in which the phrase ™ oor-mats, excellent shing lines,
straw hats, useful ax baskets' was translated as "te takapau, te aho hi-ngohi, te potae kiekie,
me te kete whirirua, rangatu, tangariki, me ern [sic] atu.' H. W. Willizini®sary of the
Maori Languag®mitted ‘rangatu’, although ‘ranga’ and ‘raranga’ were included as terms
for weaving, however “tangariki' was de ned as "An inferior kind of odffiry spe-
ci c names for weaving patterns across di erent iwi (tribal authority) were lost in transla-
tion, through trade and over time. Mick Pendergrast (1932 2010) collected patterns and ter-
minologies used by weavers who were active in the second half of the twentieth century.
These included the relatively simple takitahi, or the over-one under-one chequerwork pat-
tern, twilled twos and threes patterns, and a wide variety of combined chequerwork and
twilled patterns, such as square, star, diamond, step and tooth-like patterns, among many
others, including various forms of openwork. Some of these patterns were named, others
were nof#

Likewise, there is ample evidence tlairMnen wore British-style headwear from the
early years of colonial rule. Edward Campbell wrote in 1840: "Blankets, muskets, (double-
barrelled oneswith intlocks are preferred,) gunpowder, cartouch-boxes, bowed-tomahawks,
tobacco, common check shirts, Scotch caps or straw hats, and navy blues, are the articles
principally in demand among the nati@‘stn 1863, the year of Eliza Bennett's marriage,
imported men's hats, or "Potae Tane', were advertised to readers of the regional niupepa
(newspaper]e Waka Maori o Ahuriri

PANUITANGA. TENEI katahi nei ano ka tae mai i Ingarani mo te raumati. 2
nga pouaka Potae Tane.

Ko te ahua he Panama, (me te kiekie nei ano); ko te kara he pouri, he ma, he aha
atu; ko te utu 2s 6d tae ki te 15s mo te mea kotahi. He pai rawa enei potae, ko
nga mea i te kau ma rima hereni (15s) he tino pai rawa atu.

¥aori Messenger Te Karere MadiJune 1850, p. 4.

4. w. WilliamsDictionary of the Maori Languag® edition, GP Publications, Wellington, 1992.

Rick Pendergradkaranga Whakairo

11, campbellThe Present State, Resources and Prospects of News@ithigBftier & Co., London,
1840, p. 10.
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Na te HATANA, Hepetema 2, 1863.

Lachy Paterson has explained that although this niupepa was not an o cial government
publication, it was supported by government money and allowed o cials and politicians,
principally Donald McLean, a means by which communicate wﬁh@Advertisements
were part of a developing cash econoragrivhen utilised British-style clothing across two
worlds and in their own ways, that is, in a similar manner to their female counterparts. For
both sexes, the headwear they chose to wear was part of a dynamic response to capitalism
and colonisation.

The ways that Mori wore items of clothing familiar to British settlers had a signi cant
impact on how they were perceived by onlookers, in addition to how they perceived them-
selves. For instance, following a visit to Manaea@bnial surveyor John Rochfort wrote:

He [Mr. McLean] then sat down, and an old woman of rank nimbly stepped
forward. These people are fond of imitating the dress of the whites; and if they
can pick up only one article of clothing, they wear it without any regard to the
other parts of their person. She had on a fashionable straw bonnet, with a bright
green veil modestly concealing her face, whilst over her naked shoulders was
thrown a white blanket, which reached down to her knees. Below this appeared
her dusky legs and feet; the whole presenting a ludicrous contrast, putting one
in mind of the Mexican full-dress a shirtcollar and a pair of @urs.

Vignettes like this provide a culturally-in ected means for understanding straw bonnets
and related forms of headwear with a reach that goes beyond standard accounts of stylistic
changEFBut atthe same time they do not permit a shift away from the impact of style. The
“fashionable straw bonnet' and its manner of wearing was integral to the telling of this tale,
providing a highly subjective account of style right down to the way the blanket was "thrown'
over "naked shoulders'. The straw bonnet was clearly meaningful to the kuia (female elder)
concerned, but without knowledge of her personal identity the speci cities are di cult to
determine. Barbara Brookes has described such material objects as "new reference points'
for MaoriEFThere are no bonnets with provenance to known mid-centoy Mlomen
in museum collections located in the lower North Island, despite the fact that these were
worn. This was not a story that the dominant culture found it necessary to memorialise in
tangible form; nor was it a story thaa®i chose to remember as part of their strategies

1¥e Waka Maori o Ahurirj 19 September 1863, p. 4.

11% achy Paterso@olonial Discourses: Niupepzokil 1855-1868go University Press, Dunedin, 2006,
pp. 22 23.

130hn RochfortThe Adventures of a Surveyor in New Zealand and the Australian Gold Mggidgs,
Bogue, London, 1853; reprint Capper Press, Christchurch, 1974, pp. 31 2.

for an excellent photographic survey of the nineteenth century hats and bonnets see, Althea Mackenzie,
Hats and Bonnetdational Trust, London, 2004.

1BrookesA History of New Zealand Womegn 31.
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for cultural survival. What has been preserved are cleverly constructed hybrid garments. As
well as ptae, there are garments sucletist® (waistcoats) woven from harakeke and other
indigenous plant br@lt would appear that these are the better conveyors of narratives

of adjustment.

Wearing bonnets in Wellington

Beyond de nitions of style, nineteenth century women's bonnets have also been misunder-
stood in another important way. They have been regarded as unproblematic evidence of
the existence of separate male and female spheres. Working against this assumption, liter-
ary historian Kathryn Ledbetter has argued that the juxtaposition of “fashionable bonnets
with news about violence abroad’ive Lady's NewpapaBritish periodical that ran from

1847 to 1863, should not be seen as a “collision of the traditional female domestic sphere with
the masculine imperialist world', but more correctly as “inescapable evidence of Victorian
women's unselfconscious, complicated and powerful role in forming imperialistideology ...
subverting our notions of women's propriety and placement in traditional stereotypes of
separate sphe@s\Ne have seen how imperialist and separate spheres ideologies played out
in relation to the making of bonnets in colonial New Zealand, especially for the lower North
Island. But how do we de ne the place and meaning of bonnets in everyday life? To assess
this, itis useful to return to the town most intimately known to Eliza Bennett.

Photographs are a useful source of evidence relating to women's bonnets in use. They
also tie in neatly with Eliza Bennett's personal history as her uncle, William James Harding,
and her son, Frank Denton, were both noted Whanganui photographers. The photographer
and collector William Main has promoted an understanding of Wellington's past through
this medium over many decades. Even so, the richness of this archive for histories of colonial
textile culture remains relatively unta@félélrom the late 1850s photography opened up
new possibilities for detailed depictions of clothing and textiles as they were worn and used
by people from many di erent walks of life. Formal portraiture was carried out by George
Henry Swan, who set up a photography business at Clay Point (now Stewart Dawson's cor-
ner) in 1857, and he was soon joined by William Davis and James Dacie Wrigglesworth. The
work of these photographers provides evidence of complete out ts in contrast to single

12Bee for instance, Waistcoat, Te Ore Ore weavers, ¢. 1880s, 2003.5.1, gifted by Mrs Barbara Nichols, Aratoi
Wairarapa Museum of Art and History. For image, see http://www.nzmuseums.co.nz/account/3313/object/

1632.

2Kathryn Ledbetter, ‘Bonnets and Rebellions: Imperialismin The Lady's Newspagerian Peri-
odicals RevieWol. 37, No. 3 (2004), pp. 252-272, see p. 252-53.

128nilliam Main,Wellington Through a Victorian Lenillwood Press, Wellington, 1972; William Main,
Wellington Album: A Selection of Photographs from the Earliest of Times to therarekant House,
Wellington, 1998.
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museum objects worn by &bri and British settlers in Wellington in the 1860s. It is neces-

sary to bear in mind that the garments of any sitter could be chosen for the purposes of im-
age making, and were therefore not necessarily representative of everyday wear. As William
Main's work on the Crawford Album held at the National Library of New Zealand has re-
vealed, however, informal portraiture provides insightinto everyday clothing as a lived reality
around 1860.

The Crawford Album includes a photograph of Jessie Cruickshank Crawford seated in
aroom of her Hobson Street house (see Figyre 4.13). With her hair up in a soft bun, she is
leaning over her infant son, Harry, who is in a bassinette, wearing a print dress with a lace
coIIarEFThere are many textiles in this image, including the clothes of her baby, his bed-
ding, the furniture on which she is seated, and her garments, yet her head is completely bare.
This rare and candid photograph tells us that women did not necessarily cover their heads
when they were indoors and that not all women wore caps when they married, as they are
traditionally believed to have done. As William Main says: "The informality of these stud-
les is something which only a photographer with a good rapport with the household could
have achiev@ The album also includes a remarkable photograph of a group at a door
that suggests the role of headwear in signalling transitions between indoor and outdoor lo-
cations. There are two seated women, Jessie Cruickshank Crawford, with a straw hat in her
hands, and Bethia Campbell Featherston, with a printed cloth bonnet on her head, with
a bare-headed man, Doctor Andrew Sinclair, standing behind them (sge Figure 4.14). The
photograph appears to capture a moment of coming and going Jessie Cruickshank Craw-
ford has no cape, unlike her female companion that was marked through clothing and
headwear, possibly quite unconsciously in many instances because it was habitual, although
intentional gesturing with a bonnet, hat or cap should not be i@ﬁred.

Studies of textiles, in particular, and clothing, perhaps to alesser degree, have a tendency
to focus on indoor contexts, but the material practices associated with these items are reveal-
ing of the ways people lived in colonial towns. One advantage to investigating a bonnetis that
it was an item of clothing intended to be worn outdoors, in Eliza Bennett's case to church
and back to be married. Headwear was selected and used in relation to built environments,
and there are a number of studies on Wellington's architectural history that provide back-
ground information. Chris Cochran has researched Wellington's early architectural history,
with a focus on British immigrants involved in constructing buildings, such as architects,

12} ote that “"Harry' or Henry Duncan Crawford was born to Jessie Cruickshank Crawford and James
Coutts Crawford in 1859, see BDM online, 1859/6378. The album is thought to be the work of Australian
amateur photographer Matthew Fortesque Moresby, a friend of the Crawford family, who visited them in
Wellington in 1859-60. See Main, pp. 7, 26

12Main, Wellington Albumpp. 26-27.

2¢rawford Album, PA1-f-019-21-4, National Library. See http://natlib.govt.nz/records/23109578?search%
5Bpath%5D=items&search%5Btext%5D=jessie+cruickshank+crawford.
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Figure 4.13: Mrs Crawford and Harry, c. 1859. Ref: PA1-f-019-18-5, Alexander Turnbull Li-
brary, Wellington, New Zealand.
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timber-millers, builders, and masons, and their materials, mainly local timber, but also plas-
ter and ston He observed that before 1870 Wellington was a "timber town', largely as a
result of a series of signi cant earthquakes that occurred in 1848, 1855 and 1868. Cochran,
like many architectural historians, did not explore how people used these buildings, and this
is where Eliza Denton's straw bonnet is highly suggestive of the ways that so-called "hard'
and “soft' materials relate to one another. Pictorial material shows that bonnets and hats
were worn by settler women for everyday outdoor activities: along streets to banks, churches,
shops, schools; in the hills, down rivers, on beaches, and out at sea. In analytical terms, bon-
nets take women outside, as well as reveal the importance they placed on the relationship
between indoors and outdoors, of crossing thresholds. For some women, this was an impor-
tant transition. After all, Eliza Denton owned a cap basket, which she took with her when
she was visiting. Perhaps she did this for a combination of reasons: deeply-held Christian
beliefs, everyday cultural conventions, attitudes towards her body, health and social status,
and practical considerations, such as keeping her hair tidy and her head warm.

Conclusion

Colonial textile culture emerges as a concept that gives mid-century migrant women a pres-
ence within the streets of colonial Wellington, moving with purpose between the churches,
houses and shops that expanded along the shoreline and up the slopes surrounding the har-
bour. As such it foregrounds women's commercial, familial and social networks, creative
practices and lived experiences in this locality. More importantly perhaps, colonial textile cul-
ture highlights the commonalities and di erences across cultures. As Julie Paama Pengelly, a
historian of Maori art, has explained: "Plaiting has enjoyed continuous practice, largely due
to the plentiful supply of material and the fact that the practice did not o end European
sensibilities or contravene Christian sentinfiéffgatanga did not go against the grain of

British cultural norms because plaiting was integral to British textile practice. British settlers
had deep cultural connections to cereal plants like wheat as "the sta of life' aohile M

had their own unique interrelationships between whiri, whenua and%jafenhis case

study also supports and extends Kristyn Harman's work on hybrid domesticity, in which
distinct cultures had the opportunity to gain knowledge and skills from one another and to
live in the broad shadow of a shared humanity, alongside bitter con ict and ﬁj’strust.

12&hris Cochran, Styles of Sham and Genuine Simplicity: Timber Buildings in Wellington to 1880', in
David Hamer and Roberta Nicholls, ddw Making of Wellingtorpp. 107 28.

123ulie Paama-PengeVhaori Art and Design: Weaving, Painting, Carving and Architedexe Hol-
land Publishers, Auckland, 2010, pp. 26, 45.

2PetrieChiefs of Industyp. 88.

2Harman, > Making Shift .
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Figure 4.14: Bethia Campbell Featherston, Doctor Andrew Sinclair and Jessie Cruickshank
Crawford. Ref: PA1-f-019-21-4, Alexander Turnbull Library, Wellington, New Zealand.
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Chapter 5

"She wore her wedding-dress still':
|Isabella Alexander's Dress

Wedding dresses cherished by married couples and their descendants are often the most "bi-
ographical' textile artefacts of mid-nineteenth century marriage. When Isabella Alexander
married Matthew Fitton at Holy Trinity Church, Lyttelton, Canterbury, on 20 July 1869,

she wore a brown striped silk dress that has endured as a lustrous relic of an everyday colo-
nial match that was unusually Iong-laﬂi@ger a hundred years later, her grandson Jim
Jaggard loaned her wedding dress to Feilding Borough Council for public display during the
centenaries of the Manchester Block settlementin 1974 and the township of Feilding in 1981.
At least two other silk wedding dresses worn by Mary Susan Hocking in 1882 and Clara
Fitton in 1902 were included in the displays; meanwhile a number of participants at civic
events, including a street parade, wore garments of similaﬂvTﬂtag'eedding dresses

were handed to Manawatu Museum with other clothing and textile items that were not re-
turned to lenders in 1@5’luseums across the country have similar troves of nineteenth-
century silk wedding dresses that have survived being remodelled into new items or rein-
vented as twentieth-century “period cos@rﬁe‘me of them are associated with women

Marriage Certi cate: Isabella Alexander and Matthew Fitton, 20 July 1869, 1869/4821. Matthew Fitton
died on 10 July 1936, aged 91 years, see Matthew Fitton, BDM Online,1 98&/24v9; Standard]11
July 1936, p. 5. Isabella Fitton died on 1 September 1939, possibly aged 90 years, see Isabella Elizabeth Fittor
BDM Online, 1939/176MAanawatu Standardl September 1939, p. 1.

2Two-piece Victorian wedding dress with bustle back in blue grosgrain silk decorated with ruching, worn
by Mary Susan Hosking (formerly Hocking) in 1882, 85/88/29, on loan from Feilding Borough Council,
TMM; Three piece wedding dress with two bodices and one skirt in plain and sprigged cream silk, worn by
Clara Fitton in 1902, 85/88/31, on loan from Feilding Borough Council, TMM; Two young ladies in period
costume at the garden party (Svendsen Photography), in 'A Centenary of Achievement: Feilding Borough
Centenary, 1881 198&gilding Herald Centennial Issi@81, p. 82. See also Labrum, "Women Making His-
tory in Museums', pp. 74 93.

3Feilding Borough Council Collection, c. 1815 1910s, D85/83/1 40, on loan from Feilding Borough Coun-
cil, TMM.

4Te Manawa Museum has three additional nineteenth-century wedding dresses: Victorian bustle style
wedding dress in khaki brown ta eta, worn by Charlotte Ferguson (formerly McHarg) in 1876, 2000/174/1,
gift of Isabel Robertson, TMM; Wedding dress in stone coloured ta eta silk, worn by Beatrice Eleanor Laing
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whose husbands were signi cant political gures; others are heirlooms of British migrant
women and their familistsabella Alexander's wedding dress, the subject of this chapter,

is an example of the latter. As the product of a silkworker's loom and a home dressmaker's
work table, itis an embodiment of the allegiances, aspirations, identity and status of a young
Scottish bride and her English groom at the outset of their married life on Banks Penin-
sula.

Within and beyond the intimacies of marriage, silk is widely understood to have "'made
real' the social categories of class, gender and race in colonial Canterbury. It is not known
whether Matthew Fitton wore a “silk topper’ or if his waistcoat was made from silk brocade
or "poor man's silk’ (corduroy). It is known, however, that bride and groom had shared
origins as migrants from British weaving districts: for her, the Scottish woollen manufactur-
ing town of Kirriemuir, in Forfarshire, and for him, the English silk manufacturing centre
of Maccles eld, in Cheshire. While they were presumably well-versed from childhood in
processes of cloth manufacture from the wonders and miseries of "Kay's ying shuttle' to
those of "Cartwright's power loom' in colonial Canterbury they had lives on tl’@ land.
Their marriage in 1869 marked the beginning of a colonial family that branched vigorously
to include hundreds of descendants in the present day. But, the early years of their marriage
also marked a beginning, and arguably a high point, for the development of sericulture in
the region. The motivations of the men and women who worked to introduce Morus alba
(white mulberry) and Bombyx mori (domestic silkworm) to Canterbury, and to other dry
regions, such as Otago and Nelson, and who diligently attempted the ddly tasks of raising
silkworms to maturity, killing them and reeling their silk, opens up a further set of possibil-
ities relating to the development of colonial textile knowledge and its distribution.

Investigating Isabella Alexander's silk wedding dress as a form of textile culture that was,
and continues to be, embedded in the contexts of family and locality is one avenue. Another
concerns the range of social identities that were constituted through the use of silk for wed-
ding ceremonies and other occasions. Photographic images of colonial brides fashionably
swathed in white silk by professional dressmakers stand in striking contrast to her relatively
understated brown striped §][khe phenomena of “society weddings' was highlighted in

(formerly Adsett) in 1883, 73/51/1, gift of Mrs Evelyn Laura Williamson, TMM; Victorian wedding dress in dark
blue ta eta and velvet with bustle back, worn by Anna Matheson (formerly Lindsay) in 1885, 90/17/1, gift of
Mr William Kenneth Mcllroy, TMM. For selected examples held by other museums, see NZ Museums Online,
https://www.nzmuseums.co.nz/explore/collections (accessed 12 December 2018)

*For instance, Wedding dress worn by Sarah King on her marriage to William Barnard Rhodes, 1852,
GHO018278, gift of Rupert Ryle-Hodges, William Cavendish and John Wittgenstein, 2016, Te Papa. This wed-
ding dressis accompanied by awedding waistcoat made for the groom in the same fabric. See Wedding waistcoat
worn by William Barnard Rhodes on his marriage to Sarah King, 1852, GH018279, gift of Rupert Ryle-Hodges,
William Cavendish and John Wittgenstein, 2016, Te Papa.

6Giorgio RielloCottonp. 211.

’Sandra ConelDo: 125 Years of Weddings in New Zeatodher Moa Beckett, Auckland, 1995, p. 14.
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studies of colonial Canterbury conducted in the @%Oesiderable e ort and expendi-
ture went into procuring white satin dresses, tulle veils, ‘real' lace and delicate wreaths of
wax owers for brides and their female attendants. However, the themes of "beauty and
fashion'and ‘decorative idleness' on which this earlier work was based have been overturned,
particularly as the nancial, intellectual and managerial capacities of elite women are more
widely understoc@LSince then, Jane Malthus's studies of dress reform, dressmakers and
extant nineteenth century dresses have covered the making of wedding and other dresses, as
discussed elsewhere in this ch@ﬁmre recent research on intermarriage has found that
“the rituals of the white wedding' taken up by leadiagrMamilies “operated withiralori
tikanga', especially in relation to “the extension of hospitality through fgasting'.

This chapter examines how a Scottish migrant bride of ordinary means dressed for her
wedding in comparison to other brides of her locality. Wéialdhu brides and those
from other rohe or tribal areas wore can be interpreted as both a matter of choice and
an imposition of colonial society. This tension is evident when the physical constituents of
garments are considered in tandem with how they were represented. As Karen Tranberg
Hansen observes: "Dress has been analyzed, by and large, as representing something els
rather than something in its own right, although new e orts to engage materiality suggest
that this approachis changﬁ@fbr instance, this includes the ways in which the lustre and
handle of ne silk could elicit aesthetic responses. Moreover, as E. Jane Burns states, there are
"bene tsto be derived from reading individual garments as highly charged and malleable cul-
tural icons that de ne, describe and productively create socia@ﬁdiesedding dresses
could be dynamic in cultural and social terms. Yet divergent conclusions have been drawn.

8Stevan Eldred-Grigy New History of Canterbugy. 85; Stevan Eldred-Grigg, "The Beauty and Fash-
ion of the Province: Women of the Landed Gentry of Canterbury, 1880 1910, in Len Richardson and W.
David Mcintyre,Provincial Perspectives: Essays in Honour of W. J. ,Gzadtenbury University Press,
Christchurch, 1980, pp. 74 90.

9Jim McAloonNo Idle Rich: The Wealthy of Canterbury and Otago 184@184atUniversity Press,
Dunedin, 2002, pp. 75 93.

1valthus, *Bifurcated and Not Ashamed', pp. 32 46; Jane Malthus, "Worse than picking up pins: The
Search for Dressmakers in Nineteenth-century New Z&itantd;entre Reviewl. 1, no. 2 (1991), pp. 3 8;
Malthus, "Dressmakers in Nineteenth Century New Zealand', pp. 76 97; Malthus, "European Women's Dress
in Nineteenth-Century New Zealand'.

anhallaylatters of the Heanp. 33; Inano Walter, "He Wahine, He Whenua | Ngaro Ai? Maori Women,
Maori Marriage Customs and the Native Land Court, 1865 1909', MA thesis, University of Otago, 2017, pp.
32, 39, 135. The literature on intermarriage also includes Kate Riddell, ’A Marriage of the Races?: Aspects
of Intermarriage, Ideology and Reproduction on the New Zealand Frontier', MA thesis, Victoria University,
1996; Pat Grimshaw, “Interracial Marriages and Colonial Regimes in Victoria and Aotearoa/New Zealand',
Frontiersvol. 23, no. 3, 2002, pp. 12 28; Judith Binney, * In-Between Lives: Studies from Within Colo-
nial Society', in Ballantyne and Moloughney Rdputed Historiggp. 93 117; Angela Wanhahéyisible
Sight: The Mixed-Descent Families of Southern New ZBaidget Williams Books, Wellington, 2009; Da-
mon SalesRacial Crossings: Race Intermarriage, and the Victorian British, EXrfaird University Press,
Oxford, 2011.

Karen Tranberg Hansen, “The World in Dress: Anthropological Perspectives on Clothing, Fashion, and
Culture',Annual Review of Anthropolpgy 33, no. 1 (2004), p. 369.

1¥. Jane Burns, "Why Textiles Make a Di erence’, in Jane BuiMsgielal Fabrications: Dress, Textiles,
Clothwork, and Other Cultural ImagininBslgrave Macmillan, New York and Basingstoke, 2004, p. 2.
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For Dianne Lawrence, "the dressed self is the most intimate expression of subjectivity', while
for Viccy Coltmann, writing about an earlier period, itis less authentic: “an exterior carapace
of identity that can be assumed, contrived and manip@tesh‘ort, Isabella Alexander's
wedding dress will be used to show that the constraints and possibilities of raw materials are
as integral to colonial textile culture as the personal and social circumstances of construction
and wear.

Isabella Alexander's wedding dress

Isabella Alexander's wedding dress bears the imprint of a slender, young woman (see Figures
B.[IU5.4). The cast-like qualities of the bodice and the length of the skirt give an impression
of her height and weight, as well as her gure and posture. Nineteenth century dresses are
a source of anthropometric data, although garment t, that is, how well the garment con-
formed to the shape and size of the wearer's body, was in uenced by social and economic
statuﬁ The wedding dress is neither showy nor dowdy. The style is restrained, yet with-
out skimping; the cutting and stitching are precise, yet not faultless. The dress engages the
senses in subtle ways. Even lying at in a collection store, it clearly has qualities of beauty
and elegance. The silk ta eta has very ne black and grey stripes. It is crisp and gleaming
and in wear would have caught the mid-winter light inside the church and rustled with the
movement of its wearer's body and any mid-winter breezes coming up o the harbour or
down from the rim of the crater. Residues of wear show up on the fabric, including pink-
shaded traces of mould or perspiration under the armpits and around the breasts and faint
stains of what may be spilt food or drink on the front of the skirt (see @SB]EN.
holes made by silver shindicate that a glaze was used to nish the fabric and cannot be seen
as evidence of later negﬁém exterior view of the wedding dress conveys an impression
of youthful respectability, while an interior view attests to the considerable labour involved
In its construction.

The cut of the dress is relatively simple and shares broad similarities to extant dresses
of the late 1860s (see Fidures 5.p{8)as a tted bodice joined by a waistband to an
ample skirt with most of fullness at the back. The bodice opens down the front, from the
simple band collar at the neckline to a hand span below the waistband. It is fastened with

4 awrenceGenteel Womep. 12; Viccy Coltman, “Paper Trails of Imperial Trav(a)ils: Janet $ainaw's
ney of a Journey from Scotland to the West Indies, North Carolina and Portugal, i Rosi&/Bias and
Kate Smith, ed&ritish Women and Cultural Practices of Empire, 177Bl@dtsbury Publishing, New
York, 2019, p. 67.

%/ivienne RichmondClothing the Poor in Nineteenth-Century Engl@ahbridge University Press,
Cambridge, 2013, pp. 65 6.

18t is, of course, possible that these marks were created by other wearers in the 120-year period before it was
deposited at Te Manawa Museum.

Lassessment of Anne Peranteau, Textile Conservator, 16 September 2016, TMM.

vialthus, "European Women's Dresses in Nineteenth-Century New Zealand', pp. 108 71, esp. 119.

228



Figure 5.1: Full view of front of Isabella Alexander's wedding dress, 1869. Ref: 85/83/30, Te
Manawa Museum. Photograph by Bernadette Peters.
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Figure 5.2: As Figliré 5.1, with overbodice.
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Figure 5.3: Full view of back of Isabella Alexander's wedding dress, 1869. Ref: 85/83/30, Te
Manawa Museum. Photograph by Bernadette Peters.
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Figure 5.4: As Figurd 5.3, with overskirt.
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large closely spaced hooks and stitched eyelets. A curved band of fabric edged with black lace
and velvet ribbon has been used to decorate the front of the bodice. This follows a line from
mid-bust level to shoulder and on the left side conceals a horizontal opening with a button.

If the opening had been vertical and on both sides of the bodice, it would be conclusive
that these were "nursing slits' intended for breast@ﬂmgconcealed opening is not a

pocket and it remains a mystery. Two vertical darts on each side of the front opening provide
shaping to the bodice. While there is no boning to provide structure, the bodice has a solid
feel as it is completely lined with a dense, pale cotton fabric. Each piece of the bodice has
been lined separately and stitched together as one piece of fabric with wide seam allowances.
The shoulder seams are angled to the armscye to give the appearance of slightly dropped
shoulders. The sleeves are long and have been cut in two shaped pieces that are generously
proportioned at the upper arm with a deep tuck and then tapering down to tsnugly onthe
forearm. The sleeves have been trimmed with black lace across the front facing part of the
upper arm and the cu .

The skirt was constructed from eight panels of fabric that are 19 inches (483 mm) wide.
When the dress is spread out, the skirt is shorter at the front than the back. The front of
the skirt has large wooden buttons covered in the striped silk and trimmed with a semi-circle
of black lace. One of the buttons is hanging on a single thread and it is evident on turning
it over that it has been reused, as underneath there is an earlier covering of apple green silk.
The back of the skirt is dense with ne cartridge pleating into the waistband. Although it
IS a one-piece dress, it has three parts: the dress itself, an overbodice and an overskirt. The
secondary pieces are intended to be worn together, perhaps as an alternative to wearing the
dress onits own (see Figurie 5.9). When worn without the overbodice and overskirt, the dress
would have had all its decorative detail concentrated at the front. Such refashioning would
have extended the duration of wear. There is no conclusive evidence of unpicked stitching
to suggestthatthe dress was remodelled from a previous garment, although it is possible that
the age of the fabric predates that of the ess.

The original undergarments have not survived, but the bodice was probably worn over
a lightly boned cotton corset and cam@onﬂe fullness of the skirt at the back suggests
it was worn with a crinoline petticoat that was at at the front and rounded at the back. In
wear, the hem would most likely have been horizontal with the ground, creating a parabolic
shape in pro le. There are internal features that relate to garment care. Inside the waistband
there is a tape for hanging up the dress when not in use. The lower edge of the skirt has a
glazed cotton band trimmed with a wool braid to provide weight and protection from dirt
and abrasion when walking. The original outerwear is also missing, and this might have

I%Catriona Fisk, “Looking for Maternity: Dress Collections and Embodied Knov#asigeh Theory:
The Journal of Dress, Body and Culote?23, no. 3 (2019), pp. 401 39.

20Assessment of Anne Peranteau, Textile Conservator, 16 September 2016, TMM.

2Banet ArnoldPatterns of Fashion 2: Englishwomen's Dresses and their ConstructionMa@60- 1940
lan, London, rst published 1966, new edition 1977, p. 24.
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Figure 5.5: Inside bodice of Isabella Alexander's wedding dress, 1869. Ref: 85/83/30, Te Man-
awa Museum. Photographs by Bernadette Peters.
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Figure 5.6: Inside back and buttons of Isabella Alexander's wedding dress, 1869. Ref:
85/83/30, Te Manawa Museum. Photographs by Bernadette Peters.
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Figure 5.7: Back and sleeve details of Isabella Alexander's wedding dress, 1869. Ref: 85/83/30,
Te Manawa Museum. Photographs by Bernadette Peters.
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Figure 5.8: Back waist details of Isabella Alexander's wedding dress, 1869. Ref: 85/83/30, Te
Manawa Museum. Photographs by Bernadette Peters.
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Figure 5.9: Overbodice and overskirt of Isabella Alexander's wedding dress, 1869. Ref:
85/83/30, Te Manawa Museum. Photographs by Bernadette Peters.
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included a mantle for warmth, as well as a range of accessories, such as a bonnet, gloves,
bunch of owers, handkerchief, stockings and shoes. A deep pocket in the side seam of
the skirt suggests that no bag was re@irléalmily context is integral to addressing the
circumstances in which the wedding dress was made.

The importance of family contexts

Wider insights into colonial textile culture in mid-nineteenth century Canterbury can be
gained by placing Isabella Alexander's wedding dress in a family context. The precise form
of the dress is a reminder of the centrality of the wearer to its interpretation. The donor,
Jim Jaggard, contributed a short entry on his grandmother for a history of Beacons eld, in
northern Manawat, where she lived from the mid-1880s.

Shearrivedin New Zealand at Lyttelton on July 27, 1861 on the ship "Chrysolite’
(Captain Mclintyre) with her father, grandmother and an uncle, James Alexan-
der. Isabella's mother died when she was an infant. Her aunt (her father's sis-
ter) Jessie Alexander, was especially selected as a teacher who was brought to
New Zealand by the Bishop Designate, the Rev. Thomas Jackson, and came
to New Zealand in the ship "Cressy' in 1851. Isabella Fitton died at her daugh-
ter's (Clara) residence in Feilding on September 1, 1939. She was buried in the
Feilding Cemetery on the day World War Il was declared (Septemb@& 1939).

Family histories reveal that Isabella Alexander was born to George Alexander and Elis-
abeth Smith, at Kirriemuir, Forfarshire (now Angus), Sc@&ﬁmt birth was registered
‘illegt.” on 21 July 1BbThe 1851 census, taken on 30 March 1851, lists her as seven months
old, suggesting that she was born in Septemb Xghhew Blaikie's research on the
parish of Rothiemay reveals that illegitimacy was common in mid-nineteenth century Scot-
land, with the national ratio running at 7.8 per cent irﬂBﬁﬂoointS to the importance of
grandparents in these situations. The 1851 census indicates that Isabella Alexander was living
with her mother, her maternal grandparents, James and Janet Smith, and a three-year-old,
John Fraser. By the time of the 1861 census, taken on 7 April 1861, she was living with her

220n the signi cance of women's pockets, see Barbara Burman and Ariane Féhed®acket: A Hid-
den History of Women's Lives, 1660YE3®Qniversity Press, New Haven, 2019.

ZPorothy Pilkington,Ih the Shadow of a Great Name'": The Story of Beacons eld Besaiions eld
District Anniversary Committee, Feilding, 1986, p. 85.

24)ohn Alexander Christie, "The Alexander Family 1792 2002: From Angus, Scotland, to Canterbury New
Zealand', John Alexander Christie, Wellington, 2003, n.p.

2%Alexander, Isabella T, George Alexander and Elisabeth F Smith, 21 July 1851, 299/30/136, Kirriemuir, see
Scotlands People https://www.scotlandspeople.gov.uk/ (accessed 6 December 2017)

261851 Census, UK Census Online, see https://ukcensusonline.com/census/1851/ (accessed 6 December
2017).

2IAndrew Blaikielllegitimacy, Sex and Society: Northeast Scotland, 17Eared@dn Press, Oxford,
1994, p. 11.
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paternal grandparents, George and Margaret Alexander, and her ur@ﬁéarfam;er
had married Isabella Lawson in 1859, although their relationship di@ot last.

Most of Isabella Alexander's paternal family left Kirriemuir for Canterbury in 1859 and
186@ She may have lived in Kaiapoi or Lyttelton in the years prior to her marriage (see Figure
5.10). Her grandmother Margaret and uncle James, a postmaster with an expanding family,
were based at Kaiaﬁﬁﬂerfather died at Kaiapoi, where he had beenworking as a shepherd,
in 186@ Her aunt Jessie Alexander was a milliner and dressmaker at Lyttelton, working in
partnership with Mary Deuchar, also from Kirriemuir, and another young woman, during
186ﬁ8he was soon to open aboarding and day school, an occupation to which she returned
following the dissolution of her short-lived marriage to John Bowmaker, also of Kaiapoi,
under the provisions of the newly introduced Married Women's Property Protection Act
187F}Where and how Isabella Alexander met Matthew Fitton is unknown.

Isabella Alexander's marriage certi cate reveals that she was a minor when she married,
meaning that she was under 21 years of age on 20 .@Sﬁ:ﬁ%s a comparatively young
bride if she was born around September 1850, as the 1851 cen@leleuggaﬁus:erti -
cate states that she was ninety when she died on 1 September 1939. This broadens her likely
birth date to between 2 September 1849 and 1 September 1850. If these records are correct,
she was 18 or 19 years of age at the time of her marriage. Keith Pickens' research has shown
that the mean age at rst marriage for women in Canterbury province in the 1860s was 23
years, with a corresponding age of 27.2 years for men. Less than one percent of the women
in his study married under the age of sixteen and less than two percent under the age of
sevente@.Despite Pickens' more general ndings, marrying as a minor was not unusual
among British migrant women at Lyttelton. Rev Francis Knowles, who was the curate of

281861 Census, UK Census Online, see https://ukcensusonline.com/census/1861/ (accessed 6 December
2017)

2%Christie, “The Alexander Family 1792 2002'; George Alexander and Isabella Lawson, 1859, 299/34, Kir-
riemuir, see Scotlands People https://www.scotlandspeople.gov.uk/ (accessed 6 December 2017)

3Christie, "The Alexander Family 1792 2002"; "Mrs Alexander, Isabella, James and George Alexander' were
second cabin passengersgtdton Timeg1 July 1861, p. 4.

3Xhristie, “The Alexander Family 1792 2002'.

3Death Certi cate: George Alexander, 4 May 1865, 1865/9004; Christie, "The Alexander Family 1792
2002

33 yttelton Time4,6 February 1864, pLgttelton Time£6 July 1864, p. Byttelton Time4,0 December
1864, p. Z;yttelton Time&,7 December 1864, pLtelton Timed,4 January 1865, p. 6.

34Jessie Alexander and John Bowmaker, BDM Online, 1868/6716; John Bowmaker (1827 94), B.622, Mac-
donald Index, Canterbury Museum (CM), see https://collection.canterburymuseum.cdm/search (accessed 18
December 2018) On the dissolution of the marriadéglsea Evening Mai1 February 1871, p. 2. On her
role as ateacher, see Press, 11 January 18@223 April 1895, p. 4.

3Marriage Certi cate: Isabella Alexander and Matthew Fitton, 20 July 1869, 1869/4821; Charlotte Mac-
donald,A Woman of Good Character: Single Women as Immigrant Settlers in Nineteenth-century New
Zealand Allen & Unwin/Historical Branch, Department of Internal A airs, Wellington, 1990, p. 136.

3%er birth date is given as 10 September 1849 in Christie, “The Alexander Family 1792 2002

3’Keith Pickens, "Marriage Patterns in a Nineteenth-century British Colonial Popldatioal of Fam-
ily History vol. 5, no. 2 (1980), p. 184.
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Figure 5.10: Lyttelton, c. 1860s. Ref: 1/2-065776-F, Alexander Turnbull Library, Wellington,
New Zealand.
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Figure 5.11: Lithograph of drawing of Lyttelton Harbour by Charles Decimus Barraud
(1822 1897) created by W. D. Blatchley, London, [1877]. Ref: PUBL-0016-28, Alexander
Turnbull Library, Wellington, New Zealand.
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Figure 5.12: "Maori Kaik, Little River [Wairewa], Banks Peninsula [c. 1880s]', by Joseph
Sandell Welch (1841 1918). Ref: A-120-047-3, Alexander Turnbull Library, Wellington, New
Zealand.
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Holy Trinity Church from 1859 until 1872, solemnised Isabella Alexander and Matthew Fit-
ton's marriage. Of the 143 marriages that were solemnised during his curacy, one third of the
brides were minors and, by contrast, one @om.

Like Isabella Alexander, Matthew Fitton also emigrated to New Zealand as a child, arriv-
ing on theCanterburyvith his parents, Charles and Elizabeth Fitton (formerly Baskerville)
at the age of six in October 1851. An infant brother, Edwin Fitton, who died at Governor's
Bay as a young adult, was also on the voyage (s€e Figure 5.11). Matthew Fitton's family was
from Maccles eld, Cheshire, one of a cluster of towns in the north of England that formed
the heart of Britain's newly established silk industry. Prior to emigration, his father had been
acotton spinnerin Maccles eld, while two of his siblings had been employed as silk piecers at
nearby miI@This involved tying silk yarns together beneath the spinning machines when
they broke. As it required small, nimble ngers this role was often carried out by children.
Life expectancy was not high in the Fitton family, although this was the experience of many
urban working-class families in northern Engfamtiree sisters and three brothers, who
were born in the years between 1834 and 1843, had died either before or soon after Matthew
Fitton was born. Three younger brothers were born in New Zealand, two of whom, Charles
and Joseph, lived to adulthood. Isabella Alexander's wedding dress originated from indus-
trialised silk production processes, the personal consequences of which were intimately un-
derstood by the Fitton family.

Matthew Fitton was described as afarmer on his marriage certi cate. Initially, he may not
have been nancially independent of his parents. It is worth looking at his family situation
more close@.His father, Charles Fitton, was listed among male settlers quali ed and liable
to serve as jurors by thgtelton Timeim 1852. He was recorded as "Fitten, Charles, Gover-
nor's Bay, labourer', alongside his brother "Fitten, James, Governor's Bay, wheelwright' and
a magistrate "Fitton, Edward Brown, Christch@]l.’ﬁére was no immediate family con-
nection between the well-to-do colonist and writer Edward Brown Fitton, who came from
Great Malvern, Worcestershire, and his countrymen, who were mistakenly listed as "Fitten'
as if to mark the di eren@.The following winter, when Charles Fitton next appeared in
theLyttelton Timeas a juror, his occupational status was listed as: "Fitton, Charles, Hem-
ingford, Governor's Bay, farmer’, and the grounds on which this claim was made were "house
and land of value of ¢@'Colonial prospects for a cotton spinner from Maccles eld appear

8Transcription of Holy Trinity Church marriage register, Christchurch Central Library.

3%Adrienne Richards, ‘Fitton Family from Cheshire', see https://adeinnelson.nomestead.com/
FittonFamily.html (accessed 6 October 2017)

4UAubrey Macdonald Fittofryt-on, the Fighting Fittons, Fit Onus Leve: The History of the Fitton Family
of New Zealand and their Antecedésasysworth Press, Lower Hutt, 1995, p. 21.

“ICharles Fitton (1808 86), F.152, Macdonald Index, CM.

42 yttelton Timed,4 August 1852, p. 10.

4¥Edward Brown Fittorilew Zealand: Its Present Condition, Prospects and REsewamStanford,
London, 1856; Edward Brown Fitton (unknown dates), F.153, Macdonald Index, CM, see https://collection.
canterburymuseum.com/search (accessed 18 December 2018)

“Lyttelton Timedl 6 July 1853, p. 8.
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Figure 5.13: Isabella Fitton (formerly Alexander), c. 1880s. Courtesy of Adrienne Richards.
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to have been promising. Matthew Fitton was described as a farmer of Governor's Bay on the
birth of their rst childin 1870, but by 1873 the couple had moved to Little River (Wairewa)
where he was a bushman and labourer (se@é’ﬁdéﬁended Fitton family moved

north from Little River to Beacons eld, Manawah about 1885, where Matthew Fitton

became a farmer. The couple had six daughters and six sons between 1870 and 1890; at least
ve did not survive childhood (see Figlrgg5.13 5.14).

Isabella Alexander was pregnant when she married. The couple's rst child, Elisabeth
Anne, was bornon 12 February 1870, just over six and a half months following their wedding
on 20 July 185he was probably named after her paternal grandmother, Elizabeth Fitton,
however tempting it may be to consider this a tribute to "Elisabeth Smith'. The wedding
dress does not accommodate the late stages of pregnancy, however, it is designed in such
a way that the fullness of the skirt can be shifted from front to back and vice versa. How
common it was for brides to be pregnant when they married is unclear. Five other young
women from varied social backgrounds were married at Holy Trinity Church in the same
year as Isabella Alexander: Annie Louisa Potolski to Alfred Atkinson Hanson, gentleman;
Sarah Ann Bryant to Daniel O'Brien, mariner, Eliza Richardson to Henry Thomas Winter,
station manager; Mary Rouse to John Small, labourer, and Hannah Graham to William
Smith, farmqﬂ Among these women, Sarah Ann O'Brien, who marked her name with an
X', gave birth to a son in 1869; Hannah Smith gave birth to a daughter in 1870; Eliza Winter
and Mary Small both had rstbirthsin 1871; and Annie Louisa Hanson was widowed in 1870
and married George Carey in Fn]Ihis small sample Isabella Alexander was not alone in
being pregnant. It cannot be assumed that she kept her wedding dress to a rm the propriety
of her marriage, but this is one of several possible motives.

ldentifying a maker

The maker of Isabella Alexander's wedding dress is unknown, although close comparison
with wedding dresses of a similar date strongly suggests that it was r@mmme

43Church Register Index, Christchurch Library, provides the following information: Elisabeth Anne Fit-
ton, born at Governor's Bay on 12 February 1870, labourer; Jessie Fitton, born at Governor's Bay on 1 November
1871, labourer; James Fitton, born at Little River on 24 July 1873, bushman; Edwin Fitten [sic], born at Little
River on 3 June 1874, bushman; Clara Fitton, born at Little River on 25 May 1877, bushman; George Fitton,
born at Little River on 22 May 1879, bushman; Margaret Eleanor Fitton, born at Little River on 18 July 1881,
labourer; Charles Randall Fitton, born at Little River on 27 May 1884, labourer.

46See “Fitton, Elisabeth’, Church Register Card Index, Christchurch City Library.

4’Holy Trinity Church Register, Christchurch City Library, see entries 259 263.

48Daniel O'Brien, BDM Online, 1869/29819; Euphemia Smith, BDM Online, 1870/31201; Lizzie Small,
BDM Online, 1871/28853; Mervyn Henry Winter, BDM Online, 1871/30779; Alfred Atkinson Hanson, BDM
Online, 1870/6955; Annie Louisa Hanson to George Carey, BDM Online, 1871/6441.

49A range of wedding dresses held at Canterbury Museum were examined, including: Fawn silk ta eta
wedding dress, 1860, 1949.148.79, CM; Bronze silk ta eta wedding dress, 1860, 1964.76.1, CM; Brown silk wed-
ding dress, 1873, 1961.26.1, CM; Brown silk wedding dress, 1873, 1964.64.2, CM; Blue striped wedding dress,
1868, 1979.196.1, CM; Sky-blue corded silk wedding dress, 1870, 1976.394.7, CM. See also Malthus, "European
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Figure 5.14: Matthew Fitton, c. 1880s. Courtesy of Adrienne Richards.
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relatively simple cut of the dressis revealing. Patterns could be taken from unstitched bodices
easily enough. The skirt of the wedding dress is made with straight panels. A fashionable
ared skirt made from a striped fabric would have required additional fabric cutting skill to
match the stripes without wastage. The overbodice and overskirt are of a very basic cut and
construction compared to an example held at Canterbury M@ﬁanmnd, while making
the dress involved considerable labour, certain economies are evident and indicate that con-
struction was most likely undertaken at home. Black lace has been used sparingly to outline
key elements of the dress, such as the collar insertion. Two di erent types of black lace have
been carefully positioned to avoid a visible mismatch. Third, careful examination of every
seamreveals that the dress is entirely handmade, with stitching that is consistent with the ex-
pected skill of a home sewer. While the stitching is secure, reasonably neat and demonstrates
competence in the use of a variety of stitches, including running, hemming and buttonhole
stitch, it does not display the consistency or con dence that would be expected of a profes-
sionally trained dressmaker. There are nishing details that have not been used, such as the
extra nesse achieved by inserting piping, a strip of crosswise fabric and narrow cord, around
the armhole, along with the lack of boning on the bodice that has already bg&n noted.
The most likely makers of the wedding dress are Isabella Alexander and female members

of her family, such as her grandmother, aunts and mothen/mvations in stitching

size and type and the use of di erent kinds of thread do not necessarily suggest more than
one maker, butthis is certainly a possibility as many hours of hand stitching were involved in
the construction of such dresses. Even if the dress had been machine stitched this would not
have been evidence of a professional dressmaker at work, but considering the cost of sewing
machines at this date this would have been more likely. Despite the advent of the sewing
machine, women's dresses continued to be predominantly sewn by hand ir@lbc{8603.
pertise varied between dressmakers; some were genuine professional dressmakers from Bond
Street, London, or Bold Street, Liverpool. Advertisements make this clear: "WANTED, a
rst-class Dressmaker to take the management of one of the rst businesses in the Province.
None but thoroughly competent persons need @}ﬁbyhers set up shop on the basis of

their home dressmaking skills for reasons of expg@izresgmakers were not in the habit

of using labels to identify their garments in the late 1860s, although this was soon to become

Women's Dresses in Nineteenth-Century New Zealand', pp. 273 89.

50For instance, Brown silk wedding dress worn by Ellen Thompson (formerly Craze) in 1873, 1964.64.2,
presented on behalf of the family of the late Mrs Lanna Hamilton, CM,;

5On social class and corsetry, see Leigh SuBmars to Please: A History of the Victorian (Resgt,
Oxford and New York, 2001, pp. 9 36.

53sabella Alexander's mother-in-law, Elizabeth Fitton, had a particularly longstanding presence in her life
as they lived in close proximity on Banks Peninsula from at least 1869 and in later years shared a household at
Beacons eld. See Fittéiyt-on, the Fighting Fittons, Fit Onus, [pe@d 3.

SMalthus, “European Women's Dresses in Nineteenth-Century New Zealand', pp. 31, 34, 164.

54_yttelton Time§ March 1864, p. 6.

SMalthus, “Dressmakers in Nineteenth Century New Zealand', pp. 87; Malthus, "European Women's
Dresses in Nineteenth-Century New Zealand', p. 276. See also/RisihepMean Businepg. 137 8.
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more usu@ Gradations of dressmaking skill mean that we cannot be entirely sure that Is-
abella Alexander's wedding dress was made athome. Itis nonetheless a compelling testament
towomen's home dressmaking skills and an important statement of female respectability. As
Barbara Burman has explained, "The making, repair and alteration of clothing in the home
was a transformative activity crucial to keeping up appearances and to sustaining all the pos-
sibilities inherent in the notion of respectatffitisabella Alexander's wedding dress is a
unique garment as well as a product of its time and place.

Silk and social status

Silk has a complex history based on a symbolic power that was synonymous \@h luxury.
Yet caution is required in linking silk with social and nancial status. By the mid sixties the
colonial governmenthad gures suggesting that the ‘consuming power of the colonial popu-
lation' had doubled between the late 1850s and the mid 1860s: "They mean the fairdame who
only wore cotton formerly now dresses in silk, and that the settler who was contented with
his beer now a ords himselfthe luxury ofwﬁds'abellaAlexander‘s wedding dress appears
to accord with such widely vaunted possibilities for colonial social advancement. It may be
tempting to state that Isabella Alexander's wedding dress gives historical agency and visibility
to working class migrant women who have typically been “hidden from@i&rﬂo@éent
years investigations of non-elite clothing in Britain have bene tted from unexpected discov-
eries of clothing and textiles associated with poverty. Forinstance, Vivienne Richmond notes
that the extremely rare survival of any garment worn by an impoverished woman "o ers the
possibility of accessing elusive historical subjects who wrote little or nothing, but expressed
themselves through the things they n’@dﬁahy of these textiles are highly emotive, with
the swatches of fabric left as identi ers of foundlings left at the London Foundling Hospital
now a well-known case in pdft.

Isabella Alexander's wedding dress illustrates the di culties of situating surviving items
of special occasion clothing in relation to social class. Her class origins cannot be assumed

SForinstance, there is a Herbert Haynes of Dunedin label inside the wedding dress worn by Anna Lindsay
when she married James Matheson on 24 July 1885. See Victorian wedding dress in dark blue ta eta and velvet
with bustle back, 90/17/1, gift of Mr William Kenneth Mcliroy, TMM.

SBarbara Burman, “Introduction’, in Barbara BurmariTled Culture of Sewing: Gender, Consumption
an Home Dressmakirggrg, Oxford and New York, 1999, p. 11.

Sagmar Schafer, Giorgio Riello and Luca MolaTedsads of Global Desire: Silk in the Pre-Modern
World, Boydell Press and Pasold Research Fund, Woodbridge, 2018.

5?Financial Statement by the Hon. The Colonial Treastipgéndix to the Journals of the House of Rep-
resentativéJHR), 1865 Session |, B-01a, p. 392, see AtoJs Online, https://atojs.natlib.govt.nz/ (accessed 26
March 2019)

60This well-known phrase comes from Sheila Rowbothilalen from History: 300 Years of Women's
Oppression and the Fight Againgtlitto Press, London, 1973.

6Richmond, "Stitching Women', p. 90.

625ee for instance, John Styllaseads of Feeling: The London Foundling Hospital's Textile Tokens, 1740 70
Victoria and Albert Museum, London, 2010.
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from the circumstances of her birth. The fact that she kept her wedding dress as a fam-
ily heirloom also cuts against this assumption. Working class Britons are believed to have
owned fewer garments than their wealthy counterparts and to have reused them when and
where possible. Financial need dictated that few garments were kept for posterity in their
original form or kept at ﬂ.lsabella Alexander may have kept her dress as evidence of her
status and respectability as a married woman, among other reasons. It has been assumed that
dresses worn by working class British women who migrated to Aotearoa New Zealand dur-
ing the nineteenth century are not adequately represented in museum collections. However,
Jane Malthus disagrees: "Although we do not know who wore many of these early dresses, |
am convinced that they were the best dresses of the upwardly mobile working-class settlers
who predominated in New Zealand at this tﬁb{er claim is based on many years of ex-
perience in examining extant women's garments for subtle clues, such as use of materials,
construction methods, wear and care. It seems likely that Isabella Alexander's class identity
combined working class and middle class elements. A photographic portrait of her with two
small children, establishes that she owned at least one other stripe@ilk dress.

The historical potential of surviving garments has only been realised in recent decades.
Key obstacles to using dress collections for historical research purposes in the past have been
scant provenance and lack of representation due to the supposed predominance of elite and
middle class clothing. As Margaret Maynard, an Australian dress historian, stated in 1994:

Most problematic are surviving garments themselves, which rarely re ect the
dress of colonial society as a whole. Many items, usually of middle-class ori-
gin, languish limply in tissued museum drawers as sad and sometimes faded
reminders of grand society balls or weddings, or perhaps worn out and stained
from use. The precise agency and experiences involved in the wearing of these
individual items may never be entirely kn@m.'

Yet she details the story of Anna Blaxland's cream striped silk wedding gown, worn in
Sydney in 1823, which still survives. The wedding dress was low-necked and high-waisted,
while the gowns of the bridesmaids were made from Indian muslin. The bride reared silk-
worms and sent her own silk to China to be spun and woven into a scarf that was then
embroidered with “a oral meander border pattern and basket motif, with carnations and
pineapples at each end.' Behind this apparently simple act, lies a wealth of colonial textile
knowledge, that indicates that the fabric from which Isabella Alexander's wedding dress was
constructed is as integral to colonial textile culture as the dress itself.

5Richmond, "Stitching Women', p. 90.

64Jane Malthus, "European Women's Dresses in Nineteenth-Century New Zealand', p. 291. As pictured in
the previous chapter, British migrant and settler women saved swatches of fabric from their wedding dresses as
mementoes.

6XChristie, “The Alexander Family 1792 2002

66MaynardFashioned From Penyys6.
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Historians of clothing and fashion have had a tendency to concentrate on the cut and
construction of women's dresses in preference to the materials fromwhich they @re made.
These have been the specialist domain of textile historians. Isabella Alexander's wedding
dress was made from a fabric that is a very dense plain weave, with 90 warps per centimetre
and 65 wefts per centimetre, where the warps are the longitudinal yarns and the wefts are the
transverse yarns, in relation to the selvedges or woven edges of the fabric. Her wedding dress
fabric is completely opaque, therefore, rather than translucent. The latter is possible due to
the high strength of the bre under tension. This provides a partial explanation for the wide
variety of silk fabrics that were available. Under magni cation though, it is revealed to be
a rep silk, meaning that it has subtle horizontal ribs created by alternating ne and coarse
yarns in the weft. These ribs are barely visible to the naked eye, but go some way toward
explaining the fabric handle, which refers to how a fabric feels to touch and consists of a
number of elements. In this instance, it is sti enough to create a rustling sounn wear.

Silk fabrics, such as ta eta, were popular for special occasion wear, at least among those
women who could a ord them, in the mid-nineteenth ce@ﬂyange of di erentgrades
of silk fabric was produced. The sensory qualities of silk went well beyond their visual appeal.
An ability to distinguish the properties of one silk fabric from another was a socially-based
form of knowledge as much as an occupational specialty. Silks were available in a wide vari-
ety of weaves, including plain, rep, twill, satin, damask, among others. Manufacturers used
many techniques to vary fabric handle by manipulating qualities such as weight and density,
which in uenced the sti ness or suppleness of a fabric and its compressibility, and surface
feel, which could range widely from harsh to slippery. Considerable emphasis was placed on
manufacturing silk dress fabrics that played with light, such as moiré silks. Glazes were of-
ten applied to enhance the lustre or naturally re ective qualities of silk. These qualities had
cultural implications that are di cult to quantify, because availability was a central issue, at
least initially. In the early years of the Canterbury settlement, even cheap silk dresses were
di cult to obtain, as Charlotte Godley discovered:

I may ask you to send me out a silk gown of some rather dark, cheap kind; a
made up skirt with ounces, if they are still to be had, would be thought beau-
tiful here, and cannot be bought. | canggetlgowns, but everything wears

out so fast here with fading in the hot sun, and mud, and so much out-of-door
work(™

By the 1860s, photographs of genteel women reveal that silk dresses were commonly

6Thisisre ected inthe existence of separate specialistjournal§ esicimaes The Journal of the Costume
SocietgndDress: The Journal of the Costume Society of itroenitast tfextile HistorgndTextile: Cloth
and Culture
68Assessment of Anne Peranteau, Textile Conservator, 16 September 2016, TMM.
69Jane Malthus, "European Women's Dresses in Nineteenth-Century New Zealand', p. 166.
Godley)etters from Early New Zealapd 122.
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worn on formal occasions and had become integral to the way they conducted their social
lives. Patterned silks usually featured chequers, spots a@ Sinipeserned silks were
also popular and could have subtle characteristics that conveyed a notion of solid and re-
ned taste’] For instance, Emma Barker, who was photographed by her husband, Dr Al-
fred Barker, wore moiré silk dresses in dark shades, as did Julia Gressof (See Figure 5.15). Silk
fabric and dress purchases were determined by availability, a ordability, knowledge of fabric
and fashion, age and status, needlework expertise and access to dressmakers, among other
factors.

The extent to which wedding dresses were used for the purposes of social advancement
is a matter of debate that goes to the heart of the nature of the marriage relationship. Choice
of fabric colour was a de ning feature of women's wedding dresses in the mid-nineteenth
century and it had a close relationship to economic and social status. White silk wedding
dresses were clearly associated with elite weddings (gee JFigure 5.16). Canterbury Museum
has examples of white and cream wedding dresses that were worn by brides who married in
the similar period as Isabella Alexander. There is, for instance, a white ta eta wedding dress
worn by Elizabeth Downe when she married George Douglas of Broom eld Station, near
Leith eld, in 186@There is also a cream satin wedding dress with a lace vest, chi on sleeves
and a train that is believed to have been worn by Frances Sarah Westenra when she married
Frederick Herbert Wilson of Highpeak Station, near Glentunnel, [Fﬂ T888e women
married menwho were signi cantlandowners withincomes to match. Both wedding dresses
are fashionably cut and beautifully constructed from expensive materials, although the latter
has beenremodelled for a more recent bride. Photographs, such as that of Margaret Wilson's
marriage to William Campbell Walker, at Broom eld, are an indication of the status of the
white wedding among Christchurch's leading Anglican families; her father was Archdeacon
Wilson (see Fig?)l.fred Charles Barker also captured his eldest daughter's wedding
day (see FigJre 5.18).

Aswell as being more likely to have wedding photographs, genteel Anglican women were
also more likely to write accounts of their weddings. Ellen Shephard Harper, a daughter of

"Heavily-patterned silks, such as the luxurious brocades produced at Spital elds in the late-eighteenth
and early-nineteenth centuries, were unfashionable by this time. See Rosanne Livingstone and Valerie Carson,
“Unpicked for the Voyage? Heirloom Dresses in Colonial New Zealand', in Labrum étadkiads;lash
pp. 28 40.

?Philip A. Sykas, “Textiles for Dress, 1800 1920', Manchester School of Art, unpublished paper, 2017,
see https://e-space.mmu.ac.uk/618058/3/Sykas%20Textiles%201800-1920%20 nal%20draft%20%283%29.pdf
(accessed 14 December 2018)

"White ta eta wedding dre4963.33.8, CM. The collection recordtaiteda eta wedding dress worn
on 28 October 1868 by Elizabeth Down [sic] for her marriage to George Douglas of Broom eld Station (his
second marriage).' See Elizabeth Downe [sic] and George Douglas, BDM Online, 1868/6701.

"4Cream satin wedding dress, 1967.246.1, CM. The collection record states: “Cream satin trained dress
- square neck, ruched chi on sleeves, blue cotton sleeveless bodice with lace vest and collar. Cambric and
lace handkerchief. Pair of cream stockings. Believed to have been worn by Fanny Westenra on marriage to F.
Cracroft Wilson(?) 1858." See Frances Sarah Westenra and Frederick Herbert Wilson, BDM Online, 1858/8.

,See Margaret Wilson and William Campbell Walker, BDM Online, 187Rv/8844; June 1871, p. 2.
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Figure 5.15: Judge Gresson and family, showing Julia Gresson (seated) wearing a skirt made
from a moiré or watered silk, photographed by Alfred Charles Barker on 11 February 1865.
Ref: 1944.78.40, Canterbury Museum, Christchurch.
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Figure 5.16: Alice Hawdon and bridesmaids, 21 April 1869, photographed by Alfred Charles
Barker. Ref: 1944.78.11, Canterbury Museum, Christchurch.
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Figure 5.17: Wedding of Margaret Wilson and William Campbell Walker at Broom eld, 14
June 1871, photographed by Alfred Charles Barker. Ref: 1957.13.210, Canterbury Museum,
Christchurch
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Bishop Henry Harper and his wife Emily Wooldridge, married runholder Charles George
Tripp at St Michael's Church in Christchurch in 1858. Her wedding dress was made from
‘white silk' and the bridesmaids wore “white tarleton [sic] and little straw bonnets trimmed
with ribbon. She wrote: "Our wedding day was tie2September, my sister Mary and
Charles Blakiston being married the same day. My wedding dress and ring were bought at
Miss Skilikorn's [sic] general store.' Getting dressed for her wedding pivoted around spatial
considerations: "I had to come down the step-ladder backwards in my wedding dress, and
my sister Mary's room was so tiny she had to stand on the bed to be dressed.’ In this way, she
revealed a distinction between getting dressed in everyday clothing, which could be put on
quickly in a small space, and being tted out in marriage attire, which at that time involved
the wearing of a bodice with full skirts supported with many petticoats, and later by crino-
lines or “skeleton petticoats'. Resorting to popular idiom, her husband wrote in his diary:
"My happy wedding day, rode to Sumner: my dear wife is Ellen Shephard: tied a knot with
my tongue to-day that can never be undone with the@eth.'

Brown silk wedding dresses, by contrast, were used to represent dreariness and utility in
mid-nineteenth-century English literature. They could also signify female entrapment. In
Mary Elizabeth Braddon's The Doctor's Wife, rst published in 1864, Isabel was presented
with a wedding dress by George, her husband-to-be:

She wore her wedding-dress still; a sombre brown-silk dress, which had been
chosen by George himself because of its homely merits of usefulness, rather
than for any special beauty or elegance.... Her life had never been her own yet,
and never was to be her dn.

Brown fabrics were ubiquitous in colonial Canterbury. There were numerous "Scotch
Tweeds'thatincluded brown yarns of di erent shades. Arange of terms were used for shades
of brown: drab, beige, tan, bu , taupe, chestnut, copper. At Dunstable House, for instance,
residents of Christchurch could purchase "Brown Huckaback Towels', "Rough Brown Hol-
lands, Linen, Diapers, and Cloutings' and "Drab Thick-set Cord’, among other utilitarian
household fabrif8.

Many Scottish brides wore brown silk wedding dresses in colonial Canterbury in the
mid-nineteenth century. Agnes Manson wore a fawn silk ta eta wedding dress when she

6A. E. Woodhouse, edales of Pioneer Women; Collected by the Women's Institutes of New Zealand
Whitcombe & Tombs, Christchurch, 1940, p. 242. This point is made by Heidi Whiteside, = We Shall Be
Respectable : Women and Representations of Respectability in Lyttelton, 1851 1893', MA thesis, University
of Canterbury, 2007, pp. 82 83.

"\Woodhouse, edlales of Pioneer Women242.

"8Mary Elizabeth Braddofihe Doctor's Wif®©xford University Press, Oxford, 1998, p. 105, cited in Ste-
fanie Lethbridge, "The Horror of Clothing and the Clothing of Horror: Material and Meaning in Gothic
and Sensation Fiction', in Alberto Gabriele, ehsationalism and the Genealogy of Modernity: Global
Nineteenth-Century Perspeckadgrave Macmillan, New York, 2017, p. 57.

9Globe27 June 1878, p. 1.
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Figure 5.18: Wedding of Sarah Elizabeth Barker and Arthur Joseph Hawdon, 10 Octo-
ber 1872, photographed by Alfred Charles Barker. Ref: 1957.13.339, Canterbury Museum,
Christchurch.
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married school teacher William Flower Blatchford at Teddington in 1860. This couple was
known to the Fitton fami This dress is relatively plain, with pleats, piping, buttons and
chestnut brown silk fringing on tiered sleeves as its decorative features. In Christchurch in
the same year, twenty-two-year-old Emily Warden wore a bronze silk ta eta dress when she
married John Hossack, awheelwright, at St Andrew's Presbyterian Churchin Chr@tchurch.
Made from a shotsilkta etain bronze and black, its decorative e ects also come from the use
of pleats and piping, as well as an elongated waistline at the centre front and a very full skirt.
The preference for brown silk wedding dresses continued into the 1870s. Ellen Craze, from
Cornwall, wore a brown silk when she married Shetlander Robert Thompson at the same
churchin 18‘@.Made from a heavy, lustrous reddish brown silk, this bustle dress has nu-
merous decorative features including bows, braid, fringing and scalloped edging, especially
on two overskirts of di erent size.

Wedding dresses worn by Scottish brides were brought to New Zealand when newly
married couples emigrafédlizabeth Stevens wore a chestnut brown silk wedding dress
trimmed with fringing when she married James Robinson just prior to their departure for
Lyttelton on theMeropen 1873. The skirt was unpicked, perhaps to make it more com-
pact for the voyage or with the intention of remaking it into another garment. Wedding
dresses were often worn by more than one bride within a family, as Lorinda Cramer has
found in 1860s Victo@.A chestnut brown silk wedding dress, with a woven horizontal
stripe, that was worn by Jane Rattray when she married James Brydon on 13 June 1867 at
Garvald, Haddington, Scotland, has been modi ed in size and decorative detail (see Figure
iﬂ Each of the brown silk wedding dresses at Canterbury Museum has a connection to
a Scottish bride or groom. There are also examples in other colours. Margaret Jane Rose
wore a blue corded silk crinoline for her marriage to carpenter John Sinclair at St Andrew's
Presbyterian Church in 1@(T.he couple had met in Scotland and she emigrated to New
Zealand ve years after he did to marry and live for many years on the Cheviot Hills estate
of William "Ready Money' Robinson. Wedding dresses were made from a range of practi-
cal colours, such as browns, blues, greens and grays, in as a practical measure to ensure they
could be worn again.

80Fawn silk ta eta wedding dress, 1860, 1949.148.79, CM.

8Bronze silk ta eta wedding dress, 1860, 1964.76.1, CM.

82Brown silk wedding dress, 1873, 1964.64.2y@alkon Timg<L9 July 1873, p. 2.

83As Rosanne Livingstone and Valerie Carson have explained, in relation to eighteenth silk dress pieces, the
aesthetic qualities of silk were integral to this practice. See Livingstone and Carson, "Unpicked for the Voyage?
Heirloom Dresses in Colonial New Zealand', in Labrum et aLpedting Flasipp. 28 40.

84_orinda Cramer, 'Needlework and Genteel Identity in Gold-Rush Victoria, PhD thesis, Deakin Univer-
sity, 2015, pp. 219 20.

8Brown silk wedding ensemble, 1867, PC003685, gift of Mrs R. M. MacKay, 1987, Te Papa.

86Sky-blue corded silk wedding dress, 1870, 1976.394.7, CM.

258



Power to purchase

Making or purchasing a wedding dress was a material practice that marked a turning point
in awoman's life, and one that usually signaled the onset of childbearing. The precepts on
which colonial marriage was based provide awider contextin which to understand the mean-
ing of wedding dresses. As legal entities, women no longer existed when they married as the
common law principle of coverture put them under their husband's authority and protec-
tion. The ownership of property in marriage was based on gender. As Bettina Bradbury
has explained, ‘'on marrying a woman ceased to own any kind of property except real prop-
erty and the clothing and personal ornaments she possessed at the time of hﬁmarriage.'
From this perspective, the clothing and textiles, workboxes and workbaskets, pins and pin-
cushions, needles and threads, owned by a bride were more than simply practical items for
beginning married life. They were her unconditional property as a married woman. Many
wedding dresses fell into this ownership category, that is, the possession of a woman to keep
or dispose.

As a number of scholars have revealed, married women expressed their ownership of
moveable property in opposition to immoveable property, the real property of land and
buildings, owned by their husbands by a variety of means. Katherine Dunagan Osborne
has used key works of nineteenth century ction to examine the gendered ownership of do-
mestic items in Britain, from where New Zealand common law was derived, and she con-
tends:

Though the common law of coverture gave nearly all legal rights of ownership
to husbands, leaving married women with a mere smattering of ambiguous
claims to pin money and paraphernalia, married women were nonetheless en-
couraged to cultivate ownership of objects through access, proximity, use and
emotional connection. Such uno cial ownership of household objects did not
pose a threat to men's legal ownership or economic power, but was instead a
necessary component of marriage since it allowed women to participate prop-
erly according to domestic ideology inthe union of one eﬁ’p

Adopting certain behaviours, such as maintaining control of locked cupboards and chests,
gaining expertise in cleaning and maintenance of household items, determining their where-
abouts, use and when they needed to be replaced, destroyed or handed on, and acting as
memory keepers by telling stories about items, were common techniques through which
women cultivated ownership of household possessions. The Married Women's Property
Act 1884 gave New Zealand women full rights to the control of their own property and

87Bettina Bradbury, "From Civil Death to Separate Property: Changes in the Legal Rights of Married
Women in Nineteenth-century New ZealaNé\w Zealand Journal of Historgl. 29, no. 1 (1995), p. 42.

88 atherine Dunagan Osborne, “His and Hers: Gendered Ownership and Mabaagesy and Son
andLady Audley's Secrdfictorian Literature and Cultuygol. 45, no. 2 (2017), p. 361.
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Figure 5.19: Back and front views of Jane Rattray's brown silk wedding dress, 1867. Ref:
PCO003685, Museum of New Zealand Te Papa Tongarewa.
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wages. As Barbara Brookes has explained, "This legal recognition of equality, however, did
little to eradicate the deeply held expectation that a woman would be economically depen-
dent on her father or spouse an expectation that shaped European attitudes to women's
education, work and wag&s."

Even married women who were nancially secure were not at liberty to decide how their
wardrobes and those of their daughters were managed. The writing of genteel Canterbury
women, including Ellen Harper, Mary Anne Barker, Sarah Courage and Amelia Hall, reveals
that decisions about clothing were made by, or in conjunction with, their fathers, husbands
and brothers-in-law. Erika Rappaport has shown that in England husbands were liable for
their wives' debts and this frequently led to close supervision of their expenditure on cloth-
ingﬂ Many young women prepared a wedding trousseau prior to marriage. Ellen Harper's
trousseau was hastily put together compared to that of her sister, who had been engaged for
longer:

Mary ... had become engaged some months before me, which gave time to send
to England for her things, but my trousseau was a very simple a air; my father,
going to Wellington about that time, bought me three dresses awhite muslin
with pink sprays onit, a black and white striped thin silk with blue silk ounces,
and a brown barege, unmﬁﬁe.

Whether all three dresses, or just the brown barege, were "unmade' is not entirely clear.
If so, there may have been autonomy in the making of the dresses, even if the fabric selection
could not be controlled. Ellen Harper's opinion of her father's choices, which may have
been directed by a Wellington draper, are also unclear. Is the word "thin' a comment on
the quality of the silk, for instance? She was poised to marry pastoralist Charles Tripp and
duly purchased one pair of boots and one pair of shoes; although she "had to buy boots a
few months after my marriage, the rough country walking soon wearing out anything but
the strongeﬁ The most complex garment in her trousseau was a riding habit that she
had made up professionally in Christchurch, and although she made “everything else' for
her trousseau, she does not specify what these items were or the number of each that she
brought into her marriage.

Riding habits were the rst modern sports garments for women and were the converse
of white silk wedding dresses in construction, fabric and style. They comprised tted jackets
and side-saddle "apron' skirts that were made by tailors using similar cutting and stitching

89BrookesA History of New Zealand Womgn 108.

9Erika Rappaport,~ A Husband and His Wife's Dresses: Consumer Credit and the Debtor Family in Eng-
land, 1864 1914, in Victoria De Grazia and Ellen Furloughhe®ex of Things: Gender and Consumption
in Historical Perspectiumiversity of California Press, Berkeley, 1996, pp. 163 87.

9*Early New Zealand Trials of a Family Marriage 80 YearEvaohg Post5 April 1939, p. 7.

92Early New Zealand Trials of a Family Marriage 80 YearEvayohg Post5 April 1939, p. 7.
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techniques and materials, most likely black, navy, grey and brown woollen broadcloth fab-
rics, to formal menswear. This is an important point of contrast in terms of social expecta-
tions for genteel women as it indicates a range of openings for the formation of individual
female identities. Alison Matthews David found that “a riding habit conferred a power that
was not normally accorded to women in Victorian society, marking them as both potentially
dangerous and capable of physical activity, if in a restraine@ tdresa.hite silk wed-
ding dress, a well-tailored riding habit was intended to serve as an item of class distinction.
For instance, we have Mary Anne Barker's well-known account of a bold housemaid who,
“without the least circumlocution or hesitation, asked me if | would lend her my riding-habit
as a pattern to give the tailor; adding that she wanted my best ancﬂ]aweaﬂl'mid-
nineteenth century horsewomen had riding skirts made up professionally by tailors; some
made their owﬁ Mary Anne Barker was not alone in jealously guarding her wardrobe.
There was a competitive element to women's clothing that partly stemmed from the
constrained nancial arrangements within marriages. Sarah Caighagessmid Shadows
of Colonial Lifewhich was printed in limited numbers in 1896 and republished in 1976, was
based on her diaries. Born Sarah Amelia Hopwood, of Orpington, Kent, she had married
Fred Courage, an aspiring farmer from a prosperous London brewing family, and they left
England for Lyttelton at the end of 1863. With an infant daughter, Ada, and a domestic ser-
vant, Jane, they took up a farm in North Canterbury. Her assessment of a neighbouring wife
and mother was blunt: "Madame was a tart, angular person of about forty years old, with a
hooked nose, light hair and cold, small grey eyes altogether she struck me as an unpleas-
ant, sinister persc@.Sarah Courage met this woman's desire to learn about fashionable
clothing from England with corresponding keenness to protect her sense of personal style:

Her remarks and visit came to an end at last; but not before she had asked me if
| had unpacked all my boxes, as she was passionately fond of looking at pretty
things and badly wanted to see the latest things from England; and as | still had
some few garments to unpack, she would call again shortly, or when I let her
know which Itook care notto do. | didn't care to have my things copied, and
meet my double everywi‘@e.

She then brooded on the subject of men, women and vanity, as if following the kind of
inner voice that may have accompanied routine domestic tasks such as sewing:

%alison Matthews David, "Elegant Amazons: Victorian Riding Habits and the Fashionable Horse-
woman' Victorian Literature and Culturgol. 30, no. 1 (2002), p. 184.

94Mary Anne Barke6tation Life in New Zealanpacmillan, London, 1870; reprint Viking, Auckland,
1987, p. 44. See also MacdoAdldpman of Good Charactep. 120 1.

9%0n 31 August 1852, Revekdoasimus Lush wrolanche busy making a riding skirt for herself. Betsy
has made one for the children.' See Alison Drummond@hedThames Journals of Vicesimus Lush, 1868 82
Pegasus, Christchurch, 1975, p. 123.

%sarah Amelia Couragsghts and Shadows of Colonial Life: Twenty-six Years in Canterbury New
Zealand Whitcoulls, Christchurch, 1976, p. 50.

9Couragel.ights and Shadows of Colonial, lgfé&1.
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Vanity was evidently her besetting sin. Ah well; what would a woman be with-
outvanity, lwonder? Surely itis better to see a woman, however ugly, look nice
than sink into a slattern. Of course there is reason in all things, and this regard
to external appearance is, in some people's opinions, one of the most valuable
qualities of the sex. Allis vanity. Women are all supposed to be vain, at least, so
says my lord and master, and | answer so are men, and more so full of conceit
and vanity and other wickednesses, too.

In a brighter tone, she tells how she sought out her husband after her visitors had de-
parted, ‘going to Jenny's paddock she met me at the gate |saddled her and, jumping on
her back, cantered o to meet him at the woolshed, a mile and a half from thEihteise."
may have relieved her uneasiness, yet she also recorded being deeply embarrassed when st
was found to have used her husband's credit to buy goods without seeking his @rmission.

Tensions between male and female family members were caused by di erences of opin-
ion about the cost of women's out ts. Genteel women often wrote home to Britain for sup-
plies, prompted by concerns that Canterbury's drapers were charging too much for ready-
made clothing and were o ering low quality and out of date fabrics. Agnes Emma Hall
wrote a letter in July 1868 to Grace Neall, her sister in England, about the cost of out tting
her daughter Agnes, who was about to return to New Zealand after living with her aunt.

| am sorry to nd that Mr Neall thinks that Agnes' outt is too expensive

for (with the exception of my want of thought in naming so many ready made
garments instead of a stock of material to be made up as required but which
blunder thanks to your better judgement is, | doubt not, recti ed) | thought

I had not been extravagant. However, if the dear girl only wears her clothes as
carefully as | do they will last her a very Iongjﬂne.

The matter was not closed. The perceived extravagance of her daughter's out t weighed
on her mind and formed a signi cant portion of a subsequent letter written on Agnes' return
to Canterbury.

We were very very sorry to learn from Uncle Neall's last letter how poorly you
were; | fear all the anxiety and trouble you had about dear Agnes' out t must
have been too much for you; | have felt all along what a tax it was upon you;
and you have sent her out with everything so very nice; your own good taste
in everything; and though | am sorry to hear your husband thinks the amount
spentis great, or rather that we sent for too many things, they are not all for the

9%8Couragel.ights and Shadows of Colonial, lfé2.

99Couragel.ights and Shadows of Colonial, lgf@3.

10yean Garner and Kate Fostds| etters to Grace: Writing Home from Colonial New Zealamder-
bury University Press, Christchurch, 2011, p. 152.
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dear girl; for my own wardrobe requires alittle replenishing and the material for
dresses you have sent are so superior to what we can get here that with care they
will last me for years; so as both mother and child will get clothing out of this

out t I hope Mr Neall will no longer consider it too large; of course he means

the paying for it may be a great pull all at once but we shall not have to enter

a shop for female requirements for long enough so there will be no spending
money here. | can only again and again thank you for all the thought and care
you have bestowed on our concerns and assure you that both George and myself

are deeply gratefli-

As the stories of Ellen Tripp, Sarah Courage and Agnes Hall reveal, decisions relating
to their clothing were made by or with fathers, husbands and brothers-in-law. Signi cant
emotional work was required of women to ensure that the reasons for their preferences were
clearly understood and supported by husbands and other close male relatives.

A uent women were accustomed to going shopping in Lyttelton and Christchurch as
well as sending out household members to do so on their behalf. Female servants could make
substantial clothing purchases, including items such as silk dresses, on behalf of their mis-
tresses, a practice thatis revealed by the case taken against Lucy Poore, who was charged with
obtaining goods under false pretencesin January 1865. She was a domestic servantfrom Som-
erset who had arrived in Christchurch as a single woman abdsrcrimgtom 186@
The ploy she used to acquire items from Mrs Butler, a milliner in Christchurch, was "by
falsely representing herself to be the servant of Mrs. Cracroft Wilson." She used a “similar
pretence' in a drapery store owned by Bethel Ware, whose employee, Peter Murray, testi ed
that:

he knew the accused, who, on the 31st ult., came to the shop, and representing
herself as the servant of Mrs. Cracroft Wilson, asked him to select a silk dress
for that lady. He looked out a dress, trimming, &c., and handed it to one of the
young menin the shop, in order that they might be packed up for the prisoner.
She obtained the dress and trimming: he recognized the dress worn by the pris-
oner as being the one she obtained from him: she signed the bid as a proof that
the goods were for Mrs. Wil§B#.

She pleaded guilty to both charges, and onthe rstreceived six weeks imprisonment and
on the second three months with hard Ia@.ﬁhe may have achieved a degree of secu-
rity when in 1870 she married William Ingram Ballinger, who ran a cart hire business in the

0&arner and Foster, etisfters to Gragap. 156 7.
10Presg, September 1863, p. 2.

103 yttelton Time<9 January 1865, p. 3.

104 yttelton TimeL March 1865, p. 4.
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centre of Christchur@At that time, Miss Moore, a Christchurch dressmaker, charged

15 shillings for making a silk dress, but it is not clear whether the materials were included in
the pric@Given the constrained nancial contexts in which women operated, the extent

to which wedding dresses were a matter of individual choice for brides was dependent on
factors that went beyond custom, expense, status and taste.

Fanny Richards, a ‘rather stylish young person about 19 years of age', used false pretences
to obtain all the requisites for her wedding, includingeddingdress valued at eleven
guineas, and a bridal bonnet of the value of ve guineas' from draper David Clarkson, of
Dunstable House on Cashel Street, in 1863. To take immediate possession of her goods
she said that she was about to be married and that her intended husband was coming from
Timaru immediately and her parents would soon arrive in port. When retailers shared their
concerns, she was discovered: "In Miss Fanny's room were found a quantity of dresses, bon-
nets, wreaths of orange blossoms and other gay apparel, obtained from Mr. Hislop, draper;
ivory-handled knives and forks, china vases, and other bric-a-brac, from various tradesmen;
and lastly, some dozens of stout, pale ale, port, sherry, and a case of brandy, from the Mitre
Hotel, to make merry withal." A warrant was taken out by David Clarkson for her arrest and
the press wryly noted: “"Miss Fanny must certainly possess fascinating powers of no mean or-
der to have induced the tradesmen to trust her with their @kﬂwas not only women
who used false pretences to obtain silk dresses. By putting his signature to a "blank cheque on
the New South Wales Bank’, John Jones obtained "a silk dress, some velvet, white kid gloves,
woollen gloves, and lining for the dress' from draper Bethel Ware for ¢4 14 s. On hearing that
the cheque had been dishonoured Marian Bennett, his bride-to-be, who had assisted with
the purchase of her wedding out t, returned the goods, and married butcher George Wilder
instead®?

In colonial Canterbury migrant women from di erent walks of life demonstrated a de-
sire for silk wedding dresses, but whether they were homemade, readymade or bespoke was
determined to a large extent by the relationships and resources of families. A usurping of
traditional hierarchies of dress was noted in this context as well as in relation to the wearing
of riding habits. For instance, Charlotte Godley wrote bitterly of the marriage of a former
servant on receiving a parcel of stockings:

I need hardly tell you that such stockings are not to be bought out here, and
that they are to be given only to the deserving. Powles is very much obliged to
you for hers. Three pairs | gave, too, to William, who has kept well, so far, | am

10% yitelton Timed,1 October 1870, pSear, 22 August 1899, p. 3; Lucy Madge Ada Poore and William
Ingram Ballinger, BDM Online, 1870/7869.

109 yttelton Timed 6 September 1870, p. 3.

101 yttelton Time< 3 June 1863, p. 4.

10%ress12 June 1863, p. 1; See Marian Margaret Bennett and George Hodge Fuller Wilder, BDM Online,
1863/6573; George Hodge Wilder Fuller (unknown dates), F.395, Macdonald Incex, CM, see https://collection.
canterburymuseum.com/search (accessed 18 December 2018)
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happy to say; and three pair | gave to Charity, instead of Elisabeth, whom | have
not much liked since her marriage. She is so tremendously ladylike and grand
now, and | should think would hardly condescend to wear woolen stockings.
Captain Parsons described her wedding as "a great e ort', the bride appearing
dressed all in white, veil,[Ett.

As far as Charlotte Godley was concerned, her former servant was indulging in an unwar-
ranted degree of self-aggrandisement. By this measure, Isabella Alexander's wedding dress
was a special dress that matched her personal circumstances and social position; it was aspi-
rational, but without ambiguity.

Kai Tahu brides and wedding dress

Colonial textile culture is a concept that highlights commonalities and di erences across cul-
tures. As colonisation brought profound challenges to intimate relationships between men
and women in Mori communities, including a negation of the ways in which they were
customarily formalised, whaiKlahu brides wore when they engaged in European forms
of marriage is pertinent. Inano Walter has explained #aat 8Mistomary marriages took
diverse forms. She identi es four main types of customary marriage relationships: taumau,
moe-naori, tomo, and zpiuhaEF In the 1860s Maori were increasingly choosing to cele-
brate in European and Christian ways, but they did not drop earlier types of marriage cus-
toms complete@lHer evidence relating to wedding out ts comes from other regions of
Aotearoa New Zealand. For instance, when "Dina te Rangi Koianake' and "Te Wakatomo'
were married by William Colenso at Waimarama, she wore "an elegant shawl over her gown
and English straw bonnet and veil' and had "arti cial owers in her hair' and he was "neatin
plain and good English clot@'.

Reaching beyond textual evidence is di cult, due to the nature of the material evidence
in the public domain. There is a wedding photograph in an album of watercolours by Theo-
dore Octavius Hurt, that is said to have been taken on Banks Peninsula during the time he
was active as an artist in the 1860s and early 1870s. It shows a double wedding possibly a
triple wedding in which two brides are dressed in light coloured clothing with hats along-
side grooms in dark coloured suits (see Figure 5.20). There was a celebration of two marriages
at St Peter's Church, Akaroa, in September 1867.

The celebration of two marriages as above, drew a numerous congregation to

10BodleyL etters from Early New Zealamd 322.

valter, *He Wahine, He Whenua | Ngaro Ai?', p. 25.

hano Walter, *He Wahine, He Whenua | Ngaro Ai?', p. 38.

11Bagnall and Peters@illiam Colenspp. 329, quoted in Inano Walter, "He Wahine, He Whenua | Ngaro
Ai?', pp. 38 9.
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St Peter's Church, Akaroa, on Tuesday last, thm&y, the service was con-
ducted solemnly and impressively in Maori, by the Rev. J. W. Stack, the many
natives present making the responses. The bridegrooms were cousins, one be-
ing the son and the other the nephew of Thomas Tikao, the native assessor
of Wairewa and Opukatahi; the brides being both daughters of Wiremu Ha-
rimona (better known as Big William) chief of Onuku Kainga, Akaroa. After
the completion of the service, the wedding party with their friends (Maori and
Pakeha) adjourned to the Kainga, where all comers were welcomed by the fa-
ther and mother of the brides, and an abundance of good cheer, cooked both
in Native and European style was provided for them, the festivities being kept
up until a late or rather early hour the following mor@%g.

The likelihood of the event and the photograph being linked is doubtful as the named
men appear not to be in the image; in fact, there appear to be no elders at all among those
gathered. The press report suggests that on this occasion food was more important than
clothing to the Onuku community. The question remains whethiefdfu brides also
wore the array of brown, blue, cream and white silks commonly used by British migrant
women when they married. The necessary precursor was the extent tcaehicorivi
munities had adopted Christianity.

By the 1850s Christianity was adopted at Kaiapoi through the in uence of men such as
Ihaia Taihewa and "a very civilized man named Solomon’, who accompanied Bishop Harper
and Reverend James Stack through Canterbury and Otago in @Hshéaaxtent to
which Christianity was adopted by other communities, such as those at Rapaki, Purau,
Koukoumarata (Port Levy), Wakaroa (Pigeon Bay), Ohae, Wainui (Akaroa) and Wairewa (L.it-
tle River) varied, as did the opportunity to create a market for goods such as rewood, pota-
toes, wheat, shand p@)uring the 1860sdTahu were placed in a precarious situation,
as a pleato the public of Christchurch, written by John Patterson, on behalf of the runanga
at Rapakiin 1863, lays bare:

This then is what we desire of you. If any large public meeting be held concern-
ing Native a airs, let some of us have notice to attend the meeting and hear the
speeches. ltis better for us to hear openly whatever may be intended towards
us. Don't let any of you suppose that our thoughts are like unto those of the
Maoris on the Northern Island. You heard our words in the meeting of days
gone by. Our thoughts are still the same. We are a few people, the Maoris of
this Island, and cleave to you the great people as a reliance for us all. This is all.
May God preserve us all amid the evils that are in the[ﬂhure.

Byttelton TimeL8 September 1867, p. 2.

113, W. Stacklore Maoriland Adventures of J. W. Stack{. & AW. Reed, Dunedin, 1936, pp. 246.
Upyttleton TimeL0 October 1858, pL§ttleton Times January 1860, p. 4.

1pressl0 September 1863, p. 3.
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The choice of a coloured or plain silk fabric for a wedding dress could be regarded as triv-
lal in this context, but it may also have been a serious matt&@rfahi eager to strengthen
their position and status in rapidly changing colonial circumstances. Boorish commentators
abounded in the colonial world, as the compilefe@Handbook of New Zealdi866)
unwittingly revealed, but they also reveal clothing choices being made:

Our English blanket, often of ne quality, and gracefully worn in the old Ro-
man Toga fashion, is still their favourite and generally their sole apparel; but,
despite the su erings of smartness, the Maori will occasionally array himself
in ne coat, sti collar and tight boots, and stand forth, the "howling swell.'
The chief dress of the women is the coloured cotton ‘roundabout,' a short,
bed-gown sort of garment but on high days and holidays, here and there, the
Maori Belle may be seen glistening in silk or satin, with crinoline ancﬁérasol.

Further detail of Mori clothing practices can be found in newspaper accounts of pub-
lic events during the 1860sdvi residents were present at civic occasions in Christchurch,
and elsewhere in Canterbury, at this time. The marriage of the Prince and Princess of Wales
was celebrated in Christchurch and Lyttelton in July 1863. Rev. J. W. Stack had ensured
that a large gathering of Kaiapadvi was present for the celebration in Christchurch.
Among the array of silk banners, ags and insignia, the way they had dressed for the pro-
cession caught spectators' attention:

Most were on horseback, but some few were on foot. Four, dressed in the
highly-prized “kiri kuri," or dogskin mat, went rst, and were followed by the
rest dressed in European clothes, over which some wore a pake (or rough
mat of scraped ax), and others, brightly-colored plaids or shawls; a very few
sported handsome kaitaka (bordered mats of scraped ax), but these are be-
coming now rather rare arti@.

Indeed, this seems to have been the case. Such garments were not in evidence in Febru-
ary 1867, when Sir George Grey visited Kaiapoi to lay the foundation stone of St Stephen's
Church. Maori and European women wore silk dresses for the occasion.

The whole of the Natives, it may be well to remark, were dressed in full English
costume from top to toe, and certainly the men, many of them with their bell
toppers and good black coats, as well as the ladies wigténkst jackets,

white round-about hats, and silk dresses with, in some instances, a profusion of
costly jewelry displayed, bore a very good comparison to their neighbors, from
whom their examples had been borr(@?ed.

IThe New Zealand HandbodR edition, 1866; Chapter Ill. The Native Race, p. 19. See hitp://www.
enzb.auckland.ac.nz/document/?wid=1668 (accessed 14 December 2018)

e yttelton Timed 5 July 1863, p. 2.

Upressl2 February 1867, p. 2.
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Te Muiru, the oldest inhabitant, was “arrayed in real Native costume, with the exception
of a red smoking cap', but he was an exception. When it is understood that claims relating
to land would be heard, the political expedient of being well dressed on European terms
becomes clear.

The extent to which “their examples had been borrowed' on this occasion is unclear,
however. Among the neighbours were Eliza Stack and her husband Rev. J. W. Stack, whose
Maori Mission was based at Kaiapoi. They certainly had the means to loan items of jewellery
to parishioners for special occasions. Following a catastrophic house re in 1870, Rev. J.
W. Stack revealed that his wife had jewellery of some worth: "Without taking Mrs. Stack's
jewellery into consideration (which was very valuable) ¢ 500 would not replace the things |
have Iosfz‘f But Eliza Stack may have been reluctant to loan personal items based on her
transactions with &bri brides at the Turanga mission station in the late 1850s. Eliza Stack
vowed not to out t another Mori bride after a transaction with a pupil known as Lucy:

After breakfast she came with me to my room, where | dressed her in a nicely
trimmed bu muslin | had worn only once or twice. | also gave her boots and
stockings, of which she was very proud, and a new black ribbon for her hair,
which made it look more tidy than usual. If not very bridal looking in her new
attire she was at least clean, and not quite so ugly as usual. Mrs. Volkner com-
pleted her dress with a pretty handkerchief for her neck, and she was evidently
very pleased with herself, and with us for what we had done for her. Unfortu-
nately, when she was met by the other girls she was told that her bridal attire was
not complete without a tippet, as the last bride married from the school wore
one, and so setthe local fashion. Lucy then burstinto tears, and disgusted me by
begging for a shawl in addition to what | had already given her. | had no shawl
for her, but to quiet her outcries, one of the women brought the black cape she
herself was married in. It rather destroyed the bridal e ect of my dressing, and
did not restore her cheerfulri&®s.

She did not, however, remain resolute for long. Soon after, another pupil requested "a
new frock in which to be married.' She obliged her, somewhat grudgingly, as follows:

When | went into the room Betty was sitting in great distress with the skirt of
herworking dress on, and saying that she had nothing else to wear, and no jacket
even to put over her shoulders. | took compassion at last, although determined,
after Lucy's ingratitude, never to dress a Maori bride again. After searching
amongst my things | found a very neat, white checked muslin jacket, and gave
it to her, only bargaining that she should return the trimming, which was very

2Hrummond, ed The Thames Journals of Vicesimus Lush, 1868182
123 'W. and E. Stadkyrther Maoriland Adventures of J. W. and E. Sa@31.
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pretty. | gave her a bow to suit her frock, and a comb and ribbons and pins
for her hair. On going into the bedroom soon after, to see if she was ready, |
found she had changed her skirt for a pretty print, and as the bow | gave her did
not suit it, | gave her another. | again left her, returning a few minutes later to
tell her the Bishop was going to the church and that it was time to be moving.
Imagine my surprise to see her wearing on the top of the neat print an old short
blue muslin skirt, with three very crushed ounces and bows of blue, green, and
purple ribbon, with long ends. Someone had furnished a long blue sash, quite
di erent from my blue bow. And thus attired she marche[‘t‘)_?f) .

Even as they borrowed clothing from Pakeha eldaosi IMides are revealed to have
made their own decisions about what they would wear for their marriage ceremonies.
Cross-cultural exchanges of clothing were relatively commonplace in mission contexts
and hardly ever completely straightforward. Such exchanges were a signi cantaspect of colo-
nial textile culture, whether it concerned the transfer of speci c items of personal clothing
or the renegotiation of existing clothing practices. While new identities could be forged with
varying degrees of success, such processes were freighted with potential for deep misunder-
standing. Borrowing and copying occurred within the context of wedding ceremonies.
It is easier to determine from sources written in English ah@aKu women wore
for tangihanga than it is for weddings. This is perhaps indicative of the relative importance
of these rituals in Bbri communities. The death of Ihaia Taihewa, a principal chief, at
Kaiapoi in 1865 was widely reported in colonial newspapers. His marriage was described in
the following terms: "On the way back from the North in 1840, Taihewa slept at Port Levy,
where he married Hera Mohuru, and took up his permanent @Wme mid-1840s the
couple 'embraced Christianity' and were baptised by Reverend Creed. When lhaia Taihewa
died in 1865 his widow Sarah (Hera) "dressed in black silk and wore a profusion of gold orna-
ments[E’]‘ThePressaported that "'nearly 200 Maoris were assembled, many of the men wear-
ing crape hat-bands, and the women dressed in black, and having pieces of the taua stuck in
their hats{?j"A burial service was performed by Reverend James Stack and it was noted that
“the co n was covered with black cloth, and trimmed with gilt lace' and that ety M
who gathered "seemed to possess their own praye[Eb‘ﬁbkiUneral oration of Pita Te
Hori was printed in Mori and translated into English. Afterward "all retired to the house
of the deceased, which could be recognised by ags hung uponiit half-n@Naighng
silk for special occasions was not restricted to British migrant woaoenwiinen also

122 W. and E. Stadkyrther Maoriland Adventures of J. W. and E. Stzk234 5.

12press8 August 1865, p. 2.

12press8 August 1865, p. 2.

12Press8 August 1865, p. 2aiTa is the Ki Tahu word for grandmother, but it is not clear what is meant
here. See Brown and Norton, @s)gata Nai Tahu, p. 346.

12press8 August 1865, p. 2.

12Press8 August 1865, p. 2.
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enjoyed its outstanding characteristics as an aspect of colonial textile culture.

Silk culture in Canterbury

Colonial commentators often took note of the similarities between oss silk and muka bre
derived from harakeke. Ernst Die enbach observed in 1843, "E kaitaka is made of the nest
ax: it is white and silk-like, with a strong black border, beautifully worked with angular
designsinred, very much resembling some of the drawings on Mexic@f@mﬁjar’ly,

Godfrey Charles Mundy, wrote@ur Antipodeis 1852:

Some of the specimens of ne ax, especially from the shrub in a state of cul-
tivation, were extremely beautiful, resembling in colour and not far di ering

in texture from the raw produce of the silk-worm. This valuable object of veg-
etable nature is capable of being converted into a cable for a ship, or lace for a
lady's veil a halter for the gallows-bird, or blonde for the bride. | have a retic-
ule made by an ingenious lady, in which the Tihori, or nest ax, worked in
what is called the Kaitaka stitch, has all the soft lustre of §$% silk.

Animal breswere also compared to oss silk. Wools, especially "long wools' from sheep
breeds such as the Lincoln, which were common in the Canterbury region, were said to have
“that peculiar silky gloss which renders it specially adapted for the manufacture of lustre
goods[f]’This suggests that the development of sericulture in Canterbury, and elsewhere
in Aotearoa New Zealand, was prompted by a cultural preference for textiles with silk-like
qualities. It was also a response to the needs of a disease-ridden European silk industry in
France and Italy. As Debin Ma has explained, the crisis tipped the balance in favour of East
Asian production from that point forwa@l.Both factors provide a context for vigorous
experimentation with silk production in Aotearoa New Zealand, as well as in Australia and
North America.

The experiments of one prominent individual serve as an example. William “Cabbage'
Wilson was a nurseryman from Kirkcudbrightshire in Scotland and became the rst mayor
of Christchurch in 1868 (see Fifurg 5.21). He was described as "a tall man of great girth with
dark eyes and aggressive expression' and “always clad in a suit of sc@ﬂﬁa blatdks

2Pie enbach Travels in New Zealang. 52.

12%. C. Mundy,Our Antipodes, or, Residence and Rambles in the Australasian Colonies: With a Glimpse of
the Gold Fields, Vol, Richard Bentley, London, 1852, pp. 126 7.

13New Zealand Exhibition, Sub-Class B: Other Animal Subst&6ées. 93. See http://www.enzb.
auckland.ac.nz/document/?wid=4807 (accessed 14 December 2018)

BPebin Ma, “The Great Silk Exchange: How the World was Connected and Developed', in Dennis
O'Flynn, Lionel Frost and A. J. H. Latham, &ix;i ¢ Centuries; Paci ¢ and Paci ¢ Rim History since the
Sixteenth Centuiigputledge, London, 1999, p. 53.

13%villiam Wilson (1819 97), W.620, Macdonald Index, CM, see https://collection.canterburymuseum.
com/search (accessed 26 March 2019)

271


http://www.enzb.auckland.ac.nz/document/?wid=4807
http://www.enzb.auckland.ac.nz/document/?wid=4807
https://collection.canterburymuseum.com/search
https://collection.canterburymuseum.com/search

Figure 5.20: ®bri wedding at Akaroa, c. 1865 71. Photographer unknown. Ref: E-501-f-
072, Alexander Turnbull Library, Wellington, New Zealand.
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Figure 5.21: Photograph of a painting of William Barbour Wilson, rst Mayor of
Christchurch. Ref: PACoIl-D-0542, Alexander Turnbull Library, Wellington, New
Zealand.
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Figure 5.22: Hank of silk with label, 1852. Ref: A96-469, Puke Ariki, New Plymouth.
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nickname by wearing a ‘cabbage tree' hat, an Australian product, as we saw in the previous
chapter. A rhyme i€@anterbury Pundk also indicative of how he was regarded: "William
Wilsonis coming. Oh dear, Oh dear! William Wilson is coming. Oh dear! With speech softly
owing; Ten to one he'll be blowing; Of the wonderful pile he's made here!' In July 1869
William Wilson planted two well-grown black mulberry trees in his orchard with the view, as
he explained, "of practically testing their value for the rearing of mulberry silkworm." Soon
after he acquired "a piece of absorbent paper dotted over with about 150 eggs' through his
membership of the local acclimatisation society and by mid-September 130 eggs had hatched
on an "earthenware plate' placed "in the window of a cool drawing room' at his home, which
he shared somewhat unhappily with his wife Elizabeth (née Williams) and their children.
Wilsonwas unprepared for his rsthatching asitoccurred four weeks too soon. But after
an initial diet of lettuce, his mulberry trees soon came into leaf and his worms grew rapidly.
Within weeks, they began "to show symptoms of considerable restlessness’ and started pro-
ducing rich beautiful yellow silk threads'. The time had arrived for them to “spin their co-
coons'. Wilson found a “shallow box of pasteboard such as drapers use for containing threads
or ribbons' and took small squares of paper ‘such as grocers frequently use for wrapping
tea, sugar [etc]’, which he formed into “conical paper tubes' and “stitched with a continuous
thread' around the box. His silkworms

not only speedily adapted themselves to their new habitation, but commenced
spinning, invariably beginning at the top of the cone end working downwards,
but nishing within the centre of a handsome oval cocoon of rich yellow silk
about two inches in length, by a full inch and a-half in dia@ﬁter.

These dimensions were a source of considerable pride. He skips over the process of reel-
ing in his report, perhaps because this work was typically done by women and children.
William Wilson may have been an early advocate of sericulture in Canterbury, but other
provinces began this process considerably earlier. An extant sample of silk produced by Pe-
ter and Helen Ann Wilson (no known relations) has a label stating "The rst silk spun in
Taranaki Xmas day 1852' (see @.Pﬁe.re were many ways silk could be experi-
enced as textile culture in colonial Canterbury, ranging from a treasured wedding garment
to an experiment in textile production.

Conclusion

Silk wedding dresses are signi cant material markers of marriage which was purportedly
about "sex, sentiment, domestic arrangements, and child rearing’, but also an important

13pressl8 June 1870, p. 3.
3Hank of silk, 1852, A96-469, Puke Ariki.
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means of managing property and wealth and as such they highlight the importance of per-
sonal and family identity to the concept of colonial textile cﬁ&i& was widely available

across a broad social spectrum, from small items like handkerchiefs, to large items like wed-
dingdresses. The versatility of silk meant that women and meaanaid migrant alike,

enjoyed silk in various ways, whether at the centre or at the margins of their wardrobes. Con-
siderable yardage went into the making of wedding dresses and the most lavish a ordances
of silk were subject to gender and class constraints. Knowledge about silk fabrics and how
best to use them for making clothing, particularly by dressmakers and experienced wearers
of silk, was considerable. But, these experts were not necessarily female, as we have seen the
extent to which men knew how to purchase silk for their wives, sisters, daughters, and moth-
ers. Yet, the pursuit of sericulture revealed the cultural limitations to the kind of knowledge
that was held about silk production. Awillingness to experiment was a necessary attitude for
the advocates of sericulture in Canterbury, and this is undoubtedly true of other residents

of other dry regions in which sericulture was attempted, but the focus of silk production
went back where it began, speci cally China and Japan. Setting aside the ancient origins of
the domestic silkworm, Isabella Alexander's wedding dress can be seen as an authentic ren-
dering of her identity as a Scottish migrant to Banks Peninsula who married into a family of
English silk workers.

13Ann Laura Stoler, “Tense and Tender Ties: The Politics of Comparison in North American History and
(Post) Colonial Studiegburnal of American Histowpl. 88, no. 3 (2001), p. 829 (829 865).
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Chapter 6

"There is a smile for every sigh': Maria
Papprill's Workbox

Workboxes, and other needlework containers, ranging from hussifs to work tables, o er a
means to look closely at the needlework practices of migrant and settler women as a cen-
tral element of colonial textile culture. Eileen Alice Warnock bequeathed an "early Victorian
ivory sewing box' to Wanganui Public Museum (now Whanganui Regional Museum) at her
death on 20 January 1@}Bﬁe history of the workbox was recorded on a small, rectangular
card for the museum's acquisition les: "The box belonged to a Miss Papprill, who later be-
came Mrs Henry Owen, Miss Warnock's grandm@mee'economy of this handwritten
sentence is beguiling. While it reads as if the ties between a grandmother, a grand-daughter
and a workbox were too obvious to require further explanation, it also hints at the impossi-
bility of nding words to describe the nature of family relationships that were expressed in
and through personal possessions, especially following the death of a former owner. Were
there, in fact, any enlivening connections between "Miss Papprill', "Miss Warnock' and the
"box'? What were the emotional and sensory experiences associated with women's work-
boxes in the context of everyday family life? These are important questions that this chapter
seeks to address, but they are not the only ones. Looking closely at the workbox itself raises
questions and establishes connections beyond those suggested by its history. The workbox
and its history can be connected to many of the key contexts that shaped textile culture in
settler colonial societies. Workboxes could connect people across time and space, both as pos-
sessions that linked successive generations as they were passed down through families and a
exotic objects sourced from distant overseas locations through imperial ties.

The workbox is an octagonal prism, shaped and pieced from sections of elephant ivory
and sandalwood (see Fifufe 6.1). Elegantly formed from beautiful and exotic materials, itwas
intended to o er its users a highly re ned sensory experience. Sight is the primary sense in

MWorkbox, 1983.10.1-18, bequest of Eileen Alice Warnock, WRM.
2Card Index for Acquisitions of 1983, WRM.
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Figure 6.1: View of workbox, c. 1830s. Ref: 1983.10.1, Whanganui Regional Museum. Pho-
tograph by Richard Wotton.
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Figure 6.2: Compartments of workbox. Ref: 1983.10.1, Whanganui Regional Museum. Pho-
tograph by Richard Wotton.
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Figure 6.3: Detail of workbox. Ref: 1983.10.1, Whanganui Regional Museum. Photograph
by Richard Wotton.

280



Figure 6.4: Detail of workbox. Ref: 1983.10.1, Whanganui Regional Museum. Photograph
by Richard Wotton.
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Figure 6.5: Rudrashka seeds. Ref: [unnumbered], Whanganui Regional Museum. Photo-
graph by Richard Wotton.
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this instance. Segments of ivory-veneer have been carefully cut and either pinned or glued to
the underlying sandalwood box to create a sleek, multi-faceted surface. The edges have been
decorated with ne hand-engraved bands and scrolls marked out in black lac, a resinous sub-
stance from a species of scale ﬁuséﬁng thelid revealsthatthe black lac borders continue
on the inside, where they pick out the shape of the box and the square, triangular and rect-
angular covers of each compartment (see figlifeg 6.2 6.3). One section is faced with green
silk. Touch comes into play with each opening as the ne implements and small memen-
toes held within are brought to light (see Figufe 6.4). Sight and touch are enhanced by the
soft, warm, woody scent of the sandalwood timber that is still able to be detected over 150
years after manufacture. In fact, the timber used in the construction of the workbox was
identi ed by its scent. Seven spherical seeds which may be rudraksha seeds, although the
surface is relatively smooth, or sandalwood seeds, although they are scentless and larger than
usual are among the miscellany of items (see Fidure 6.5). While sensory appeal is integral
to the design of the workbox, it also points to wider notions of imperial luxury that were
often associated with British India. When compared to the holdings of London's Victoria
and Albert Museum, the workbox can be seen to bear the hallmarks of similar ivory-veneer
products from Visakhapatnam (previously Vizagapatam), located on the eastern seaboard of
India, made for imperial markets during the late eighteenth and early nineteentiﬁ:enturies.
The workbox includes needlework tools for both plain and fancy needlework, includ-
ing beading, tatting and crochet (see Higyre 6.6). There is a loose and solitary steel needle
and a crystal intaglio wax seal stamp with the name "Maria' (s¢e Figure 6.7). The small, red
leather needle-case printed with scenes of Italy is now empty (sge|Figure 6.8). There is an
apple-shaped thread-waxing device, originally used to wax thread so as to help it slip more
readily through densely woven fabrics, and a set of snow ake-shaped thread winders made
from mother-of-pearl shell (see Figurgf 6.9 6.10). There are interlocking ivory spools and an
ebony orebonised rod to hold small wooden reels of coloured thread (sefe Figure 6.11). A
cowrie shell that has a purple ribbon on a winder concealed within it may have been used as
a means of controlling the stitching of ribbon and tape to fabric (se¢ Figure 6.12). There are
four pincushions, one of ivory, two of vegetable ivory, including one with a reel of ne ma-
roon thread, and a cloth-covered example in the shape of a tiny book (§ee|Figure 6.13). Two
of the pincushions still have tiny pins of just over one centimetre in length pressed into them.
The very short length of the pins suggests they were probably used for beading. An ivory

3Nerylla TauntonAntique Needlework Tools and Embroidarisue Collectors' Club, Woodbridge,
Suolk, 1997, p. 42; Kate Smith, "Production, Purchase, Dispossession, Recirculation: Anglo-Indian Ivory
Furniture in the British Country House', in Margot Finn and Kate SmitHadsindia Company at Home,
1757 18534CL Press, London, 2018, pp. 71 4.

4*Workbox in the shape of a cottage', Visakhapatnam, ca. 1790 1800, W.20-1951, Victoria and Albert Mu-
seum, see http://collections.vam.ac.uk/item/O73885/work-box-unknown/ (accessed 12 October 2016); Amin
Ja er,Furniture from British India and Ceylon: A Catalogue of the Collections in the Victoria and Albert Mu-
seum and the Peabody Essex Muséctoria & Albert Museum, London, and Peabody Essex Museum,
Salem, Mass., 2001, p. 206, pl. 50; Tauldigue Needlework Tools and Embroidppedl 4.
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Figure 6.6: Tatting shuttle. Ref: 1983.10. 10, Whanganui Regional Museum. Photograph by
Richard Wotton.
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Figure 6.7: Crystal with "Maria' in reverse etched into one facet. Ref: 1983.10.18, Whanganui
Regional Museum. Photograph by Richard Wotton.
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Figure 6.8: Needle case with Italian scenes. Ref: 1983.10.6, Whanganui Regional Museum.
Photograph by Richard Wotton.
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Figure 6.9: Apple-shaped thread waxer. Ref: 1983.10.14, Whanganui Regional Museum.
Photograph by Richard Wotton.
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Figure 6.10: Mother-of-pearl thread winders. Ref. 1983.10.17, Whanganui Regional Mu-
seum. Photograph by Richard Wotton.
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Figure 6.11: Ivory spools. Ref: [unnumbered], Whanganui Regional Museum. Photograph
by Richard Wotton.
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Figure 6.12: Cowrie shell measuring tape. Ref: 1983.10.16, Whanganui Regional Museum.
Photograph by Richard Wotton.
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Figure 6.13: Pincushions. Ref: 1983.10.7 9, Whanganui Regional Museum. Photograph by
Richard Wotton.
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or ivory-coloured tatting shuttle and a crochet hook with a mother of pearl handle reveal
that di erent types of lace were made by the users of the workbox, such as decorative collars,
cu s, trimmings and furnishings (see Figure 6.14). There is no thimble or pair of scissors in
the workbox. As these were necessary for needlework it is likely that they have worn out or
gone missing.

There is a sense when exploring the workbox that the rhythms of daily life have been
suspended in time. One of the thread winders, for instance, still has a winding of mustard
cotton thread in a gure of eight, and a remnant of cream cotton thread has been left on the
tatting shuttle. The range of tools extends beyond those required for needlework. There is a
button hook with a mother-of-pearl handle that pairs with the crochet hook and a mother-
of-pearl paper knife (see Fi@ 6.15). The workbox was a convenient place for small items
that were regularly required for mundane tasks, such as buttoning gloves and opening let-
ters, yet easily misplaced in the activity of daily life. At various times, printed verse, scented
sachets, newspaper clippings, and First World War paper seals have been deposited for safe-
keeping in the workbox (see Figure$[6.16 6.21). Under the octagonal tray that holds these
tools and memorabilia is an inaccessible bottom layer. The timber is not stable and has ex-
panded slightly, meaning that the tray is no longer able to be removed. When the workbox
was deposited into the care of the museum it came with two pieces of fabric, that are assumed
to have been tucked into the bottom layer; the workbox may fall apart if the tray is forced
outf

Collectors of antiqgue needlework tools usually claim that the items they search out " t
into three de nite periods of time": Georgian ivory, Victorian mother-of-pearl, and Edwar-
dian sterling siIvr.There are two justi cations for this blunt periodisation. First, most
needlework tools survive as discrete items that have been removed from their original con-
text and are dated by the materials used in their construction, and second, needlework tools
that are still housed in their original containers are likely to be matching sets that have seen
little use and have become points of reference, particularly if a name and date is inscribed.
By contrast, as this chapter will reveal, the workbox under consideration here comprises a
unique inter-generational assemblage that has been actively used. Through amedley ofitems
from di erent time periods it retains the traces of many lives and through those lives the
corresponding layers of needlework practice and memory work thereby o ering another
possible, and considerably less tidy, approach to periodisation.

Exploring family contexts

Insight into colonial textile culture in mid-nineteenth century New Zealand can be gained
by situating the workbox in its family context layer by layer down the generations. Eileen

SAssessment of Detlef Klein, Timber Conservator, 12 October 2016, TMM.
6Taunton,Antique Needlework Tools and Embroigpris.
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Figure 6.14: Paper knife, button hook and crochet hook. Ref: 1983.10.11 13, Whanganui
Regional Museum. Photograph by Richard Wotton.
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Figure 6.15: Paper knife. Ref: 1983.10.11, Whanganui Regional Museum. Photograph by
Richard Wotton.
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Figure 6.16: Valentine, or scented paper sachet. Ref: 1983.10.3, Whanganui Regional Mu-
seum. Photograph by Richard Wotton.
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Figure 6.17: Valentine, or scented paper sachet. Ref: 1983.10.3, Whanganui Regional Mu-
seum. Photograph by Richard Wotton.
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Figure 6.18: Prayer card. Ref: 1983.10.2, Whanganui Regional Museum. Photograph by
Richard Wotton.
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Figure 6.19: Scented cloth sachet. Ref: 1983.10.15, Whanganui Regional Museum. Photo-
graph by Richard Wotton.
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Figure 6.20: Newspaper clippings. Ref: 1983.10.5, Whanganui Regional Museum. Photo-
graph by Richard Wotton.
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Alice Warnock was born in 1895, the eldest child and only daughter of Edith Alfreda Owen
and her husband Thomas Warr@o,qd;the time of her birth, her father was a partner in

the Wellington drapery rm Warnock, Kelly and Adkin, which he had established with Kate
Kelly and William Adkin, butin 1910 he had established his own business, Warnock's Drap-
ery Store, in Wanganui (now Whangaﬁhiaa died in 1935 leaving a two- fths share of his
estate to his wife and his son, and a one- fth share to his daughter. It is assumed that real
property was typically bequeathed to sons and that portable property, often in the form of
household goods, was usually bequeathed to daughters, although whether or not they were
married was a signi cant considere@&nljth Alfreda Warnock died in 1956, leaving a will

that outlines a likely path of inheritance for the workbox. Her will stated (original emphasis):

| APPOINT my son OWEN WARNOCK of Wanganui Company Manager

and my daughter EILEEN ALICE WARNOCK of Wanganui Spinster Execu-

tors and Trustees of this Will ... | GIVE AND BEQUEATH to my daughter
EILEEN ALICE WARNOCK any motor car | may be possessed of at the date

of my death for her own use and bene tabsolutely | GIVE AND BEQUEATH

my share in WARNOCK'S DRAPERY LIMITED to my said daughter EIL-

EEN ALICE WARNOCK and my son OWEN WARNOCK in the following

shares namely four-sevenths thereof to the said EILEEN ALICE WARNOCK
and three-sevenths to the said OWEN WARNOCK absolutely as tenants in
common | GIVE DEVISE AND BEQUEATH all the residue of my property
bothreal and personal whatsoever and wheresoever situate after payment there-
out of my debts funeral and testamentary expenses and all estate succession and
other duties payable in respect of my estate and expenses of my Executors in
executing this my Will to my said daughter EILEEN ALICE WARNOCK ab-
solutely IN WITNESS whereof | have hereunto subscribed my nani& this 8

day of March one thousand nine hundred and for SiX.

Edith Alfreda Owen was born at Lambton Quay, Wellington, on 12 April 1869, the rst
child of Maria Papprill and her husband Henry Owen, a draper, and eventually one of four

’Eileen Alice Wamock [sic], BDM Online, 1895/11710. Her parents had married in 1891, see Edith Alfreda
Owen and Thomas Wamock [sic], BDM Online, 1891/2289. Her brother Owen was born in 1898, see Owen
Warnock, BDM Online, 1898/11504.

8Warnock's Drapery Store started out as an amalgamation with R.H. White & Co., but continued as
Warnock's from April 1910, ¥denganui Herald 25 October 1909, p. Wanganui Herald 11 November
1909, p. 6WWanganui Chroniclel5 April 1910, p. 3. Thomas Warnock's former business partner, William
Adkin, was Eliza and George Denton's son-in-law, see Chapter 4. For further information on Kate Kelly's role
in this business, see Bistipmen Mean Businepp. 143 6.

9Few historians in New Zealand have studied testamentary evidence, although there are notable excep-
tions, see McAlooho Idle RichLyndon Fraser, "Ties that Bind': Irish Catholic Testamentary Evidence from
Christchurch, 1876 19New Zealand Journal of Historgl. 29, no. 1 (2005), pp. 67 82.

19ill of Edith Alfreda Warnock, Wanganui, 29 May 1951, New Zealand, Archives New Zealand, Probate
Records, 1843 1998, see https://www.familysearch.org/ark:/61903/1:1:KXZH-GH4 (accessed 23 May 2018)
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Figure 6.21: First World War paper seals. Ref: 1983.10.4, Whanganui Regional Museum.
Photograph by Richard Wotton.
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childrerff[l Her parents' marriage had taken place at St Paul's Church, Wellington, on 5
September 1868, seven months prior to heEf)Hﬂzr. mother died from a post-partum
haemorrhage following the birth of her brother, Joseph Thomas Owen, on 28 November
1876, when she was 37 years ﬁf Bgethat time Edith's family had moved from their
Lambton Quay premises to a house on Murphy ﬂneiasteasy to surmise that the work-
box embodied deep feelings of attachment and loss for Edith following this untimely event,
particularly if it had been a focal point for sewing instruction passed from mother to daugh-
ter or for family stories and reminiscences. Edith was destined to be the only long-lived
woman of her immediate family. Her sister Alice Hester, who was born shortly after her
in 1870, was to marry Arthur Edward Copping in 1896, but died three years later, aged 29,
leaving one daugh@She was therefore a vital link between her daughter, her mother and
the workbox.

Like her daughter and her mother, as we will see Edith Alfreda Owen was raised in a
family with expertise in the retailing of clothing and textiles, and this sets the workbox within
a wider occupational context. Born in South Wales, Henry Owen had trained as a draper's
apprentice in New Bond Street, London, before a stintonthe Australian gold elds. Arriving
in Wellington around 1860, he ran drapery stores on Willis Street and Lambton Quay in
partnership with Gilbert Pick@t‘.l’he business was dissolved with a clearance sale in 1865;
men's and boy's suits, tweed coats, vests and trousers, "Talma' overcoats, tweed and cloth
caps, felt hats, waterproof coats, and ree ng jackets were available at a "very low gure’, in
addition to dress goods, including "Mohairs, Delaines, Stripes, Chené Mohairs, Poplins and
Silks', ladies and girls' hats, and trimmings and ri@)@mm end of 1866, he placed the
following newspaper advertisement:

RE-OPENING OF THE OLD ESTABLISHED HOUSE OF THE LATE

FIRM OF PICKETT & CO. HENRY OWEN, SILK-MERCER, CLOTH-

IER, HABERDASHER, & GENERAL OUTFITTER, begs to intimate that

he has made extensive alterations in the above premises and will re-open them
THIS DAY (TUESDAY), with a large and choice assortment of seasonable
goods; and, while thanking his friends and the public for their past favors, trusts

1Edith Alfrida [sic] Owen, BDM Online, 1869/188&illington Independei3 May 1869, p. 4. For other
children, see Alice Hester Owen, BDM Online, 1870/31087; Arthur Henry Owen, BDM Online, 1874/17621;
Joseph Thomas Owen, BDM Online, 1876/12666.

viarriage Certi cate: Marie [sic] Louisa Papprilland Henry Owen, 5 September 1868, 1868/7181. Afemale
witness to the marriage was J. E. Barber, a dressmaker.

Peath certi cate: Marie [sic] Louisa Owen, 28 November 1876, 1876/3781.

New Zealand Time& December 1876, p. 2.

MAlice Hester Owen and Arthur Edward Copping, BDM Online, 1896/1945; Edith Lilian Copping, BDM
Online, 1897/5477; Alice Hester Copping, BDM Online, 1899/4217.

18The Late Mr Henry Owenl\airarapa Daily Times27 July 1897, p. 2.

nellington Independerit8 March 1865, p. 2.
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that his connection with the late rms will be a su cient guarantee that noth-

ing will be wanting on his to merit their future patronage. H.O. having pur-
chased the business of Medngen& Co (late Pickett & Co), is prepared to

sell at such rates, for cash, as have never been previously o ered to the public of
Wellington. MOTTO: SMALL PROFITS AND QUICKRETURNS. [}

Likewise, as a married woman and as a daughter, Maria Papprill was familiar with the
clothing and textiles trade. She was born at St Andrew Holborn, London, England, on 1
July 1839, one of the youngest in the large family of Marianne Harbridge and her husband
Joseph Papprill, a tailor, and is believed to have been raised irﬂdemd@il, one of
her older brothers, Joseph William Papprill, settled in Christchurch, where he worked as a
labourer (sawy@He was soon joined by their sister Marianne and brother Thomas, with
whom he ran the Sawyers Arms Hotel in Pa@ﬂuﬁeph William Papprill married Sarah
Elizabeth Moore, an assisted immigrant, who supported her less proletarian husband by get-
ting over the bar to deal with troublesome custdffiéarianne Papprill married tailor
William Wilkinson Harrison in 1855, two years after her@rﬁﬂmﬁa Papprill followed
her siblings to New Zealand with her parents and another brother, Silas, arriving at Lyttel-
ton on thePhilip Laingin December 1856 to become part of an expanding urbafifamily.

At rst Joseph Papprill (senior) ran a tailoring business on Papanui Road, but by 1860 he
had premises on Gloucester Street (see[Figlire 6.22). Maria Papprill's social and economic
status is di cult to pinpoint. There is no evidence that she earned a living from her needle,
although as a tailor's daughter she had an opportunity to support his business, both directly
and indirectly. As Catherine Bishop has shown, for many urban women and girls domestic
and commercial boundaries were blurred within housgholds.

Maria Papprill lived in close proximity to other individuals who traded in clothing and
textiles. Mary Ann Coe (formerly Rowland) was the proprietor of "Albion House', a "Mil-
linery and Drapery Establishment' next door to the Papprill family home. She lived on the

8\kellington Independer®s December 1866, p. 2.

19Maria Louisa Papprill', FamilySearch, see https://www.familysearch.org/ark:/61903/2:2:5YCG-V6N
(accessed 23 May 2018)

20 yttelton Times January 1852, d.ytfelton Timed,4 August 1852, p. 12.

2} yttelton Timed4 August 1852, p.Ly2telton TimgR2 April 1854, p. 6.

2’Sarah Elizabeth Moore and Joseph William Papprill, BDM Online, 18B@tEltdd; Times26
March 1859, p. 4. The dierence in class status is reinforced by family information, see “Unravelling Mar-
ianne Harbridge', see https://freepages.rootsweb.com/~maggiesirishkin/genealogy/harbridge.html (accessed
23 May 2018)

2arianne Papprill and William Wilkinson Harrison, BDM Online, 1855/2021.

24_yttelton Times1 December 1856, p. 6; both Joseph William Papprill and Marianne Harrison had chil-
dren of their own by this time.

2Bishop, *Commerce was a Woman', esp. pp. 134 41.
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Figure 6.22: Papprill family home located between Albion House and Liverpool and Manch-
ester House on Gloucester Street, Christchurch, photographed by Alfred Charles Barker.
Ref: 1957.13.131, Canterbury Museum, Christchurch.
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Figure 6.23: Oxford Terrace and Gloucester Street, Christchurch, showing the Papprill fam-
ily home with second storey and separate front entrances for house and shop, photographed
by Alfred Charles Barker. Ref: 1/2-022722-F, Alexander Turnbull Library, Wellington, New
Zealand.
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Figure 6.24: Underside of lid with "Miss Harbridge' written in pencil. Ref: 1983.10.1,
Whanganui Regional Museum. Photograph by author.
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premises with her husband, John Coe who with Thomas Bruce, a long-time business part-
ner, was involved in biscuit-making, transport and coaching services, and later livestock farm-
ing, among other ventures and their numerous chinmaria Papprill may have made
purchases of decorative needlework supplies from Mary Ann Coe's "Fancy Department’,
which o ered:

An unusually choice selection, consisting of

Ladies' and gentlemen's cloth slippers for braiding and applique
Gold cord braids, &c., for ditto

Slippers illuminated on canvas and Berlin wool, double and single
Floss silks, and a beautiful variety of Berlin patterns

Rug needles, ditto bone knitting needles

White and tinted canvas

Pearl steel and Alluminium belt fastenings

Carriage companions, and reticules tted

Elegant toilet bottles, albums,c.

On the other side of the Papprill family home was the ill-fated Edward Goodacre, who
tried to make a success of the "Liverpool and Manchester House' drapery and general store,
which o ered a range of goods, such as: "Printed muslins, mantles, shawls, plain and fancy
dresses, ribbons, owers, ladies' hats and bonnets, parasols, hosiery, gloves, haberdashery
men's clothing, &§ By 1864 the Papprill family's small shop and dwelling had expanded
to include a second storey (see Higufe 6.23), but it remained an insubstantial building com-
pared to those on either side. We can assume, however, that that was where the workbox was
housed.

Intriguingly, the workbox has the name "Miss Harbridge' lightly written in pencil on the
inside of a square compartment lid, which strongly suggests, despite the attribution on the
collectionrecord, that it originally belonged to Maria's mother, Marianne Harbridge, or one
of her sisters (see Figure|6.24). Marianne Harbridge was born in Hamburg in 1803 and had a
close relative, Edward Groves, in the service of the East India C@Fﬁlpiarqonnection

26John Coe (1830 93), C.445, Macdonald Index, CM, lists seven sons and two daughters, see p. 5. They
moved to a Lake Ellesmere farm in 1865. For an announcement of Mary Ann Coe's “retirement from business',
sed’res0 January 1865, p. 1. She died on 2 November 1875 at the adeytitBBnsEees8 November
1875, p. 2.

27 yttelton TimgK1 June 1862, p. 5.

2!Edward Goodacre (1821 78), G.251, Macdonald Indexyt®iton Time9 September 1860, p. 4;
Lyttelton Timesl7 October 1860, p. 6. Goodacre was in and out of bankruptcy during the 1860s and early
1870s, even spending a period in Lyttelton Gaol for debt.

2%Unravelling Marianne Harbridge', see http://freepages.rootsweb.com/~maggiesirishkin/genealogy/
harbridge.html (accessed 23 May 2018). See Internet Archive https://archivieeoEgpftrindia Register
and Directory for 1818ndon, Cox & Baylis, 1819, p. ZB8;East-India Register and Directory forl1&25
don, Cox & Baylis, 1825, p. 2% Asiatic Journal and Monthly Register for British India and Its Dependencies
Volume gNovember 1931, p. 154.
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provides a possible route by which the workbox was obtained and suggests that it predates
its "early Victorian' attribution. The most recent items in the workbox date from the period

of the First World War, meaning that its active use crossed at least four generations: Eileen
Alice Warnock, her mother Edith Aldreda (Owen) Warnock, her mother Maria (Papprill)
Owen, and her mother Marianne (Harbridge) Papprill. Itis tting that the workbox became
arepository for Marianne Papprill's death notice of 1872: "Papprill OhJdaedAry, at
Gloucester Street, Christchurch, in tH& €ar of her age, Marianne, the a ectionate wife

of Joseph Papprill, niece of the late William Capel, Esq., formerly of Feltham Hall, Middle-
sex. Beloved and much respected.' The workbox and its contents demonstrate the seamless
process by which things could shift from being Anglo-Indian souvenirs to useful everyday
items to repositories of family history and memory. There can be, as Amanda Vickery has
pointed out, using the example of Elizabeth Shackleton's belongings in eighteenth-century
Lancashire, a ‘multitude of meanings invested in possessions @er time'.

Wills are also rich resources for historians of material culture in relation to processes
of creating and upholding family memory through material objects. Joseph Papprill's will,
writtenin 1874, provides a summary of "those things that matter "in the context of his im-
mediate family and personal Ie@h‘ﬁy.his son Thomas Papprill, the executor of his will,
he bequeathed "'my Mourning and Wedding Rings the framed Cartoon Feedthe Lambs,
and the framed In Memory the large Pier Looking Glass and the low large Vases.' His
silver watch and chain were intended for Thomas's son and his grandson, Ernest Edward
Papprill. Three framed engravings, "The Royal Family', "The Cyclops' and "A quiet day in
the Battery', in addition to "the White Marble Clock and the Chimney Looking Glass' were
bequeathed to another son, Silas Papprill. To his daughter, Maria Owen, he bequeathed
three framed engravings: "Richard Couer de Leon' [sic], ‘Richdftiahd 3 eander'.

Maria Owen died before her father. The three prints intended for her were depictions of
heroic male gures, spanning both myth and history, who provided popular subject material
for nineteenth century engra\@ﬂsnusually perhaps, Joseph Papprill divided his nancial
assets and real property equally between his sons and daughter Maria Owen; Marianne Har-
rison had predeceased @rﬁe knew how precarious the drapery trade could be; Henry

3%Amanda Vickery, "Women and the World of Goods: A Lancashire Consumer and Her Possessions', in
John Brewer and Roy Porter, égisnsumption and the World of GoBdsitledge, London and New York,
1993, pp. 281 2.

3% he phrase “those things that matter ' comes from Dan Hicks, “The Material-Cultural Turn', in Dan
Hicks and Mary C. Beaudry, etise Oxford Handbook of Material Culture Stu@ig&rd University Press,
Oxford & New York, 2010, pp. 74 5.

33will of Joseph Papprill, Christchurch, 29 September 1880, New Zealand, Archives New Zealand, Probate
Records, 1843 1998, |see https://www.familysearch.org/ark:/61903/1:1:QK9V-KFC7 (accessed 23 May 2018).
Joseph Papprill also left "Twenty Pounds (free of legacy duty)' to his London-based brother Henry A. Papprill,
an aquatint engraver whose work had been published by Ackermann & Co., among several others, such as
Henry J. Megarey of New York.

3By 1878, William Wilkinson Harrison was no longer a merchant tailor. Instead, he was providing ser-
vices for "A. Walker', a draper and clothier of Colombo Street, Christchuftiar,4@eJanuary 1878, p. 4.
Marianne Harrison died on 10 March 1876, see "Harrison, William Wilkinson', Church Register Card Index,
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Owen had been declared bankrupt in@?&

Changing needlework practices

Needlework practices underwenta period of rapid change in the mid-nineteenth century. To
a large extent, this was the outcome of a series of intersecting technological developments.
The industrial activity that positioned Britain as the "workshop of the world', particularly
in the print, textile and steel industries, had far-reaching impacts, from the invention of new
products, such as sewing machines and synthetic dyes, to the mass production of existing
products, such as paper patterns, needles and pins. In the domestic context, distinctions
continued to be made between plain and fancy needﬁ\mnln sewing referred to use-
ful forms of sewing, including the making, marking, decorating and mending of clothing
and domestic textiles. Depending on individual means, clothing stitched at home might
include women's caps, aprons, dresses and underclothing, men's shirts and neckwear, and
garments for infants and children. Domestic textiles encompassed items such as blankets,
sheets, pillow cases, counterpanes, quilts, towels, tablecloths, napkins and ki@len cloths.
The foundations of plain sewing were running, hemming and seaming stitch; edging stitches
like blanket and buttonhole stitch were also UZeful.

Women's plain stitching has typically been described as laborious, even soul-destroying.
There is an element of excess in mid-twentieth-century narratives of plain stitching that it
is useful to peel away. A description of the life of Jane Birdling (formerly Loveridge), the
mother-in-law of Maria Papprill's niece, Nellie Maude Papprill, is a good example:

With her large family of eight, Mrs. Birdling had no help excepta Maoriwoman,
Rora, who cared for all the children as if they had been her own. She carried
them on her back; and she taught the boys to smoke a clay pipe as she herself
did. There was no sewing machine to help in making garments for the children,
and after the peddlar's visit with his laden packhorse, mother sewed by the dim
light of smoking candles, night in, night out, at annel shirts, corduroys, and
moleskin trousers. Sewing loomed eternally before the woman of that day, and
as Mrs. Birdling lay unconscious for three months before her death, she was
constantly threading nee@s.

Representations of genteel women with their workboxes stitching by the hearth, and

Christchurch City Library.
3A\ellington Independer2 August 1873, p. 3.
3Kathryn LedbetteN/ictorian NeedlewarRraeger, Santa Barbara, 2012, p. 95.
38_edbetterVictorian Needlewargp. 59 60.
3_edbetterVictorian Needlewargp. 10 11.
38\oodhouse, edlales of Pioneer Womep. 207 8.
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thereby creating a symbolic emotional centre to nineteenth-century family life, have also per-
sisted. They are perhaps based on the archetype of the mission woman, as an account written
in 1939 by Blanche and Reverend Vicesimus Lush's grand-daughter, Aroha Lush Ruddock,
suggests:

IN Victorian days the choice of a workbox was the subject of as much delighted
and serious consideration as that of the wireless cabinet is to-day. In these days
the wireless set seems to form the centre of family life, while in old-fashioned
times pride of place was given to the workbox. Nowadays, on cold winter even-
ings we turn on the wireless as we gather round the re, just as once workboxes
were opened as the family gathered round the hearth gathered very deco-
rously, of course, the young ladies sitting most elegantly on the sedate and newly
brocaded chairs. No comfortable lounging in an armchaffthen!

Within family narratives, there is a tendency to reduce individual women's lives to ele-
ments that are thought to be fundamental to female experience in the colonial period; the
relationship between family stories and historical narratives can bE’pTlhIiaacchse study
works against such generalisations to show that colonial textile culture in the mid-nineteenth
century was created and shaped by women in response to the diverse material and emotional
contingencies of their lives.

A wide range of handcrafts gained popularity in New Zealand during the mid to late
nineteenth century, and this was not restricted to the production of decorative textiles or
“fancy work'. Embroidery, crochet, knitting and netting were, however, a signi cant subset
of a wider sphere of handcraft activity, as revealed by the range of handcrafts made by fe-
male migrants that are now held in public collections throughout New Zealand. Berlin-wool
work, crocheted purses and patchwork quilts can be found in tandem with waxwork owers
and hairwork jewellery, for instance. Berlin-wool work was a popular form of needlepoint,
as Chapter 3 discussed, worked in brightly coloured wools on canvas in “paint-by-numbers'
fashion, to adorn cushions and piano stools. Such items were made for a variety of reasons:
as leisure activities, to decorate homes, to sell to raise funds, to give away as presents, to reuse
household materials, to gain knowledge and skill, and to enter in competitions and exhibi-
tions, among others. Fancy work was formulated as a distinct aspect of British middle-class
culture{?j The di culties of achieving this distinction was evoked in F. L. W. Whiaals
Zealand in the Worldpublished in 1940:

3% Centennial Reminiscencdsbw Zealand Herald24 June 1939, p. 6 (supplement). For Aroha
Lush Ruddock's connection to Blanche and Vicesimus Lush, see http://www.aucklandmuseum.com/
collections-research/collections/record/am_library-manuscriptsandarchives-3735?p=2&k=Rucdock&
ordinal=28.

4UFor instance, Woodhouse, &dles of Pioneer Women

4ISee for instancEhe Lady's Album of Fancy Work; Consisting of Novel, Elegant and Useful Designs in
Knitting, Netting, Crochet and Embroidery, with Clear and Explicit Directions for Working the Gedigrns,
and Gri th, London, 1859, pp. lii iv. https://archive.org (accessed 20 November 2019)
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Ambitious ladies strove to follow the fashion of London, if not of Paris, and
struggledto preserve the culture thatlived in pianoforte music and elegant needle-
work. True, these e orts to live in New Zealand the life which would have been
normal in Surrey did not altogether succeed. Economic pressure was powerful,
and eventhe chosen leaders of society tended to succumb to the life of rude and
uncultured plentf

Although as Leonore Davido and Catherine Hall stated in their study of the English
middle class: "The "work' boxes and sewing chests listed in local inventories, and the sam-
plers, quilts and other surviving artefacts speak forcefully for what is seldom sai@n words.'
Margaret Maynard identi ed ne embroidery and home dressmaking as "genteel and desir-
able' ways for middle class Australian women to assert their fe@hih&wise, Lorinda
Cramer found that both plain and fancy needlework were integral to the formation of class
and gender identities in a study of needlework on the Victorian gold elds in Australia in
the 186(@These are important observations, as women's needlework has long been inter-
preted using a class-based binary of ‘working-class women at work' and "middle-class women
of leisurd™

Varieties of needlework containers

Although the workbox was used to produce useful, as well as ornamental, clothing and tex-
tile items it can hardly be described as quotidian. It may even have been a unique item in
mid-nineteenth century Christchurch, where needlework tools and equipment were stored
inarange of receptacles. Many items were very small, such as pins, needles and thimbles, and
of necessity required speci ¢ forms of containment. These “small things' served important
practical functions in the everyday lives of many women. For skilled needlewomen and

it should not be assumed that all women were adept with their needles the range of tools
could be numerous as di erent types of needlework required di erent types of equipment.
Portable needlework containers varied considerably for these reasons. Pocket-sized needle-
work cases (hussifs) made from a strip of padded cloth rolled and tied into a neat bundle
and drawstring workbags made from fabric remnants or calico bags, such as those used for
selling our and sugar, were in wide use. They were easily made from materials at hand in
most homes, as an article from the Brifiseenreprinted in the Christchurciloben

1879, demonstrates:

42F L. W. WoodNew Zealand in the World)epartment of Internal A airs, Wellington, 1940, p. 36.

“Pavido and Hall,Family Fortuneg. 387.

4MaynardFashioned from Penppy 127.

4Cramer, ‘Needlework and Genteel Identity in Gold-Rush Victoria', pp. 9 41, passim.

46Beth Harris, “Introduction’, in Beth Harris, éeamine and Fashion: Needlewomen in the Nineteenth
CenturyAshgate Publishing, Farnham and Burlington, 2005, p. 1.
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Out of cardboard boxes may be contrived many pretty receptacles. A collar
box, for instance, lined and covered with bright silk, will give two compart-
ments when divided by a piece of sti buckram, one of which will hold loose
cottons, &c., and the other, well-stu ed, make a pincushion. In a similar way
handkerchief boxes, or shallow cases for packing sweets, &c, are e ectively cov-
ered by silk or velvet, and bordered inside by a row of little pockets for reels,
silk winders, and tape measures. The lid comprises four aps, closing like an
envelope, the two side ones overlaid with annel for needles, the upper and
lower ones securing bodkins, crochet hooks, and other odds and ends by elastic

strap§’]

That women did this is in colonial Canterbury is con rmed by Catherine Glynn's tes-
timony at the 1871 Supreme Court trial of Simon Cedano, William "Ready-Money' Robin-
son's butler, for the murder of Margaret (Maggie) Burke, a fellow employee at the Robin-
son's Christchurch town house:

On the day of the occurrence, immediately before, the prisoner was sitting in
his pantry, stooping down, and looking out at Maggie and into a little box on
the shelf, and repeatedly looking up towards the sky. His manner seemed so
strange that it drew my attention. .. The box the prisoner was looking into was
a little box which Maggie had given me to make a pincushion with, and which

| left outside the windof#

Timber workboxes and worktables, alongside wicker and split cane workbaskets, and
“lady's companions', which were small boxes with lids in which tools were stored in an up-
right position, were available for purchase and through regular use often became prized per-
sonal possessions. Shopkeepers used newspaper advertising to announce the arrival of ship-
ments of these items, along with other genteel commodities such as writing desks, dressing
cases and jewel boxes. From time to time, there were auctions promising "Rosewood and pa-
pier maché workboxes' or ‘A choice and rare assortment of fancy work boxes, ormolu orna-
ments, watch stands, ink stands, cigar stands, jewel cases, dressing cases, glove boxes, pincush-
lons, toilet ornaments, in most expensive and unique Workm@ﬂép(brative boxes,
made from materials as diverse as wood, tortoiseshell, lacquer, straw and papier-maché, were
used to store a wide range of items and products in a uent households.

Workboxes were made from a variety of exotic timbers, including beech, ash, mahogany,
oak and walnut. In New Zealand a plentiful supply of native timber, such as kauri, rimu and

4'Globe15 October 1879, p. 4. Ledbetter, p. 25Bhsdyady's Newspaper and Pictorial Timeged
with theQueelin 1863.

483tar, 8 March 1871, p. 2. W. J. Gardner. “Robinson, William', Dictionary of New Zealand Biography, rst
published in 1990, updated January, 2011. Te Ara the Encyclopedia of New Zealand, https://teara.govt.nz/
en/biographies/1rl4/robinson-william (accessed 12 April 2018)

“Lyttelton TimeR6 April 1864, p. ®ress31 October 1863, p. 1.
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totara, was also used for this purpose. Lt. Col. Godfrey Mundy wrote of the versatility of
native timbers:

Among the pre-dominant timber-trees, | was introduced to the Totara and the
Rimu the most splendid of New Zealand pines next to the Kauri, which does
not ourish so far south both yielding a wood applicable to the beams of the
largest house or to a lady's workbox, a main-mast or a pap@-cutter.

Canterbury Museum holds a workbox made from the remains of a wrecked ship by the
lighthouse keeper at Godley Hglddhis story contains the notion of ‘timber's varied doom'
found in Thomas Hardy's famous poem about a polished oak workbox made by a joiner for
his wife from timber that he had also used to make the co n of a man who, it is suggested,
may have been her former I@@ettlers also had access to arich traditioaofilarved
boxes. Intricate waka huia and papahou (treasure boxes) also entered colonial households
in this context, where they were occasionally applied with a coat oﬂémiab.settler
women may have used these carved boxes to store needlework equipment, if the example of
Laura Taylor's mother, Caroline Taylor, discussed in Chapter 1, is not ex@Wﬂi{ml.
huia were carved in a diverse range of carving styles, but unlike European-style boxes they
often have more elaborate decoration on the lower surface because they were hung by cords
in the roof space of dwellings.

The relationship between workboxes and sewing machines was evolving. Early portable
sewing machines usually had no storage compartment, but treadle sewing machines could
include drawers. Yet there were also small sewing machines available that could be “carried
on the saddle or packed ina small wor@Sxéwing machines were available for household
purchase in Canterbury from 1860, and with time they prompted signi cant changes in the
nature of domestic needlew@ﬁ?hey had been gaining wider public notice since the early
1850s:

An ingenious machine has been invented in Manchester to supersede the pro-
cess of sewing garments by hand. Itis simple in its construction, and of mod-
erate dimensions, occupying but very little more space thanwadakiytsit

is made strong to prevent liability to derangement, and to allow of its being ac-
com[m]odated to various descriptions of work, and the required adaptation is

50Lt. Col. Godfrey Charles Mund9ur Antipodes: Or, Residence and Rambles in the Australasian Colonies
with a Glimpse of the Gold el&chard Bentley, London, 1852, p. 326.

SYVorkbox made by lighthouse keeper, EC159.182, CM.

52Thomas Hardy, “The Workbox', in Tim Armstrofigpmas Hardy: Selected Pdemsledge, London,
2009, pp. 179 80.

53). R. Elder, edThe Letters and Journals of Samuel Marsden, 17€»uB88Sommerville, Wilkie Ltd
and A. H. Reed for the Otago University Council, Dunedin, 1932, p. 240.

S4Caroline Taylor's workbox, 1959.42.5, [gifted by?], Whanganui Regional Museum.

54 yttelton TimeL November 1869, p. 1.

58 yttelton TimeL8 April 1860, p. 5.
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easily e ected. The machine is capable of properly sewing 60 yards of material
in an hour, and only requires attention to guide the fabric operated upon, so
that the lines of sewing may fall in the desired places.

It was thought that for “sack, sail, tent, and stay makers, and all persons requiring large
guantities of sewing done', a sewing machine had "long been a desideratum’, and that forem-
igrants it would be "a safe and pro table investment' as an item that could be let out on hire
when it was not required as it was "not liable to get out of MSpite this optimism,

Sarah Amelia Courage claimed that there was an absence of sewing machines in Canterbury
at the time of her arrival in the mid-1860s:

I had no sewing machine inthose days (I doubt if there was one in Canterbury),
and making valences, curtains and blinds by hand was a work of time. Jane said
she was clever with her needle when | engaged her, but she was fearfully slow. |
did as much in an hour as she in ﬁlay.

Although Sarah Courage's observations are incorrect, the workbox remained a focal
point for domestic needlework activity during this time, as we will see in the following sec-
tion. It was in subsequent decades that sewing machines came into wider use as practical
and ornamental household items. Most were nished in black "Japan’' enamel and decorated
with gold highlighting. They were housed in wooden cases or set into wooden table tops on
cast iron scrollwork stands. Like workboxes, sewing machines were intended for display as
well as for functional purpo@s.

Workboxes as household items

Maria Papprill's workbox can be situated within a household setting to a certain extent. As
Hannah Grieg, Jane Hamlett and Leonie Hannan state: "By connecting analysis of material
things to their equally material environments, itis possible to gain a new vantage point from
which to explore elusive human experiefﬁ’peﬂhough there are exterior views of the Pap-

prill family's Christchurch home, including one drawing and at least two photographs, the
arrangement and content of the rooms within is little known. The items listed in Joseph
Papprill's will “furnish’ the interior of the Papprill family home, but only to a limited degree.
The splendour of the ivory workbox appears at odds with the simplicity of the dwelling in

5Nelson Examiner and New Zealand Chrarii@®ctober 1853, p. 7.

S83arah Courageight and Shadows of Colonial Life: Twenty-Six Years in Canterbury, New, Zealand
Whitcoulls, Christchurch, 1976, p. 49.

SNicholas Oddy, "A Beautiful Ornament in the Parlour or Boudoir: The Domestication of the Sewing
Machine', in Burman, ed:he Culture of Sewimgp. 290 3.

%0Hannah Greig, Jane Hamlett and Leonie Hannan, "Introduction: Gender and Material Culture’, in Han-
nah Greig, Jane Hamlett and Leonie HannarGedsler and Material Culture in Britain Since 1Balgrave,
London, 2016, p. 8.
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which it was used, yet this could be one of the incongruities of colonial life, as Henry W.
Harper's description of a meal at a digger's hut on the West Coast near Hokitika reveals:

In this case my host is an elderly man, with stalwart sons, well to do, and gen-
erally held to be a warm man, with money laid by. He was a sailor, who,
with his wife and children, emigrated to the Australian Gold elds, and from
thence found his way to New Zealand. His homely wife had an excellent meal
ready, and, says my host, | don't hold with strong drink, but nothing but tea
Isn't good, and then, from under a settee, he produced some bottled porter.
And now I've some thing to show you; my Father was in the Navy, and col-
lected things. Amongst these he produced a very ne miniature on ivory of
Oliver Cromwell, which he said belonged to his Grandfather; it had also the
well-known wart that appears in contemporary pictures of Cromwell. As he
was thinking of a holiday trip to England, leaving his boys to work the claim, |
advised himto take the miniature, and getan expert opinion ofit. Well, thought

I, as lwalked homeward, that's an experience one would scarcely expect to meet
in a digger's hifg

Although Harper's experience may have been extraordinary, the use of an ivory work-
box in humble surroundings, possibly for commercial as well as domestic purposes, com-
plicates the usual coupling of grand domestic interiors and the ownership and display of
luxury goods. In her study of nineteenth-century homes, Anna Petersen drew attention to
“the somewhat incongruous character of primitive houses inhabited by people of genteel so-
ciety[]

Needlework as a situated practice can be considered using evidence from a household
nearby that of the Papprill family. Drawings and photographs of house interiors are avail-
able for the successive homes of EmmaBacon and her husband, the doctor and photographer
Alfred Charles Barker, and their children. An A-frame tent house they called "Studding Sail
Hall' was their rst dwelling. Drawings show female family members hand stitching at a ta-
ble with an open box (see Fidure]6.25). They later had an equally well-documented house
on Oxford Terrace, near the corner of Worcester @fﬁm.drawing room was elegantly
decorated: a substantial replace with fender and tools, lamps and ornaments on the mantel-
piece, large framed pictures on the walls, a stately rescreen, a button-upholstered armchair,
a oral pile carpet, and an occasional table with books. Emma Barker's wooden workbox in
the form of a two-storied English cottage is held in the collection of Canterbury @seum.

5Henry W. Harper]etters from New Zealand, 1857 1911, Being Some Account of Life and Work in the
Province of Canterbury, South Islanddon, Hugh Rees Ltd, 1914, pp. 171 2.

62PetersemMew Zealanders at Hoppe 58.

53avid JohnsorGhristchurch: A Pictorial HistpBanterbury University Press, Christchurch, 1992, p. 9.

64Workbox used by Emma Barker, c. 1850, 1949.148.806, presented to the Canterbury Pilgrims and Early
Settlers Association by Christopher Barker Esq., grandson of Mrs and Dr Barker, June 1939, CM. For more on
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Figure 6.25: ‘Interior of Studding Sail Hall Christchurch N. Zealand Feb. 2851 A. C.
B. Architect', drawing by Alfred Charles Barker. Ref: 1949.29.6, Canterbury Museum,
Christchurch.
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According to family history, this item was used on the long voyage to from Plymouth to
Lyttelton on theCharlotte Jana 185@ Its playfulness contrasts with the formality of the
family's drawing room (see Figure|6.26). It may, of course, have been used and kept in a back
room, such as a nursery. Emma Barker died on 2 October 1858 giving birth to her eighth
child, and it is possible that the survival of her workbox, like that of Maria Owen, was tied

to her premature death.

Other types of workboxes belonged to the Barker family. In a family photograph, Eliza-
beth Barker, one of Emmaand Alfred Barker's daughters, was shown seated nextto awooden
worktable as she stitched against a backdrop that had been set up outside the family home
(see Figufe 6]27). The photograph can be contrasted with a more naturalistic image of an-
other Barker daughter in a similar pose. Mary Barker and her friend Elizabeth Hewlings
were photographed seated in the shade of the Barker family's leafy verandah with a rectan-
gular wooden workbox open between them on a small central table (sge Figure 6.28). The
gloss of the timber used to make the workbox and table and the ruching of the satiny fabric
that lines the workbox contrast with the bare earth and fallen leaves of the grapevine that
climbs the walls of the rough sawn timber house. Mary Barker appears to be hemming a
skirt that can be picked out in the image as the fabric is darker than the skirt of the dress
she is wearing. Elizabeth Hewlings is holding a book in her hands and has a hat on her lap.
Her outdoor clothing indicates that she is a visitor to the household. Had Elizabeth Hewl-
ings been reading to Mary Barker as she worked at making a garment or had she visited to
exchange a book? Staged though this image may be, it demonstrates the companionship
associated with women's needlework: the inseparability of stitching, reading and conversa-
tion. This image, set alongside the content of Maria Papprill's workbox, highlights the close
associations between texts and textiles.

Workboxes and printed texts

The mid- to late-nineteenth-century printed texts in the workbox suggest that stitching was
closely linked with commercially-in ected forms of recitation and thought that inferred
upon the reader a romantic and quasi-religious femininity. A valentine with paper lace aps
has an image of a young woman and a variation on the "There is a Smile":

HOPE.

There is a smile for
every sigh,

Emma Barker, see Paulien Martens, * If we never meet again : The Migration Experiences of Emma Barker in
Nineteenth-century Canterbury', BA Hons essay, University of Canterbury, 2015.

65John B. Turner. "Barker, Alfred Charles', Dictionary of New Zealand Biography, rst published in 1990.
Te Ara Encyclopedia of New Zealand, https://teara.govt.nz/en/biographies/1b4/barker-alfrad-charles (ac-
cessed on 20 November 2019)
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Figure 6.26: Emma Barker's workbox used ddhbdotte Jan&850. Ref: 1949.148.806,
Canterbury Museum, Christchurch. Photograph by author.
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Figure 6.27: Elizabeth Barker with sewing and work table, c. 1860, photograph by Alfred
Charles Barker. Ref: 1944.78.274, Canterbury Museum, Christchurch.
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Figure 6.28: Mary Barker hemming a skirt with an open workbox, with her friend Elizabeth
Hewlings, holding a small aloum or book, photographed by Alfred Charles Barker on 10
May 1871. Ref: 1944.78.191, Canterbury Museum, Christchurch.
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For every wound a
balm;

A joy for every moisten-
ed eye,

For every storm a calm.
Each sighis sent a smile
to light,

Each wound in mercy
given,

Each tear- lled eye

will yet be bright,

Each storm sub-

side in heaven!

From the family history associated with the workbox, it can be conjectured that reciting
such verse, privately or otherwise, may have been an expression of love, a salve for grief or,
more simply, a way of facing the routine trials of daily life. There is also a printed card, issued
by Campbell and Tudhope, Glasgow, with a verse from Isaiah, a child's prayer, and snippets
from Ecclesiastes and John, as follows:

All'we like sheep have gone
astray; we have turned every one
to his own way; and the Lord hath
laid on Him the iniquity of us all.

Isaiabh liii. 6.

Lord, teach a little child to pray;
Thy grace betimes impart;

And grant the Holy Spirit may
Renew my infant heart.

A sinful creature | was born,
And from my birth have strayed,;
I must be wretched and forlorn
Without thy mercy's aid.

But Christ can all my sins forgive,
And wash away their stain;

Can tmy soul with Him to live,
And in his Kingdom reign.

To Him let little children come,
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For He has said they may;

His bosom then shall be their home;
Their tears he'll wipe away.

IN THE MORNING SOW THY SEED
WORK WHILE IT IS DAY.

Sewing and reading, including for religious observance, are brought together through
the act of combining needlework tools and printed texts in the workbox. As Talia Scha er
found in a study of nineteenth century novels written by women: "The connection between
sewing and reading was deeply ingr@m@ﬂe observed that the work of women writers,
such as Elizabeth Gaskell, included rich textual representations of women's needlework and
textiles. The workbox allows us to work in the opposite direction, nding evidence of the
close intersection of textiles and texts in daily life. As we have seenin Chapter 4, girls learned
needlework in conjunction with being taughtto read and write. It seems highly likely thatthe
workbox was used for home-based needlework tuition, which may have added an age-linked
signi cance to the way it endured as a treasured possession across multiple generations.

The writers of mid-nineteenth century needlework manuals were, however, more con-
cerned with improving the standard of needlework instruction. "M.E.B,' alteihotls
for Teaching Plain Needlework in Schmditished in London in 1861, stated:

We need not urge the necessity of a knowledge of Plain Needlework. It is im-
possible to do without it. It is essential, as well in the householdjcfalises

in that of thelowly The ne linen of the wealthy and the homely garments of
the cottager, must alike pass through the hand plaiheneedlewor@

It has been widely assumed that all girls were taught to sew in the nineteenth century, but
contemporaries, particularly those who wrote manuals aimed at “indi erent needlewomen’,
claimed that schools did not provide systematic teaching. The existence of such manuals
also suggests that needlework was not being taught adequately in the home. "M.E.B' wrote:
“There can be no rapid or solid success in any thing without SYSTEM, and in teaching young
children, experience proves thastepsiust begradual well-de nedand clear to theer-
ceptiorf She continued:

Should this method be found to be of any general service, the writer will be
thankful for having been permitted to show the daughters of her cottage friends
how, in one way at least, they may more e ectually do their Duty in the station
in which it has pleased God to place ti@n.

66Scha erNovel Craftp. 63.

67M. E. B.Methods for Teaching Plain Needlework in Schools, by 29 edigion, Robert Hardwicke,
London, 1861, p. 4.

68\1. E. B. Methods for Teaching Plain Needlework in Sghdbls

59\, E. B. Methods for Teaching Plain Needlework in Sghdbls
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Lorinda Cramer nds another kind of duty aimed more squarely at genteel womenwhen
she claims that "nineteenth-century manuals governed needlework as a performance for the
parlor, concentrating on the gendered stylization of the body: sitting still, with busy hands,
and downcast eyg8.Regardless of social status, needlework and duty are closely inter-
twined in these prescriptive texts. Yet, Maria Papprill's workbox is sleek and seductive, with
alock and key that allowed a measure of privacy, even secrecy. It o ered a place to store per-
sonal items such as cash, jewellery and correspondence and as such challenges the persistelr
idea that women's workboxes were used only in the service of others.

Workboxes, materials and gender

The focus will now shift from exploring the personal and domestic contexts surrounding the
workbox to an exploration of gender and materials in order to focus on textile culture more
broadly. "Ladies' workboxes' were explicitly gendered objects, but as Hannah Grieg, Jane
Hamlett and Leonie Hannan state: "Sometimes we can use the material world to question
the pervasiveness of gendered ideas in past c@lﬁhem/orkbox presents this opportu-

nity. At one level, itis a highly feminine object that has been designed for use by women or
girls for plain and fancy needlework. But, it has also been designed to be "used' by men and
boys in less tangible ways. As John Tosh has argued in his groundbrealirgatisdy
Placemen could be key gures in Victorian domesticity, and male identities and practices
are as relevant to the workbox as female ones, especially in the household of a tailor and
habitmake@ Joseph Papprill sold readymade clothing, such as "Bedford cords and leather
leggings', as well as bespoke garfi@egond this, we know little of his tailoring methods

or materials. His respectability is represented in an advertisement: "WANTED, housemaid,
in a gentleman's family. Apply to Mr. J. Papprill, Tailor, Gloucester street, Chris@hurch.'

He did not embrace marketing, unlike a nearby Gloucester Street tailor, John Morgon, who
claimed, for instance: "FASHION, FIT, AND ECONOMY ENSURED ... By importing

direct from the best markets in London and the West of England, and employing only the
newest and most improved modes of cutting, J. M. can guarantee a perfect t, at a moder-
ate charge, and respectfully solicits @Nb‘netheless, a deep knowledge of cloth and
clothing formed the basis of Joseph Papprill's stock-in-trade.

‘OCramer, "Needlework and Genteel Identity in Gold-Rush Victoria', p. 80.

"Greig et al., "Introduction: Gender and Material Culture’, in Greig et alGesutier and Material
Culture in Britain Since 16009.

2John ToshA Man's Place: Masculinity and the Middle-Class Home in Victorian EnyadJniver-
sity Press, New Haven, 2007, esp. pp. 46 50.

" yttelton TimeR5 July 1857, pLgttelton TimeL6 October 1861, p. 5.

AL yttelton TimeL2 April 1863, p. 5.

"Lyttelton TimeR4 January 1863, p. 1.
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Afurther consideration relates to elephant ivory and the imperial notion of men as "hun-
ters]ﬂ Hard materials from large animals, such as ivory, bone, horn and antler, had multi-
ple purposes within colonial households, and are all associated with the death of an animal,
whether from natural causes or as a result of “sport hunting'. Beyond needlework tools and
equipment, there were many items that could incorporate ivory, such as cutlery, combs, fans,
parasols, brushes, card cases, jewellery, buckles, buttons, games, rulers, ornaments, and pi-
anos. Most of these were imported items, however, Lyttleton was home to at least one ivory
turner, William Graham, whose skills could also be applied to softer local materials, such
as wood and bor@.lmages of nineteenth century domestic interiors with trophy heads
mounted on walls and tiger skin rugs laid in front of replaces tend to obscure the fact that
the material culture of the hunt could be presentin a less overt form, even in items that were
ostensibly feminine. While the elephant tusk used for the workbox was cut and polished, it
was not disaggregated and was able to serve as a visible reminder of a majestic species. There
was a deep history of human interaction with elephants in India, as an ancient religious sym-
bol in the form of Ganesh, an emblem of princely power, for theatrical performance, and for
hunting, military conveyance, cartage and h@la@;ﬁe importantly, for this purpose,
there was a long history of using elephant tusks to create useful and decorative objects. The
width of the slabs of ivory used to create the workbox indicate that the elephant concerned
was of mature a@We acknowledge now that elephants are a socially complex species that
experience grief when members of their family groups are maimed or killed. Thus, itis im-
possible to ignore the “life' and "death' dimensions of the human-animal interactions that
pervade the workbox and form a signi cant component of colonial textile culture.

Historian Frank Trentmann made a provocative distinction between "hard' and "soft' in
studies of materiality. In his words, ‘connecting hard (but fragile) things and networks to
the soft world of possessions and the domestic interior creates a space for material politics,
reconnecting private and public and providing a bridge between histories of politics and ma-
terial culturtﬂ The dichotomy between soft possessions and domestic interiors and hard
things and networks also positions the soft interests of culture against the hard facts of ma-
terial things. As Trentmann has observed, and this is rea rmed by scholars in New Zealand,
most historians tend to approach material culture with more attention to “culture' than
“material' compared to those working in adjacent disd@lhﬁealso argues that British

"®Hunting was part of everyday life, particularly in relation to the provision of food, in nineteenth century
Aotearoa New Zealand. See Kate Huhtanting: A New Zealand HistgriRandom House, Auckland,
2009, p. 14.

"TLyttelton Times81 March 1855, p. 2. Another ivory turner, John Winterbourne, arrived with his family
in 1859, ségttelton Time¥ December 1859, p. 4.

83jit Sivasundaram, “Trading Knowledge: The East India Company's Elephants in India afuBritain,
Historical Journalol. 48, no. 1 (2005), pp. 27 63.

9Assessment of Detlef Klein, Timber Conservator, 12 October 2016, TMM.

80Trentmann, Materiality in the Future of History', p. 266.

8rentmann, "Materiality in the Future of History', p. 288. For a more recent assessment, see Fiona McK-
ergow & Kerry TaylofTe Hao Nui The Great Catch: Object Stories from Te Mamamalom House,
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historians of material culture have been unduly focused on domestic objects and personal
possessions: "Material culture mainly stops at the domestic doorstep, rarely connecting to
urban networks, to the o ce, or to the brutal materiality of iron, steel, or bullets. The ma-
terial world is mainly soft, decorative and visfjl@he unavoidable gender dimension

to Trentmann's dichotomy can be unpicked. Hard tools and equipment, such as those held
within the workbox, were necessary to the production of soft clothing and textiles. The
workbox and the items within were the possessions of women, used and controlled in large
measure through networks of their own, but they were not without their male counterparts

in many contexts, not only of tailors, but also of farmers, soldiers and sailors. While this ar-
gument may have merit from the perspective of needlework practice, there exists a problem
with representations of gender where the symbolic focus has been on the soft cloth and in-
teriority rather than the hard tools and exteriority. The rigid form of the workbox, contrasts
with the supple movement of fabric that has been said to endow clothes, for instance, with a
“half-life'. Trentmann draws on the work of philosopher Roger Pol-Droit, who argued, "We
live our clothes as though they were Wéhen invested with this kind of ine able power,
elephant ivory can come alive too, although less as an extended notion of the self and more
as part of the “social imaginyl'his line of thinking opens out ties to the textile culture

of British India, which will provide the focus for the remainder of the chapter.

Textile culture and empire

Using southern Aotearoa New Zealand as their testing ground, Tony Ballantyne and Brian
Moloughney observed that South and East Asian peoples, commodities, networks and ideas
are aspects of Aotearoa New Zealand's colonial cultural history that are routinely ignored.
They propose that this oversight is due to the undue weight given to "the nation' girded by

a fascination with biculturalism as a means of framing historical narratives. How Britons
became &kela has previously been understood as a product of their engagement with an
unknown landscape and an indigenous culture. They contend that this ‘'encounter' model
has signi cantly underplayed "the formal incorporation of the region into a dense and com-
plex series of webs of exchange' that include@msunter this, they take a deliberately

Auckland, 2011, p. 13; Conal McCarthy and Jonathan Mané-Wheoki, ‘Afterword: The Wharenui Mataatua
and Some Thoughts about Things', in Cooper et allled&gonga He Koregn 317.

82Trentmann, “Materiality in the Future of History', p. 287.

8Roger-Pol DroitHow are Things? A Philosophical Experitraamg, Theo Cu , Faber, London, 2005,
p. 52, cited in Trentmann, “Materiality in the Future of History', p. 287.

84The “social imaginary' has been de ned by John B. Thompson as “the creative and symbolic dimension
of the social world, the dimension through which human beings create their ways of living together and their
ways of representing their collective life.' See John B. ThoSipsties in the Theory of Idegldgversity
of California Press, Berkeley and Los Angeles, 1984, p. 6.

8Ballantyne and Moloughney, "Asia in Murihiku: Towards a Transnational History of Colonial Culture’,
in Ballantyne and Moloughney, ddisputed Historiggp. 65 92., p. 92. See also Tony Ballantyne, “India
in New Zealand: The Faultlines of Colonial Culture’, in Sekhar Bandyopadhjradiaeid. New Zealand:
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transnational viewpoint, one that opens New Zealand to the world and the world to New
Zealand. Such a viewpoint has its immediate foundations in the new imperial history, but
also shares a methodological basis with comparative studies in British world and global his-
tory. Thus, they complicate the history of Murihiku by highlighting “the in uence of Asian
commodities, aesthetics and thought' on the ‘complex texture of colonia@uﬂlume'.
existence of treasured personal possessions, such as Maria Papprill's workbox, supports this
argument.

The scale of international historical inquiry into the dynamic and far-reaching commer-
cial and ideological exchanges between the diverse cultures of Asia and Europe in the nine-
teenth century is considergfl&luch of this work, particularly by feminist scholars such
as Antoinette Burton and Mrinalini Sinha, has focused on the cultural implications of these
exchanges, particularly in relation to the formation of social idﬁ\Wim;in this corpus,
there is a growing strand of work on female gentility and the material culture of empire. Di-
anne Lawrence elaborates on the work of Penny Russell and Linda Young in an examination
of the material culture of genteel womenin a range of colonial Io@ﬂbasiemonstrates
that speci ¢ forms of material culture were essential to the performance of gentility, espe-
cially with regard to the control of personal appearance, food preparation and presentation,
and domestic spaces, such as living rooms and gardens, and these were based on shared, but
not necessarily immutable, standards o@ﬁt&ere is evidence that genteel women were
eclectic in their choices of textiles: "Dress textiles are an example of objects which in some
settings were adopted out of necessity, then become acceptable, and then, by dint of being
used by elites, becomerigeuﬁAlthough there are many contexts in which such “trickle
down'analyses have been questioned, she usefully applies this observation to caution against
claims that "those of British heritage who lived in the colonies were intent upon re-enacting
an idealised notion of Britishn@3s.'

Textiles and needlework had long provided opportunities for the intertwining of British
and Indian material culture. Beverley Lemire and Giorgio Riello have established that In-
dian cotton textiles were an extrinsic factor in the development of fashion in Europe and a

Local Identities, Global Relatiddtgago University Press, Dunedin, 2010, pp. 21 44.

86Ballantyne and Moloughney, "Asia in Murihiku', p. 67.

87Ballantyne and Moloughney, ‘Asia in Murihiku', p. 69. The work of James Walvin, Nupur Chaudhuri,
Rozina Visram and Antoinette Burton is discussed.

88See for instance, Antoinette BurtBaydens of History: British Feminists, Indian Women, and Impe-
rial Culture, 1865 19Wsjversity of North Carolina Press, Chapel Hill, 1994; Mrinalini &lotwmial Mas-
culinity: The "Manly Englishman' and the "E eminate Bengali' in the Late Nineteenth,Géahahester
University Press, 1995.

89 awrenceGenteel Womepp. 3 6.

90LawrenceGenteel Womepp. 1 10.

%1 awrenceGenteel Womep. 42. See also Jayne Shrimpton, "Dressing for a Tropical Climate: The Role
of Native Fabrics in Fashionable Dress in Early Colonial Tiediile Historyol. 23, no. 1 (1992), pp. 55 70.

92| awrenceGenteel Womep. 42.
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vital stimulus to the British cotton textile indur@ther scholars have focused on a spe-

ci ¢ ‘objects of empir% Paisley shawls, for instance, occupy a sweep of imperial history
centred on the relationship between Kashmir and the industrialising cities of Britain. Hand-
woven from goat hair in the Kashmir Valley and part of the Asian shawl trade for centuries,
genuine Kashmiri shawls became luxurious fashion items in Europe in the late eighteenth
century. Cheaper British-made imitations, both woven and printed, became possible with
the mechanisation of handloom weaving in centres such as Edinburgh, Paisley and Norwich
and new developments in print technology. These were manufactured in large numbers and
of varying quality in Britain in the nineteenth century. Kashmiri shawls and their imitators
appear to have reached a peak in popularity at the time of the Great Exhibition in 1851. They
were no longer fashionable by the 1880s and there is evidence that they were reused as cloth-
ing and furnishinﬁ.Scholars have studied these items as a way to examine how ordinary
Britons interacted with ideas of empire and in relation to the e ects of mechanisation on
authenticity, design and taste. For instance, Nupur Chaudhuri found that memsahibs pop-
ularised shawls through trade and exchange with women who could not a ord to buy them
new, while Michelle Maskiell has exposed the ongoing role of colonialism in historical nar-
ratives that superimpose "modern' European imitation textiles over “traditional' Kashmiri
shawl productioff]

Maria Papprill's workbox, therefore, can be interpreted against the background of nine-
teenth century Indian textile production. India was renowned for its array of fabric dyeing,
weaving, printing and embroidering techniques. Textiles of Indian manufacture were pri-
marily based on the raw materials of cotton and silk. Cottons from Bengal and silks from
Assam provided a signi cant base for the making of British clothing in the nineteenth cen-
tury. Beyond paisley shawls, Britain was manufacturing an increasing range of “Indian’ fab-
rics of its own by mid-century, which could then be sold back to India by undercutting local
productiorﬁ’j] A number of scholars have demonstrated that Britain's longstanding polit-
ical, administrative, economic and commercial relationships with India meant that many

9Beverly Lemire and Giorgio Riello, ‘East & West: Textiles and Fashion in Early Moderd&unegie’,
of Social Historyol. 41, no. 4 (2008), pp. 887 916; Giorgio Riedtpnpp. 87 134, 211 37.

94The phrase is from John McAleer, “Objects of Empire: Museums, Material Culture and Histories of
Empire’, in Gerritsen and Riello, edisiting Material Culture Historyp. 249 55.

%For instance, the patterns of fading on a paisley shawl held at Te Manawa Museum reveals that it was
draped across a window, see Paisley shawl, 81/5/1, gift of Mrs Isabella May Hebley, TMM, and a selection of
clothing items made from paisley shawls are held at Te Papa, see Cloak, PC000644, gift of Mrs Prouse, 1958,
Te Papa,; Collar, PC003871, gift of Miss Molly Gambirill, 1990, Te Papa.

9Nupur Chaudhuri, “Shawls, Jewelry, Curry, and Rice in Victorian Britain', in Nupur Chaudhuri and
Margaret Strobel, edfgestern Women and Imperialism: Complicity and Resistatiara University Press,
Bloomington and Indianapolis, 1992, pp. 233 36; Michelle Maskiell, "Consuming Kashmir: Shawls and Em-
pires, 1500 200@purnal of World Historyol. 13, no. 1 (2002), p. 58.

97Frank TrentmanrEmpire of Things: How We Became a World of Consumers, fréroeheutypto the
2% Harper, New York, 2016, p. 140.
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Indian products, including cotton fabrics such as muslin and chintz, had long been natu-
ralised, even in provincial British housel@lﬂany Indian clothing and textile terms had
already been adopted into the English language: bandanna, calico, chintz, dungaree, khaki,
pyjama, sash, seersucker, shawl, among others. The ways in which ‘'empire’ was infused into
British culture and Britons learned to be “at home' with empire were “material and cultural
as well as political' in the nineteenth cer@mys Kirsten McKenzie and Rob Aldrich have
recently stated: "It is di cult to imagine, for instance, a Victorian breakfast deprived of tea
from India and sugar from Jamaica and Mauritius, or to picture a mid-nineteenth century
drawing room without a Turkish carpet, a Chinese vase, a Japanese screen or a curio from a
colonyﬂlvory workboxes and other types of containers, such as tea caddies are among
the many items that might also be added here.

The circulation of raw materials, tradable commodities and personal possessions from
India has increasingly been disentangled from narratives that serve British nationalist and
imperialist purposes to examine “social persons' or individuals immersed in “collective kin
obligationﬂltems such as Anglo-Indian workboxes did not exist in a British imperial vac-
uum. As Indian textiles and domestic furnishings are among those items that have been re-
evaluated from the standpoint of family, gender and material culture, the workbox should
not be separated from its family context in an e ortto understand it as a product of the eco-
nomic and political circumstances of empire. Maria Papprill's workbox represents imperial
luxury in miniature, that is, a form of luxury that was constructed to be within reach of the
emerging British middle class of the early nineteenth century. But at the same time, it was
also a class of commonplace domestic item used by Britons and their colonial counterparts
for the purpose of making and mending clothing and furnishings. It is in the context of
the rhythms of everyday life that an attractive and useful container, such as Maria Papprill's
workbox, could take on individual and familial emotional meanings. It should be noted that
a balanced interpretation of the workbox would encompass its makers the craftsmen (and
it is assumed they were men) who blended "Western forms and Indian materials and tech-
niques' alongside its users, however this is beyond the scope of th@hapter.

As a product of empire, the workbox was designed to Il the imagination of its users

%Jon Stobart, “Taste and Textiles: Selling Fashion in Eighteenth-Century Provincial England', in Jon Sto-
bart and Bruno Blondé, e@&glling Textiles in the Long Eighteenth Century: Comparative Perspectives from
Western EuropBalgrave Macmillan, London, 2014, pp. 160 78.

99Joanna de Groot, "Metropolitan Desires and Colonial Connections: Re ections on Consumption and
Empire’, in Catherine Hall and Sonia O. Rose,Addpme With Empire: Metropolitan Culture and the
Imperial World, Cambridge University Press, Cambridge, 2006, p. 166.

10QRobert Aldrich and Kirsten McKenzie, "Why Colonialism?', in Robert Aldrich and Kirsten McKenzie,
eds,The Routledge History of Western Empimgledge, London, 2014, p. 8. See also Erika Rappaport,
“Imperial Possessions: Cultural Histories and the Material Turn: ReMictosien Studiespl. 50, no. 2
(2008), pp. 289 96.

105ee for instance, Margot Finn, “Colonial Gifts in British India: Family Politics and the Exchange of Goods
in British India, c. 1780 182Mpdern Asian Studigol. 40, no. 1 (2006), p. 231.

10Amin Ja er,Luxury Goods from India: The Art of the Indian Cabinet-Maketoria and Albert Mu-
seum, London, 2002, p. 9.
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with remote and exotic sight, sight, smell, taste and touch sensations, that is, to take them
beyond the tangible sensory possibilities of the workbox itself. As Kate Flint has explained,
"The senses work also to connect people to wider, unseen communities than those in which
one lives communities composed of networks of production, distribution, and consump-
tion.[I_UfThe sensory associations with India that an item such as the workbox could evoke
were deeper and more complete for some New Zealanders than for others. Those who had
been resident in India as part of the British colonial administration or armed forces had the
opportunity to comprehend an item such as the workbox in terms of these life experiences.
First-hand knowledge of British India was by no means always associated with privilege, as
was the case for many of the soldiers of th¢V8&st Middlesex) Regiment pictured in
Chapter ﬁ New Zealand-born children who played with or learned from its contents
may also have had the opportunity to hear their elders tell stories of British India through
books, such as George Francklin Atkin§amiy and RicEfFurther, the workbox could
have been a source of “imperial experience' for both boys and girls as it embodied tradition-
ally gendered notions of both male and female pr@‘e‘rﬁa workbox has a "mute elo-
quence’, in the words of Felix Driver and Sonia Ashmore, who argue that "by highlighting
the importance of circulation of things, images, people and ideas we can bring di erent
perspectives to beHf

For most mid-nineteenth century New Zealanders, India was renowned for its capacity
to saturate the senses. Residents of Christchurch were routinely o ered a textual acquain-
tance with luxuries from India by the local newspaper predsytidien Timegeported,
for instance, that Queen Victoria's "Eastern subjects' had presented her the following items
for the Great Exhibition of 1851

A large tent with gilt poles, the covering of nest cashmere shawl cloth, all over
embroidered with gold and silver. An etui of beautiful opaque, gold bound,
the top forming a radiant centre set in diamonds and rubies. A magni cent
couch and six chairs, of carved ivory work, presented by the Nawab Nazim
to her Majesty. A couch cushion worked in gold and silver thread, with the
names of Victoria and Albert, the initials being diamonds, and the other letters

10K ate Flint, "The Social Life of the Senses: The Assaults and Seductions of Modernity', in Constance
Classen, edd Cultural History of the Senses, Volume 5: In the Age of Blopimsbury, London, 2014, p.
26.

10€harlotte Macdonald and Rebecca Lenihan, “Counting Redcoats: Who were the imperial soldiers
serving in New Zealand in the 1860s?', Recorded at the National Library of New Zealand, 4 Octo-
ber 2017. See http://newzealandhistory.podbean.com/e/counting-redcoats-who-were-the-imperial-soldiers-
serving-in-new-zealand-in-the-1860s/ (accessed 20 November 2019)

10% yitelton Timeg<L0 September 1859, p. 5; George Francklin Atkhsonand Rice, on Forty Plates;
or The Ingredients of Social Life at Our Station in InDi&y & Son, London, 1859.

106The phrase comes from Rita S. Kranidis|raggrial Objects: Victorian Women's Emigration and the
Unauthorised Imperial Experief@ayne/Macmillan, New York, 1998.

10Felix Driver and Sonia Ashmore, “The Mobile Museum: Collecting and Circulating Indian Textiles in
Victorian Britain'Victorian Studiesol. 52, no. 3 (2010), pp. 354 5.
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in pearls of large size. A hundred and twenty life-size gures, representing the
various occupations of Hindoos, with working implements complete. And a
very extensive assortment of native jewellery and gold ornaments from Delhi
and Cuttack™}

Cashmere was not only a luxurious cloth, but also from 1854 the name of John Cracroft
Wilson's farm, and later a wealthy suburb, atthe northern base of the Port Hills, Christchurch.
Jewel-studded etui (needlework containers) may have been alien to residents of early Christ-
church, but precious materials, such as ivory, metallic thread, diamonds and gemstones, cer-
tainly featured as the personal possessions of wealthier settlers. Later, the name of "Nawab
Nazim of Bengal' was used to advertise a brand of sewing machine called ‘Th@gneoria‘.
The cult of Victoria as Empress of India a title enacted by Prime Minister Benjamin Dis-
raeliin 1876 and proclaimed at the Dehli Durbar of 1877 was considerable, percolating into
ordinary households throughout Britain's colonies in various ways. Through ordinary ob-
jects like workboxes, ordinary Britons could link themselves to monarchical power, as prod-
ucts such as the "Celebrated VICTORIA COMBINATION WORKBOX and WRITING
DESK' plainly suggﬁbn the other hand, Maria Papprill's workbox shares technical and
aesthetic relationships to much larger items of inlaid ivory furniture, such as desks, chairs,
card tables, and bookshelves, which were extraordinarily costly and luxurious, and more or
less unknown in New Zealand.

Residents of Christchurch, such as the Papprill family, had a close familiarity with awide
range of Indian textiles, from nainsook to g@ﬂ@hristchurch was described as having a
“thoroughly English character’, but how was this reconciled with an everyday textile cul-
ture derived in part from Ind@?lt is evident that many Indian textiles were regarded as
"British' before well before they reached colonial Canterbury, especially if they were imita
tion Indian textiles made in Britain and even if they were made in India and distributed by
British agents through British p@iﬁowever, itis also clear that there were many ways in
which India was manifest in colonial Christchurch. Three examples will serve to illustrate
this point. A means by which “Indian goods' were distributed in newly established towns,

104 yttelton Timesl March 1851 p. 2. See Rosie Dias, ‘Agents of A ect: Queen Victoria's Indian Gifts', in
Dias and Smith, ed3itish Women and Cultural Practices of Empire, 177(ph9467 92.

109rimaru Herald 16 December 1874, p. 2.

11fjew Zealand Herald.3 November 1863, p. 1.

Uor nainsook derived from cotton, see for inst@nesg, 1 January , p.LFttelton Time£1 June 1862,
p. 5. For gunny derived from jute, see for instBnessd June 1861, p.L&ttelton Times0 July 1862, p.
5. The range of Indian fabrics available in Sydney between 1790 and 1830 were quite di erent, for example, a
plain cotton gurrah from Northeastern India. For further details, see Margaret Maynard, "Civilian Clothing
and Fabric Supplies: The Development of Fashionable Dressing in Sydney, 17@QaiE33torywol. 21,
no. 1 (1990), p. 91; Phyllis G. Tortora and Ingrid JofifreoRairchild Books Dictionary of Texeaischild
Books, New York, 2014, p. 276.

fpProvincial Council[The Province of Canterbury, New Zealand: Information for Intending Emigrants,
G. Tombs & Co., Christchurch, 1873, p. 12.

Rrichelle Maskiell, "Consuming Kashmir: Shawls and Empires, 1500Q00@l, of World History
vol. 13, no. 1 (2002), pp. 28 9.
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such as Christchurch, was outlined by Charlotte Godley in a letter of 1850:

One of the applicants whom we should both be glad to satisfy and x in the
district, is Captain Mitchell (of the 84th in India) who has lately (as | told you)
found out an overland passage from Nelson to Port Cooper. He is an ardent
admirer of this country in general and Port Cooper in particular, and though
he must go back to India for a year, to sell out, etc., he has promised to return
(D. V.) in that time, with a cargo of Indian goods, to be disposed of at a great
pro t amongst the anticipated ladies of Lyttelton, Christ Church, etc. He has
been eight years at Calcutta, (knew the Colviles well there) and says now that he
does not wish to go back to live in England after so many of his ties are broken,
and so on; and in short is so bent on establishing himself at Port Cooper, that
he has gone down there with a stack of sheep and cattle, and materials for a
house, with which he meansstjuatas the phrase goes, and trust to his luck

in getting a good choice of land, when choosing time comes@i‘ him.

Captain Mitchell never realised his ambitions as on his return to India he was "avictimto
that climate'. He had originally come to New Zealand to recover his health, "which had been
much impaired by a long residence in Iiffgf@here were local retailers, including Mary
Anne Coe, who were more successful conduits for desirable Indian goods, such as “Indian
matting', "Indian long cloths', "Indian worked muslin chemisettes', among ott@ﬁ items.

Most importantly, this trade occurred with the arrival of Indian people in Canterbury.
Former Indian civil servant John Cracroft Wilson brought a retinue of Indian servants when
he settled in Christchurch in 1@Z[hey are remembered in the architectural history of
the region as having made the mud bricks for his rst home at Cﬁmeimadictment
against one of these servants reveals indirectly new facets to colonial textile culture. In 1859
John Cracroft Wilson accused his former servant, Wuzeerah, who had been in his employ-
ment for several years, of larceny. The case revolved around the alleged stealing of a copper
boiler that had been used for "‘washing purposes in the house', but when no longer required
it was transferred into Wuzeerah's possession with the permission of the Wilson family “to
use by him in the preparation of ax'.

U6 odleyLetters from Early New Zealamd 92.

Upyttelton Timeg1 January 1852, p. 6.

1% yttleton Time4,0 January 1852, pyitleton Timed,7 November 1855, pL§@teton Time£9 March
1856, p. 8. Judging from this newspaper, it is possible that the term “Indian’ fell out of favour as a descriptor for
textile and clothing items as a result the revolt of 1857, although Mary Ann Coe continued to advertise “India
muslin' and “India twill long cloth’, and products such as “Indian ink' and “Indian rubber goloshes' continued
to feature.

Utessa Kristiansen. “Wilson, John Cracroft', Dictionary of New Zealand Biography, rst published in
1990, updated May, 2002. Te Ara - the Encyclopedia of New Zealand, https://teara.govt.nz/en/biographies/
1w31/wilson-john-cracroft (accessed 12 January 2018)

HKatharine Watson, ‘A Gentleman's Home', Christchurch Uncovered: Exploring Christchurch's past
through archaeology, 9 May 2013. http://blog.underoverarch.co.nz/2013/05/a-gentlemans-home/ (accessed
12 January 2018); Anna Turner, “Cracroft House demolisbs#€l August 2012.
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John Cracroft Wilson gave the following statement:

Wuzeerah had been in his employ and known to him for several years. On his
(witness's) return to India, a copper boiler, which had been used for washing
purposes in the house, but was afterwards disused, fell into the possession of
the prisoner and was used by him in the preparation of ax, with the consent
of the family. Shortly after witness's return from India, the boiler was again
needed, but could not be found until the loss of a crowbar occasioned a search
to be made in the prisoner's house, when the articles which were the subject of
the indictment namely, the copper vessel, and two Indian sickles, a tent peg,
a chopper, a koorpa, and a guard-iron of a sledge, were found concealed on the
premises. Previous to this search, which took place &nlilig,Gvitness had
discharged the prisoner from his service, oi'tA@fB and had then ordered

him to give up all property in his possession; two implements were given up.
On the articles being found, prisoner had acknowledged witness's ownership
in them, and begged him to take them away and forgive him.

While textiles from India were ubiquitous, Indian objects were also used by Indian peo-
ple in colonial Canterbury.

Another Canterbury resident, the Hon. J. D. (James Dupré) Lance had ties to British
India. He had trained at the Royal Indian Military College, Addiscombe, and became an
ensign, later a lieutenant, in the East India Company army. In 1862, after being present at
the relief of Lucknow, he married Mary Ann Eliza Mallock. She inherited ¢,30,000, a fortune
that the couple is believed to have used to purchase Horsley Down, a high-country station
adjacent to property already owned by other members of the Mattocﬁwnﬂyn the
couple returned to England in the mid-1860s, the household furniture at Stricklands, their
10-acre property on Cashel Street, Christchurch, v@l-‘sawljonable household textiles
such as chintz and lace curtains, a Turkey tablecloth, Brussels carpet, and "wool-work' foot-
stools, furniture made from ne timbers such as kauri, walnut, honeysuckle, and mahogany,
decorative items in porcelain, glass and ormolu, and goods produced by leading china man-
ufacturers, such as Minton, were listed. There were items used for needlework, reading,
writing, eating and drinking, and playing music. Among them were "easy spring chairs',
‘drawing-room chairs', a "Tunbridge-ware workbox', a “unique' work table with drawers,
a 'kidney-shaped writing table' with an inkstand to match, another "Handsome inkstand,
writing-pad and envelope case’, a tea table with table cloth, an 8-octave Broadwood piano

1%V, J. Gardner, "Lance, James Dupré', Dictionary of New Zealand Biography, rst published in 1993.
Te Ara the Encyclopedia of New Zealend, https://teara.govt.nz/en/biographies/2I1/lance-james-dupre (ac-
cessed 20 November 2019); James Du Pre Lance, (1828 97), L.41, Macdonald Index, CM, see https://
collection.canterburymuseum.com/search (accessed 20 November 2019)

14Presd,2 June 1866, p. 1.
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and music stand and the pair of kauri book cases, walnut and ormolu bo@holder.

The Lance family left New Zealand for over a decade, as James Lance had been involved
in a serious buggy accident that dislocated his neck, a case so unusual it was reported in the
LanceE]2 The items that were sold by public auction may well have been the impersonal
“trappings' of genteel lives. That the Tunbridge-ware workbox in the drawing room was
o ered for sale, suggests that it had little a ective meaning, and as such di ers signi cantly in
emotional terms from the elephantivory workbox used by Maria Papprilland other members
of her family. Both the workbox and worktable were presumably the property of Mary Ann
Eliza Lance. Women's workboxes do not often occur in lists of household items put up for
public auction. For a start, they need to be of signi cant aesthetic value to be resold in this
way. Tunbridge-ware workboxes were known for high-quality joinery and easily enter this
category. In modest households, workboxes are perhaps more likely to have been regarded as
intimate personal possessions, rather than fashionable and therefore disposable items.

There were items that had close associations with India in the Lance's drawing room.
Chintz was a patterned cotton fabric that originated from India, but was produced by British
manufacturers for home and colonial markets in the nineteenth century. Turkey red dyed
and printed cotton cloth was produced in a huge variety of plain and patterned forms by
manufacturersin Scotland, England and India. Many Turkey designs incorporated emblems
of South and East Asia, such as elephants, peacocks, tea ceremonies, and mosaic patterns
that imitated tie-dyeing. What the interior of the Lance's drawing room demonstrates is the
seamless integration of materials and products of India and elsewhere into an assemblage that
demonstrates the ways in which genteel British identities were constituted through highly
di use "objects of empire’ in colonial New Zealand. The Lance family returned to New
Zealand in the late 1870s, but according to one of his contemporaries, James Lance was not
the “hard-headed, hard-working, thrifty sort' that was required in colonial Ca@rbury.

Finally, Maria Papprill's workbox is not simply an “translocal’ object. The materials used
to create the workbox and its contents are an instructive mixture of raw and processed ma-
terials, ranging from ivory and sandalwood to paper and steel. Nineteenth century Britain
has long been set apart as a nation that took considerable pride in its industrial prowess. Yet,
here itis the raw materials used in the making of the workbox that are luxurious and “exotic’,
while the industrial materials, such as the paper used to make the valentine and the steel used
to make the needle, are ordinary, even commonplace. The needle is one of the most enduring
items of material culture known to exist, in fact, predating sapieascording to arecent
discovery in a Denisovan cave in the Altai mour@lﬁsrly needles were made from hard

12Presg,9 June 1866, p. 1.

12James Du Pre Lance, (1828 97), L.41, Macdonald Index, CM, see https://collection.canterburymuseum.
com/search (accessed 20 November 2019)

Noelene Baker, ed.Surveyorin New Zealand, 1857 1896: The Recollections of John Holfdhi-Baker
combe & Tombs, Auckland, 1932, p. 186.

12Robin Dennell, “Dating of Hominin Discoveries at Denisdaétire vol. 565 (2019), pp. 571 2.
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materials found in nature, such as bird bones, animal ivory and hard woods. While Maria
Papprill's workbox must be interpreted as a product of the nineteenth century, its transtem-
poral qualities are also important, particularly in a colonial context. Like other objects in this
study, itis part of a much larger story of textile culture and ideas about the “second skin'.

For theoretical insights into materiality in history, the work of anthropologists and ar-
chaeologists, particularly those who are concerned with the distant past, provides guidance.
In relation to Palaeolithic art and technology, Marcia-Anne Dobres has argued:

What makes technical experiences meaningful is not things-in-themselves,
such as the performance characteristics of clay, ochre, limestone, int, antler,
or ivory. Rather, it is the context-speci c, culturally Itered, and social nature

of corporeal engagement that makes material technologies meaningful social
practices: the particularities of the materials being worked in concert with the
speci cs of social interaction, labor organization, cultural values, traditional
sensibilities, history, and social a@f]cy.

Thus, she expresses a desire to ground materiality in social reproduction. Many archae-
ologists work with natural materials, such as ivory, shell and pigments, that were fashioned
into social technologies and which open up possibilities for exploring human agency or in-
tentionality across large sweeps of time. Their work reminds us that nineteenth century
needlework tools like needles can retain echoes of the Palaeolithic. This term was coined
by British archaeologist John Lubbock in 1865 and it soon gained currency in intellectual
circles in colonial Canterb@.‘l’he use of "neatly nished' needles and bodkins by "Moa-
hunters' was noted by local scientists, such as Julius Haast, from@-ﬂﬁﬁﬂahistory
and ethnography may not have gured strongly for Maria Papprill as she stitched she left
no record of her education or personal interests but her family history, the dispersion of
British imperialism in India to colonial Christchurch, and human-animal relationships are
embedded in the physical and emotional fabric of her workbox.

Conclusion

Workboxes demonstrate the centrality of plain and fancy needlework practices within colo-
nial households, as well as the occupational contexts in which they may be situated. These
are critical components of colonial textile culture. But while they might provide a means

12Marcia-Anne Dobres, "Meaning in the making: Agency and the social embodiment of technology and
art', in Michael B. Schi er, edinthropological Perspectives on Techboiegysity of New Mexico Press,
Albuquerque, 2001, p. 54.

125rhe rst mention of the term “Palaeolithic' in Canterbury newspapers was in relation to a Philosophical
Society lecture, degtelton Time March 1871, p. 2.

123ulius Haast, "Researches and investigations carried on in and near the Moa-bone Point Cave, Sumner
Road, in the year 187Ransactions and Proceedings of the Royal Socie®esHINeay vol. 7, 1874, p. 73.
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to look closely at the needlework practices of migrant and settler women and men this
chapter has established that they do much more than this. The skilled work of ivory carvers
and box makers could be out of place in the modest dwellings of new colonial towns. Thus,
the humble Papprill family home housed an exotic item that the well-connected Marianne
Harbridge brought into her marriage to a London tailor. Perhaps it was this discrepancy
that led to it being treasured and handed down from mother to daughter over four gener-
ations. The contents clearly reveal the emotional resonance that a workbox could gather,
particularly in relation to family history and memory. The emotional hold of the workbox

as a possession was clearly enhanced by its sensory qualities, revealing the close interplay o
these dimensions of daily life. It shows the privacy, even secrecy, that could be associated with
workboxes as lockable containers with multiple compartments. Embedded within the work-
box are many layers of family history that relate to the experience of migration and mobility,
the interspersing of multiple births, deaths and marriages, the highs and lows of occupational
successes and failures, through to the contemplative acts of reading, sewing and religious ob-
servance. Its survival demonstrates that it was valued, most likely due to its utility, aesthetic
appeal and the layers of association with family history and memory that had accrued with
time. Thus, this chapter demonstrates the importance of the senses, emotion and experi-
ence to the interpretation of colonial textile culture. But how the gendered terrain of the
human-animal relations embedded in ivory workboxes and other tools, such as spools and
pincushions, was understood in the nineteenth century is obscure. In the present, the use
of exotic resources can be regarded as integral to an understanding colonial textile culture.
It brings the wider imperial context of British India into the foreground, giving visibility to

the range of ordinary Indian textiles and clothing that were used in colonial localities, such
as Christchurch and the wider Canterbury region, and likely taken for granted alongside the
outstanding beauty of a Kashmiri shawl or, more aptly, an ivory workbox from Visakhap-
atnam. Workboxes connected people, especially women, in relationships that could be si-
multaneously personal, familial, colonial and imperial in nature, thereby demonstrating the
depth and breadth of colonial textile culture through generations and across empire.
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Conclusion

Extracts from Charlotte Godley's account of colonial Wellington opened this thesis. | re-
turn to her writing as she outlines some of the contradictions of settler colonial society that
con icted with her understanding of social and racial hierarchy. She continued her narrative
in a di erent vein, for instance, after a feast and ball held in Wellington on 24 May 1850 to
celebrate the Queen's birthday:

The evening before, we met two Maori ladies riding in elaborate riding habits,
capaind veils, and even gloves. A native was following one of them, with her
ball dress wrapped in a red blanket. These ladies at the feast only stood and
looked on as we did, but | hope without feeling as we did to the arrangements
for the entertainment; for it was really like feeding pigs, or animals at the Zoo-
logical, and it seems very contradictory when we are by way of teaching them
civilization by every possible means, to invite them to repast conducted just on
their own principles?

This illustrates the tensions inherent in colonial textile culture. For Godley, the dressed
appearance and behaviour of the high rankaayivvomen was an acceptable outcome of
their civilisation, although with a possible twist. Her emphasap#sdi cult to decode.

Given the women were riding horses, it is possible they were wearing men's blue cloth caps.
The term also applied to women's trimmed white muslin caps.

Gender distinctions were not Godley's main concern on this occasion. How the “feast'
was conducted was the cause of her unease. She laid the blame for failing to maintain civilised
standards at the feet of her own people. Well-dreaseidisld “looked on as we did', main-
taining their high status by keeping themselves aloof. Véloeirald Britons were wearing
similar clothing it mattered when her compatriots ate like “animals at the Zoological'. Her
chagrin shifted her focus from appearance to behaviour.

Written accounts give the impression that colonial textile culture relates primarily to ap-
pearance and behaviour. Such sources are valuable as they are threaded with emotion and
the enlivening and disquieting e ects of class, gender and race. Surviving textiles can easily
be regarded as props in a stage play remnants of sight and touch that can bring words

2% 0dley| etters from Early New Zealgnd 49.
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to life. Placing objects and words on an equal footing is the challenge of this thesis and of
material culture history.

For this reason, each chapter began with a textile that could be seen and touched. By
this means, questions were asked of the textile itself. When makers, users and keepers were
brought into play through museum documentation, further questions arose. Each textile
was contextualised in this way, leading to possible generalisations. Yet, colonial textile culture
canwork in two directions: as a framework for generalisation and as a means to work against
generalisation. An emphasis on the latter has been uppermost, due to the limited number
of case studies that were canvassed.

My thesis has addressed the question: What was the meaning and signi cance of colonial
textile culture in mid-nineteenth century Aotearoa New Zealand? Colonial textile culture
has been presented as a category of analysis that is applicable to the social and cultural his-
tory of that time and place. | have demonstrated that British migrant and settler women
made use of an inherited textile culture in a new locality. Further, | have given instances of
how that culture evolved in settler colonial society. These characteristics of continuity and
change provide a basis for colonial textile culture. | would like to take this further. As the
objects closely investigated in this thesis have shown, British migrant and settler women were
critical to the introduction, maintenance and modi cation of this inherited textile culture in
mid-nineteenth century Aotearoa New Zealand. Returning to Karen Harvey's underlying
insight, this had signi cant implications for “creating and shaping experiences, identities and
relationships' in relation to settler colonialism.

In this conclusion | outline the aspects of colonial textile culture that have been investi-
gated. | also acknowledge the particularity of my research methods. | begin with a summary
of the ndings of each of the six case studies, then move to how these can be brought to-
gether to locate the meaning and signi cance of colonial textile culture. | close by indicating
possibilities for future research.

Insights from object studies

As we have seen, Laura Taylor's journals span the years 1847 to 1877 and establish the many
connections that occur between texts and textiles. Evidence from her day to day experiences
of making, wearing, cleaning, repairing and exchanging clothing and textiles was provided.
This set the scene for the case studies that followed. We learnedthabkien were em-

ployed to do laundry within the Taylor's household. Items of clothing and lessons in textile
techniques were also shared and exchanged. The journals counter the usual narratives of the
drudgery women experienced in relation to making and caring for clothing and textiles. This
was achieved, in part, through a set of expectations about what was possible and desirable.
Woollen garments were brushed, rather than washed, for instance. There was a clear sense of
the generous demarcation between public and private in colonial households. Textile culture
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provided the basis for interconnections between individuals, families and communities.

The Moutoa ag has arich history in the Whanganui region. Its making was initiated by
Anne Logan, whose husband was in charge of the town's garrison in the mid 1860s. It may
appear to be a European-style item of needlework based on its materials and style. Itis, in
fact, a highly signi cant Rbri textile. It reveals the ways di erent sets of cultural priorities
can be materialised in the same object. It also shows the depth of emotion and intimacy asso-
ciated with military textiles. Itwas made as a statement of “friendship'atatime of widespread
turmoil. It may have derived equally from a military “friend or foe' mindset or from aboli-
tionist notions of interracial friendship. It was a marker of wartime tragedy: as a gift from
Anne Logan and other migrant and settler women as the price of their protection; as an em-
blem of the su ering of a tribal group divided by con icts derived from the complexity of
negotiating mana during an increasingly militant period of settler colonialism; as the funeral
pall of Hoani Wiremu Hpango, who died following the battleQifioutahi, and of other
signi cant leaders to follow.

Textiles also record tragedy on a more personal level. A handstitched sampler with com-
memorative text inside a border of trailing leaves and owers was made to mark the deaths
of the children of Elizabeth Port and her husband David Hugheyarmag66. Physical
examination revealed that the sampler was not constructed at the time these deaths occurred.
While Vivian Caughley included this samplerin a study of New Zealand made marking sam-
plers, her concern was with needlework as an educational tool for girls. She did not explore
the catharsis its making may have o ered as a creative and repetitive form of labour as a con-
sequence of dramatic personal loss. The sampler clearly mimics the boys' shared gravestone.
As such, it relates to death and memory. The life of a long-lived daughter reveals that it also
relates to birth and forgetting. The inclusion of text on samplers provides another link be-
tween needle and pen, as well as the possibility that verse in print form was modi ed as it
circulated in spoken form within settler communities in colonial Aotearoa New Zealand.

Eliza Bennett wore a bonnet made from plaited straw and decorated with bows when
she married ironmonger George Denton at the Wesleyan church in Wellington in 1863. Itis
a humble item and there are many ways it might be interpreted. The most obvious are the
material culture of marriage and the associated development of female economies within
colonial towns. The straw bonnet makers that were present in Wellington from 1840 had
symbolic ties to Wake eld's vision of wheat as the cornerstone of an agricultural economy
fortheregion. Growing can, therefore, be brought alongside making and using as established
themes of material culture history. Yet, the bonnet can also be interpreted in relation to the
textile technique of plaiting. This bringadi textiles into view, along with the complex-
ities of sameness and di erence across cultures. Maori and European textile practices have
frequently been discussed in opposing terms and such observations create blurred bound-
aries, as Kristyn Harman has explained. Like the preceding chapters, this chapter demon-
strates that textile culture was a site of interaction betvaeenavid British migrant and
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settler women.

Isabella Alexander wore a silk striped wedding dress when she married Matthew Fitton at
Holy Trinity Church, Lyttelton, in 1869. Such items were important markers of respectabil-
ity for those who migrated to Aotearoa New Zealand as assisted migrants, as her husband's
family is known to have done. Textiles used in marriage rites clearly varied in relation to
gradations of class, as well as gender and race. For wealthier families, white weddings were
becoming a mark of social distinction. This dress appears to be more humble, yet collections
reveal that brown was a colour of choice for many Scottish brides. The dressis clearly home-
made, representing many hours of work. The presence of additional components suggest
that it was either designed to be worn in di erent ways or that it was updated as fashions
changed. Both are strategies that extended its useful life. This is a reminder that a wedding
out tis an assemblage of garments. As most of the elements are now missing, it is a chal-
lenge in the absence of wedding photographs to determine its overall e ect. Yet there is no
doubt that each of its observable characteristics shored up the respectability of the wearer,
demonstrating how wedding dresses were used to construct identities within and across the
boundaries of social class in settler colonial societies.

Maria Papprill was the successive owner of an ivory and sandalwood workbox that con-
tains a variety of tools, fabric scraps and family history memorabilia. She was the daughter
of a Christchurch tailor and married a Wellington draper in 1868. The workbox reveals the
kinds of tools that were used for popular forms of plain and fancy needlework, as well as its
additional purpose as a repository of family history and memory. This luxurious item was
constructed from the tusks of an elephant. It opens out a consideration of how the mas-
culinity of the hunt was symbolically tied to the femininity of needlework. The desirability
of Anglo-Indian objects for display in middle-class homes is revealed through its exquisite
construction, alongside the ubiquity of Indian textiles in daily life. Colonial textile culture
was both transnational and domestic in nature, simultaneously encompassing the circula-
tion of commodities, culture and ideas throughout the British Empire as well as taking on
distinct patterns in relation to indigenous peoples in colonised territories.

This thesis began with a journal and ended with a workbox, which can be conceptualised
as containers of words and things. Between them are four di erent textiles; a ag and a sam-
pler associated with death and abonnetand a dress associated with marriage. They reveal that
object-based methods of historical inquiry sit comfortably between the traditional concerns
of social history and cultural history. Topics and themes in social and cultural history that
are pertinent to colonial textile culture include migration and settlement, the circulation of
goods and ideas, rituals relating to death and marriage, and processes of identity formation,
especially class, gender and race. This thesis has not provided a history of journals, ags,
samplers, bonnets, dresses and workboxes. The items under investigation are exemplars of
colonial textile culture that could be exchanged for christening gowns, quilts, shawls, sewing
machines, washing sticks and wool presses.
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My empirical ndings were in uenced by focussing on a speci ¢ selection of mid-nine-
teenth century textiles and the young British migrant and settler women to whom they be-
longed. In this sense, my thesis has worked against generalisation by investigating the partic-
ular nature of the associations between each object and its owners. This is consistent with
object-based research methodologies. It is one of the key motivations for choosing to work
in this way. Blunt assertions about class, gender and race can be avoided as the judicious
use of personal detail provides a sense of complexity, and even contradiction. At the same
time, the importance of these social categories is not overlooked as colonial textile culture
has implications for how they are understood. As we will see in the next section, personal
and cultural identities were expressed, negotiated and controlled using textiles of varying de-
scription. Thisties backto a central point of the introduction, that without material culture,
or in this case textile culture, "we could neither be ourselves nor know ourselves'.

Stitching objects and subjects together

Colonial textile culture has one central characteristic, that is, it was “colonial’. More speci -
cally, for mid-nineteenth century Aotearoa New Zealand itwas the product of a form of colo-
nialism, namely settler colonialism. In such contexts, migration and settlement are mecha-
nisms by which indigenous societies become subject to colonial rule. With important excep-
tions, migrants and settlers do notintegrate into the host society, rather they work to change
ittore ecttheir ownimage. One way they do this is by material means. Textiles were a prime
form of material culture used to introduce new social and cultural expectations. Strategies
open to indigenous societies that are not destroyed or displaced are complex and varied. In
particular, as Chanel Clarke has explained, clothing was "a site of cross-cultural encounter,
negotiation and manipulation'. Her research has been focussadropavspectives, in
contrasttothisthesis. Ithas been argued here that colonial textile culture was a site of interac-
tion for British migrant and settler women analdvl across a wide range of social contexts,

in which the making, using and exchanging of textiles was a dynamic and uneven process
shaped by local circumstances.

This chapter provides an opportunity to draw together the various topics and themes
thathave emerged from the set of six case studies. Anthropologists Tim Ingold and Elizabeth
Hallam identi ed four themes substance, sensation, skill and sentiment that provide a
means by which to bring discrete objects into a coherent whole under the rubric of colonial
textile culture. These qualities relate to the physical properties or essential nature of tex-
tiles; to the feelings and perceptions relating to textiles in di erent contexts; to the skills and
knowledge associated with growing, making and using textiles; and to the attitudes, emo-
tions and values associated with textiles.

Inrelation to "substance’, the rst point, textiles are made from a wide range of materials
derived from plants and animals. The materials featured in this thesis encompass the silks
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used to make the Moutoa ag and Isabella Alexander's wedding dress, the cottons and wools
used in the construction of Elizabeth Hughey's sampler, and the straw plait and cotton and
silkribbon that comprise Eliza Denton's bonnet. Also related to textile culture are the paper,
leather and thread used to make Laura Taylor's journals and the additional materials, includ-
ing ivory, sandalwood, lac, mother of pearl, steel, that comprise Maria Papprill's workbox.
These materials have many desirable physical characteristics. They range from delicate, light,
pliable and softto robust, heavy, hard and sti . These materials are themselves dyed and dec-
orated in various ways, such as the red velvet of the crown on the Moutoa ag and the glazed
silk of Isabella Alexander's wedding dress.

These physical properties of the textiles under consideration lend themselves to purposes
close to the body, such as clothing and furnishings. The second point relates to “sensation'.
Eliza Bennett wrote about walking “through a track in the tea tree' on the day she was mar-
ried. Her straw bonnet, which has survived more or less in its entirety, and her blue che-
quered dress, which remains as a fragment of 'something blue', are necessary partners in this
scene, made visible through their survival. That Isabella Alexander formed pleasurable asso-
ciations with her brown, striped silk wedding dress can only be gauged from the fact that it
was kept by her and her descendants. The sensations provoked by these items were personal.

Third among these is “skill'. The range of skills that are revealed in the textiles that were
considered in this thesis is considerable. Laura Taylor's journals show the diversity of weav-
ing, knitting and needlework tasks that might be performed in one household. The Papprill
family workbox reveals the variety of tools that were available and the knowledge required to
use them. The complexity of Isabella Alexander's wedding dress relates to pattern drafting
and garment t, as much as to the variety of stitches required for each component. The sam-
pler is the most commercial of all the items, able to be crudely stitched on coarse leno weave
in thick woollen thread, factors that suggest it may have been made by Elizabeth Hughey's
daughter during her youth. Stitches are diverse, ranging from the book stitch required to
contain the leaves of a journal to the shading stitches required to make an e ect of ermine.
As Laura Taylor demonstrates, stitching not the only skill. We also need to bring in varieties
of weaving.

The nal point relates to "sentiment’. At one level, this relates to migration and settle-
ment. Women used an imported textile culture to negotiate the distance between colony
and metropole. They made themselves a ‘home' away from "Home' through familiar acts of
making, using and keeping textiles. These o ered a sense of personal and cultural certainty
of which their survival is a measure. Laura Taylor recorded with pen on paper the daily lives
of a mission family accommodated byAfieHaunui-a-Rparangi. Anne Logan used her
knowledge of military textiles to o er a highly staged hand of friendship to that same com-
munity. After a diphtheria outbreak, Elizabeth Hughey hung a mourning sampler on the
walls of her home. Eliza Denton wore an evocative English straw bonnet for her marriage in
the emerging town of Wellington. Isabella Alexander a rmed her respectability as a Scottish
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bride by wearing a brown striped silk wedding dress. Maria Papprill was instrumental in cre-
ating a female line of inheritance through an heirloom ivory and sandalwood workbox from
India. All the textiles in this thesis have signi cant emotional contexts, such as in practices
and rituals relating to daily life, death, marriage, and inheritance.

Future research into colonial textile culture

Further work could be done on colonial textile culture. This thesis has revealed very little
about the textile culture of British migrant and settler men in Aotearoa New Zealand, be-
yond the broad notion that where there were no women present, men did their own stitching
and mending. Certain occupations involved stitching as a matter of course, such as tailor-
ing, as we have seen with Joseph Papprill, and a retailer's knowledge of cloth, such as draper
Henry Owen. Men and boys had diverse associations with textiles, from the exertions of
shearing sheep to the art of tying a cravat. The “identities, experiences and relationships'
they made through textiles are vital ingredients of colonial textile culture.

The boundaries that have existed between collections-based research into British textile
practices and those oflgri are beginning to break down through the combined e orts of
scholars such as Chanel Clarke, who has made a compelling case for using visual sources to
determine what Islori chose to adopt from an imported textile culture, and Kristyn Har-
man, who has put forward the useful notion of hybrid domesticity. The uneven impact of
settler colonialism ond&bri communities suggests that localised approaches may be fruit-
ful. As the work of these scholars suggests, there is arich terrain yet to be explored to further
determine the varied meanings and signi cance of colonial textile cultuaerior M

We currently know very little about the experiences of children in this context, beyond
the making of schoolgirl needlework samplers. Histories of childhood experience from mate-
rial culture perspectives have recently begun to emerge, most notably in the work of Lynette
Townsend. Mother and daughter relationships that were created and negotiated through
textiles have been a feature of this thesis. These could be further explored in relation to the
handing on of generational knowledge and skill. Such an investigation would demonstrate
with more precision how textile culture was perpetuated and altered in settler colonial soci-
eties over time.

Textile culture has considerable signi cance as a universal form of material culture. This
historical study has demonstrated that the concept does not need to be con ned to labour
history, visual art and design, nationalism and heritage. It can be recast to take on a speci c
historical application for mid-nineteenth century settler colonial societies, such as Aotearoa
New Zealand. | return to Grace Miller's vigorous assertion, presented at the outset of this
thesis. Colonial textile culture a ords an opportunity to write about and further materi-
alise the lives of a group of British migrant and settler women, exploring the implications
of what Laura Taylor termed "daily actions'. Through the lens of settler colonialism, their
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relationships to textiles and the signi cance of textiles to culture becomes a means to avoid
“misrepresenting the world'. It shows another side of colonial culture, women's lives and the
localities in which they lived, going beyond the conventional sources of buildings, wars, writ-
ing and photographs. Colonial textile culture reveals how mid-nineteenth century Aotearoa
New Zealand functioned and through precise case studies what it meant to those migrant
and settler women who lived within its ambit.
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