
ordination of movement required. Both Rangiora and Kaiapoi have had 
strong clubs over the years but like a lot of activities there is a tendency 
for the enthusiasm to go in waves. So much depends on the amount of 
time the "loving" volunteers can put in and sometimes there are just not 
enough hours in the day for all activities to be supported as  people would 
like. 

Not to be forgotten are the many women who have played a very large 
part in the running of men's sports. There are many women who have 
taken committee roles, or run the afternoon teas, the catering and fund 
raising for cricket, rugby and soccer to name but a few. These women 
are often the unsung heroines in the community, for without their efforts 
there would not be the rich recreational and social outlet for the many 
male players who have benefitted over the years. Few rugby games are 
played without the devoted support of mothers, wives and girlfriends! 

Unfortunately there are many people whose contribution has not 
been acknowledged in these pages and for this we apologise but for them 
there is still the tremendous gratitude from a community that needs their 
unsung efforts. Perhaps there will be an  opportunity before another 
hundred years goes by, to really mark their efforts. 

Chapter Six - 

WOMEN AND THE ARTS. 

From the time of earliest settlement in the Waimakariri, women have 
contributed to the cultural enrichment of everyday life. 

In pre - European times Maori women used their talents and skills in 
weaving to create functional treasures (taonga), enjoyed by their whole 
community. While there is no equivalent word for the European concept 
of art in the Maori language, the investment of skill, protocol and 
knowledge passed from one generation to the next, shown in the 
handling of the materials and the use of symbolic patterns told of the 
close relationship between the land and the people and their history and 
culture. The taonga they made assumed a spiritual entity which spoke 
to their people about women's lives; their teaching role, the care of the 
house and family and spiritual values important for the continuing 
welfare of the iwi. Craft became art, and art and life were one. 

In the European context these taonga would be seen as  craft objects 
a s  the women's expertise was used to make clothes, containers and 
decorative panels for the wharenui. The women used materials such as  
harakeke (flax) from the natural environment in their plaiting and 
weaving and in doing so reflected another aspect of Maori culture, the 
potential for the return of the material to its environmental source when 
it had outlived its human use. Thus it signified the integration of the 
people with the land and their dependence on each other for continued 
life. Because these objects were intended for use by the whole 
community they were produced by women working together in groups. 
Most have been lost and what has survived from the last century 
(usually bought and preserved by museums ) cannot be attributed to 
individual women. 

A kakahu (cloak) held by the Canterbury Museum is such a taonga. 
It was gifted to the museum from the collection of the Reverend C A Fraer, 
the founder of Te Waipounamu. It is thought to have been made in 
Tuahiwi and it was certainly worn by a woman of standing from the iwi 
for ceremonies on the Tuahiwi marae. Though now very worn it still 
testifies to the skill of its makers and is an object of great beauty. 



It is a traditional kakahu shaped at the shoulder and woven from 
finely dressed muka (flax fibre). The harakeke would be harvested 
according to protocol, (the three inner leaves would never be cut, as  they 
were the future), dressed to a fine silky fibre and then woven together 
using a double row of weft threads to hold the warp threads in position. 
These weft threads were also used to carry the decorative patterning. The 
importance of the kakahu is shown in the materials used in its 
decoration. As a post -settlement cloak it included high value materials 
(wool and peacock feathers ) brought to New Zealand by the Europeans. 
It is a fully feathered cloak decorated down the sides and along the 
bottom with rectangular blocks of red, black, orange and blue wool 
carefully looped into the weft thread so that the colour does not carry to 
the back of the cloak. A second band of coloured wool triangles is 
separated from the hem block by a taniko band of black and white 
patterning similar to the European herring bone pattern. It is possibly 
the Aramoana (ocean path) pattern. 

The main body of the cloak was feathered, each peacock feather being 
knotted into the double weft so that the shaft did not poke through to the 
back. The whole would have been a blaze of colour but now most of the 
feathers are gone and only the shafts remain. The mana of the wearer 
demanded such an elegant garment, and the quality of the garment 
increased the status of the wearer. Often Maori women's weaving is seen 
as  less important than men's carving, but the skills that produced these 
cloaks were highly valued, great cloaks were given their own personal 
names and traded for war canoes. 

A contemporary taonga was gifted to the Waimakariri District by the 
Rangiora District 1990 Committee. The three tukutuku panels in 
the Council Chambers at Rangiora draw on the skills and knowledge of 
the local iwi, and celebrate the renewal of the traditional skills of Maori 
women. Led by Josie Harmon and Ra Denny, who provided instruction 
and knowledge of the appropriate patterns, a small group of women 
produced three panels that record the history of the region from 
pre - European times. They also show how Maori art adapts to 
new knowledge and new materials, a s  the panels include half-round 
battens, raffia and the Waimakariri District logo, as  well as  the tradi- 
tional tukutuku patterns. 

The history of the area is depicted through its landforms and 
resources. The use of the Kotuku in the central panel symbolises the 
pursuit of peace and goodwill for the benefit of all. The Poutama (the 
three steps to heaven) lead to knowledge and enlightenment where all 
can feel the breath of life (Tihi Mauriora) and represents the achieve- 
ments of the district to the present day. Both cultures are bound under 
the Matariki, the Tuahiwi star. The other two panels record the place 
and its resources: the mauka, Mt. Grey, the rivers, Rakihuri and 
Waimakariri, the forests, plains, trails, and fish. Over all is the Purapura 
Whetu (the Milky Way). 

Appropriate tukutuku patterns symbolising the inaka (whitebait) and 
patika (flounder) are used to represent the food resources, while the snow 
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is represented by the stitch, nga roimata (tears). Because of the way it 
speaks about all our lives here in the Waimakariri it assumes the status 
of a taonga (treasure). 

H.C.D. Somerset in his book, Littledene, a study of Oxford in the 
19301s, defined art a s  roughly any human activity raised to its highest 
significance. This expansive definition is particularly appropriate when 
considering the multitude of ways in which women of the District have 
used their abilities to make the lives of their families more pleasant. What 
we would ordinarily call craft, was by their efforts, raised to the level of 
art. They, even in the unremitting toil of pioneering and settling this new 
land, found time to raise the most basic of needs to an art form. All of us  
who have lived in country districts can remember how the presentation 
of food, especially baking, was (is) raised to the level of art. In quoting 
Margaret Jepson, Somerset gives us an  insight in the full lives of the 
country women and of their dedication, 

. .these amazing women.. .did the washing, the 
ironing, the cooking, the mending, the house- 
keeping, the shopping, the gardening and they 
looked after their husbands and children (if 
they were farmer's wives they cooked meals for 
the shearers and labourers and helped on the 
farm) In addition they embroidered the cur- 
tains, the cushions, the napkins, the duchese 
sets, the tablecloths and even the ovencloths. "(I) 

This being but one of the arts they practised to make their lives less 
spartan. Early photographs show their proficiency in the making of 
the family's clothes. It is difficult to comprehend the amount of time that 
was invested in the skilful pintucking and embriodery of the handmade 
garments such as  those worn in the Stephens family photograph. We 
can only admire their artistry and wonder where they found the time 
in their busy lives. And they still found time to participate in the wider 
social life of the community. Early records show them playing their 
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full part in concerts and entertainments as well as in the field of the visual 
arts. 

New women's groups such as  the Women's Division and Country 
Women's Institute were the centre of artistic activity for many country 
women in the19301s and 1940's as  they provided programmes that 
encouraged women to develop their natural talents in drama and 
singing, as  well as  crafts. The Kaiapoi Record reported the June meeting 
of the C.W.I. in 1937, the afternoon's programme included solos by Mrs 
W G Wylie and Mrs Billcliff while Mrs Corcoran introduced charades. 
This continues today, with many Institutes having Arts and Craft circles 
where they are shown avariety of crafts. Each year national competitions 
are held and in 199 1 North Canterbury won the Robert Young Rosebowl 
for the most points in three categories; Esma Alien, a cushion, Nancy 
Gilpin, an artificial flower and Jenny Shackel, a nightdress. 

Every year an Eisteddfod is held at  Waipara and every C.W.I. in the 
area enters the table items competition, which includes sections for floral 
work, crochet, sewing, knitting, embroidery, baking and preserving. 
Raising the ordinary to the level of art is evidenced in the rows ofjars with 
their deftly arranged and colourful fruit which are a s  much sustenance 
for the eye and mind as  they are for the body. Speech, drama and singing 
complete the day's programme at the Eisteddfod. The wide range of 
cultural activities is typical of these women's groups. 

The gift of the Tukutuku panels to the district has already been 
discussed, but the Council Chambers in Rangiora are also graced by the 
gift of six embroidered panels which record the resources of the district 
when it was still the Rangiora Borough and County. Designed and made 
in 198 1, it was a gift to mark the opening of the new Council Chambers. 
Each panel is linked by the skyline north of Rangiora, but each panel 
deals with a different aspect of life in the area. Panel one shows the 
livestock; the materials used include specially woven wool from each 
breed of sheep depicted. Panel two shows a typical autumn landscape 
and panel three the orchards and crops. Panel four concentrates on the 
townscape and includes buildings from the past a s  well as  the present, 
while panel five is called the activities panel. The final panel illustrates 
the importance of forestry and its manufactured products to the district. 
The whole is worked on an  upholstery weight woollen material and 
embroidered and collaged in a variety of thread, stitch and material. 
Overall supervision and design was provided by Marie Turnbull, who 
was helped by the following members of the Rangiora Embroidery Group: 
Mary Bayley, Noella Farquhar, Milly Gillingham, Janet Hall, Ann Ham- 
ilton, Nancy Henshaw, Ngaire McBride, Myra McNeil, Margo Phillips, 
Beverley Prosser, Rona Rogers, Claire Scrimgeour and May Whittington. 

Embroidery has also been used for charitable purposes. In 1917 
women in Kaiapoi organised a fund-raising exercise for comforts for the 
soldiers by asking people to buy and sign patches of cotton which were 
then embroidered and sewn into a patriotic quilt. The quilt is on display 
at the Kaiapoi Museum, but in 1990 it toured New Zealand as  part of the 
Man Mahara, Our Stories in Craft exhibition. 

An important Suffrage Year Project in Christchurch has been the 
commissioning of an eight metre panel for the Christchurch Town Hall 
designed by Di Ffrench and embroidered by the Christchurch 
Embroiderers Guild. Two local women , Elaine Suddens and Val Campion 
have helped in its making. This will be on display in the Robert 
McDougall Art Gallery from 25 September 1993. 

Women working together as  a group is a common feature of craft 
projects as  the completed work is more important than the need for 
individual recognition, yet each member contributes her share of artistry 
and expertise to the final product. 

During the late sixties, New Zealand experienced a revival of interest 
in craft pottery. Rangiora women were quick to establish their own group 
in an old cottage at Fernside, where they built a kiln and made a work 
shop. The centre for their activities was shifted to Loburn in 1979 when 
they were given the use of the old Ashley County Council building. Hilary 
Lakeman, a member of the group for the last ten years , has had her work 
recognised by the purchase of a teapot for the Ceramic Collection of the 
Canterbury Museum. It is a typical example of her pottery, being salt 
glazed ( the glaze looks like orange peel) with a cane handle. She exhibits 
regularly with the local group and also with the Canterbury Potters, as  
well as  in Dunedin. She is but one of many in the Waimakariri who have 
found pleasure in expressing her creative gifts in this way. 

Many women as  part of their education were trained in the use of 
watercolours. Along with music and singing, painting was an  approved 
accomplishment for gently reared young women Though they did not 
make these talents the centre of their lives, they used the skills to provide 
decoration for their homes, and often passed on their skills by giving 
lessons. Somerset in Littledene speaks of an Oxford woman, a painter in 
oils and regular exhibiter, who took pupils. Her most proficient pupil, 
when asked why she had given up painting, said she had stopped "as 
(she) now had all the paintings she wanted." (2) 

Eileen (Ellen) Holland of Kaiapoi would have been the product of such 
a genteel education. But as  the vicar's wife, (John Holland, Vicar of 
Kaiapoi, 1900- 1920), more was expected of her than being allowed to 
devote herself to art. She is remembered in the parish history as  being 
a tiny bustling woman who gave herself selflessly to the welfare of the 
needy in the days before social welfare benefits. She was one of the two 
women named in the minutes of the Kaiapoi Borough Council for their 
work with the sick during the influenza epidemic of 19 18. 

Yet she was undoubtedly a skilled artist, as  surviving works in St 
Bartholomew's Church testify. The two works in the Sanctuary com- 
memorate the Crucifixion and Resurrection. They are painted in thin oil 
washes using natural colours and are traditional in their compositional 
arrangement of subject matter. The Crucifixion is a simple centralised 
composition showing Christ on the cross with the grieving Magdalene at  
his feet. Appropriately, this work was dedicated in 1916 to those 



parishioners who died at Gallipoli. The Resurrection uses the fifteenth 
century device of a hovering Christ blessing his startled, but ecstatic, 
earthbound disciples. Her skill and training is evident in the naturalness 
of the gestures, the realistic expression of emotion, correct body propor- 
tions and the skilful treatment of the atmosphere surrounding Christ 
and the angels. Eileen was also responsible for the painted Mothers' 
Union banner dedicated in 1928. The Virgin is shown as a tender, loving 
mother protecting, even hiding, her son from his future. The soft colour 
reinforces this message. The connection of this mother to the mothers of 
Kaiapoi is made by framing the traditional image with identifiably New 
Zealand trees and plants. Using her gifts in this way would be just 
another way of serving her God, through her work for others in the 
community. 

But there are others to whom art was, or is, the centre of their lives. 
Olivia Spencer Bower (1 905- 1982), though born in England, had strong 
family links with the district. Her grandfather, Marrnaduke Dixon took 
up the Eyrewell run in the 1850's and over the years this innovative 
farmer and his family occupied and developed much of the north bank 
of the Waimakariri. On his death in 1895 his two sons and two daughters 
inherited the land. Rosa, the elder daughter, who had trained at  the 
Slade in London, was in England. Marrying late in life she supported her 
family by selling her flower paintings and English garden landscapes. 
She sent send work back for exhibition in New Zealand where it received 
favourable reviews for the versatile handling of the English subject 
matter of woods, "quaint roadways, peeps of blossoming gardens . . . and 
carpets of bluebells." (3) But after the war she decided to return to New 
Zealand so that her son, Olivia's twin brother, Marmaduke could be 
educated to take up the land she had inherited. Olivia and her father, 
Anthony would have preferred to remain in England. But mother 
prevailed, and the family came out to New Zealand in 1920. 

While her son was to be a farmer, Rosa was determined that Olivia 
would be an artist. On settling in Christchurch, Olivia enrolled as  a part- 
time student at the Canterbury College School of Art, which she attended 
for nine years. Her contemporaries included Evelyn Page, Rita Angus and 
Rata Lovell-Smith. In the latter part of her time at art school she also 
exhibited successfully in the annual Canterbury Society of Arts exhibi- 
tion. On March 29, 1929 she recorded in her diary that, after a trip to the 
dentist, she had visited the exhibition and found she had sold three 
paintings, a real achievement for a young artist of twenty-four. Returning 
to England in 1929, she studied at  the Slade with Henry Tonks, then 
travelled and painted on the continent. One work from this period, La 
Piccolo. Marina, Capri was bought by the C.S.A. in 1932 and presented 
to the Robert McDougall Art Gallery on its opening in the same year. She 
continued to update her skills throughout her life, she studied with A. 
J. Fisher at Elam, Auckland from 1943- 1947 and at the Cass School of 
Art on her return to England in 1965. 

As an artist, Olivia was able to devote her self to her art without 
worrying about the need to support herself from the income from sales. 

56 

But as  an unmarried woman she remained close to her family and 
assumed the expected role of caring for her mother, and playing her part 
in the town and country social life. Her diaries prosaically record 
shopping lists, letters posted and received, notations on frocks worn to 
Repertory performances, morning teas, people met shopping, climbing 
trips (with avalanches), as  well as  orders for painting and framing 
materials, her first encounter with Henry Tonks, conversations with 
other artists, and sketching trips to the West Coast and Queenstown 
among the minutiae of daily life. 

The support she received from other women artists was typical of the 
times. Early sketching parties to the Arthur's Pass and Woodstock 
included her mother, Cora Wilding and, at  that time, the best known 
woman painter in Canterbury, Margaret Stoddart. At all times her 
mother maintained her interest in Olivia's development, but not always 
with approval, as  Olivia's style and subject matter wasvery different from 
Rosa's traditional English watercolours. Later in life Olivia made exten- 
sive expeditions on her own. In 1949 she made a visit to Queenstown 
where she noted she did not pamper herself, "I climbed to the top (of 
Queenstown Hill) every; damned day - it's a long climb - with all my 
painting things:" (4) On such expeditions she spent most of the time 
doing pencil and watercolour sketches and it was only at  the end of each 
foray that she felt that she was achieving the results that she desired. 
She said she took "three weeks and then things began to happen." (5) 

When Olivia arrived in New Zealand in 1920 she stayed with her aunt, 
Catherine Johnson, at Mt Torlesse. The peopleless plains, the braided 
shingle riverbeds and the rugged high country were totally new experi- 
ences for Olivia and she spoke of "trying through my painting to find out 
how to cope with such a different environment. She had been used to 
habited.. . England" (6) and the long terraces of the Waimakariri with all 
that tussocky stuff presented a challenge and inspiration she explored 
in paint from her earliest days. Though she painted throughout New 
Zealand, and in the Pacific, 1960 and in Europe, 1929- 1932, and 1963- 
66 she returned to the tussocky plains and river terraces as  a source 
throughout her life. She grew to love the land, its landforms, vegetation 
and people. The work, Bleached Terraces, c l95  1 (Cover), purchased by 
the Robert McDougall Art Gallery in 1956 was painted at a time when she 
was caring for her sick mother, and was restricted to Claxby and 
Woodstock for her subject matter. As a watercolour, her favoured 
medium, it is interesting in its size; four sheets of paper have been joined 
to capture the full sweep of the Waimakariri as  it emerges from the hills 
and cuts down into the plains creating river terraces. She records the 
great sweeping bend of the river, the sparkle of light on the water, the 
central stepped terraces and remnants of beech on the open tussock 
slopes with a spare calligraphic brushstroke, where she draws rather 
than paints, and uses thin washes of colour that do not fully cover the 
surface of the paper. We are also aware of the pencil and charcoal 
underdrawing Olivia has used to locate the elements of the scene so that 
she can work quickly and achieve her luminous effects without excessive 



overpainting. The high central viewpoint emphasises the drop to the 
river, but the slope to the right implies we are standing on a terrace rather 
than hovering in space, so we are able to feel awe rather than terror of 
the geological forces that have carved this landscape. In her late work her 
style is even more spare, the brushstrokes suggest rather than detail the 
riverbank and trees at  the back of Woodstock in The Other Side. 

Olivia believed that women artists had something to offer. While she 
did not strive for it, she thought women's art could be "feminine and 
strong with a good deal of insight." (7) Again focusing on work that drew 
its inspiration from her North Canterbury experience we can see her 
interest in women's lives reflected in an important series of paintings, 
The Spinners . The series allowed her to explore her wish to incorporate 
figures in the landscape. This series of approximately thirty five 
paintings, painted between 1959 and 1980, celebrated her involvement 
with her friend, Minta Brittan's spinning group at  Enys, Castle Hill. The 
paintings were semi-abstract and included from one to ten women - 
women "faceless in their anonymity, expressing the private nature of 
women's work and creative activity." (8) Through drawings she explored 
problems of composition, of how to relate the forms of the women and 
their wheels to the space they occupied and at the same time capture the 
rhythm of their movement and their involvement in the creative process. 
Two paintings, TheHappy Spinners c1967 and Spinning, 1968 show two 
aspects of her approach to the subject. The Happy Spinners set in the 
tussocky landscape are stylised to capture the "carefree happiness and 
companionship (expressed) in their expansive gestures and dreamy 
smiles. " (9) The directional rhythmical movement from the left spinner 
through the centralised spinning wheel is met from the right by the 
gesture of the right spinner; and these rhythms and forms are reflected 
in the hills and the sky. Spinning, an oil painting, is considered to be 
the summation of the series. Here Olivia has treated the two women as  
archetypes for every woman engaged in a traditional female activity. 
Their forms are smooth and rounded like the statues of Henry Moore and 
they are seated before the equally monumental form of a crevassed cliff 
face. The predominant use of ochre and brown reinforce the sense that 
this is an  imaginative reconstruction of an elemental female activity not 
the momentary reality of a specific occasion. 

Her very strong sense of involvement with North Canterbury was 
expressed in the garden of her last home in Leinster Road, where she 
planted tussocks, flannel leaf and other grassland plants 

Cora Wilding, a friend of Olivia Spencer Bower, also lived in the 
district during the 1930's, when she was in charge of the Ford Millton 
home at  Okuku. During this period of running the boys' home she 
campaigned unsuccessfully to have the Midland Bus Company run a bus 
from Rangiora to Oxford via Ashley Gorge. She had given up her 
aspirations to be a professional artist at  the end of the 1920's but had 
spent time in Europe in the early twenties studying with Raoul Dufy and 
Othon Sraesz, two French Fauvists painters. She did continue to paint 
up until her death in Kaikoura in 1983 at age of ninety four, but painting 

had given place to other interests such as  the Youth Hostel Association 
which she founded in New Zealand, the Sunlight League and Children's 
Health Camps, all a response to her concern for the welfare of others. 
This concern being part of the values taught by her mother to all 
her children. 

Judy Wilson, who lives at Waikuku, has spent most of her life in the 
district and her McIntosh family links go back to the earliest European 
settlement in the 1850s. The family ties with the land have formed her 
art. She says she draws ninety five per cent of her inspiration and most 
of her materials from it. This tie means that her art speaks of her life and 
her place; the plains, rivers and mountains of Canterbury, and she asks 
us to consider our lives and our place when approaching and interpreting 
her work. 

Judy trained as  a sculptor at  the School of Fine Arts, Canterbury, 
graduating in 1958. After her marriage and shift to a South Auckland 
farm she turned her skills to working with fibre, creating textile works 
based on the landscape and the seasons. These found ready acceptance 
in North Island galleries. Her work has helped break the boundaries that 
imposed the label, craft, on much of women's art work. While such work 
is called craft, the involvement of the skills and the ideas of the maker 
make it increasingly acceptable as  art and the work is finding its proper 
place in art galleries. A work from an exhibition in the Auckland Museum 
in 1974 was bought by the New Zealand Government for presentation to 
the Japanese Prime Minister. Further commissions followed; and her 
work can be seen in New Zealand embassies in Brussels, Bahrain, 
Canberra, New York, London, Tokyo and Vienna. She has also received 
several private and business commissions, one being for Caltex House 
in Dallas, Texas. 

Further recognition has come from the art establishment. She has 
been the recipient of several travelling and developmental grants from 
the Queen Elizabeth I1 Arts Council and was invited to be the New 
Zealand representative at the Sixth International Triennale of Tapestry 
at Lodz, Poland, 1988. Other overseas exposure has included an exhibi- 
tion in Copenhagen and the inclusion of her work in exhibitions touring 
Europe and the United States. 

As a working artist, combining a career with family, Judy has had to 
overcome many of the obstacles familiar to all women combining two 
roles. It is with some wryness she noted that when her studio was in the 
house she was often interrupted, as  her creative endeavours were 
treated as  a hobby. When the family shifted back south and she set up 
a separate studio in the garden visitors hesitated to intrude, accepting 
that art was her work. Though she noted that her family has always 
recognised the importance of her art to herself and supported her in 
expressing this unique aspect of her person. 

Last year she participated in an exhibition, A Sense of Perspective, 
curated by Carole Shepheard, at the Masterworks Gallery, Auckland. It 
marked her return to sculpture; though not to carving, her first love. It 
is interesting to consider her contribution a s  it demonstrates clearly the 



source of her inspiration and her materials. She created seven contain- 
ers, woven from elm bark, in which she placed "little treasures" that 
spoke of her childhood. Each was a memory of a childhood spent roaming 
the beach, scavenging as  all children will. One contained seaweed, 
another shells. A particularly evocative basket contained tied bunches 
of pine needles. Since each container was raised on a plinth, the viewer 
had to approach the basket and look in. So, as  well as  making a 
statement about her childhood, she asks us to go back to our memories 
of hot sunny beaches and the smell of the place. It is in this way that Judy 
draws on our experiences and makes the artwork speak to us. 

Currently Judy is working towards a major exhibition at the Dowse 
Gallery, Lower Hutt in 1994. Again she has turned to the environment 
for her materials. The Ashley river is the source of river-worn boulders, 
the family farm, elms, for the binding material which through experiment 
has been used in the same way as  leather. While she is still refining her 
ideas, the contradiction of an  impermanent material which will rot away 
confining an object that appears indestructible raises questions of 
restriction, freedom, and change. What is surprising is, considering her 
success in the North Island, she is little known in the South. She has not 
had an  exhibition in the South Island since her return thirteen years ago. 

A recent arrival is Linda James who is known nationally for her large 
loose canvases celebrating women. These are painted in a bold gestural 
style and in primary colours. A work, The Awakening can be seen in the 
Suffrage exhibition White Camellias at the Robert McDougall Art Gallery. 

Art groups have always supported the aspirations of women who 
wanted to paint yet did not wish to make it a career. There was an  art 
group established in the district early in the century but it went into 
recess. It was revived by Agnes Koller and Joan Tosack in the mid 
seventies and continues to be active today. There are forty five members 
of whom fifteen to eighteen work regularly. The programme encourages 
the members to paint out of doors from late September, provides tutoring 
and a workshop space in the Drama Club rooms in King Street. They hold 
an  exhibition of their work each year in November and in the past they 
have donated money to charitable causes but in the last two years funds 
have been used to provide materials and equipment for the group. 

Literature is another field of the arts in which women of the Waimakariri 
have made their name. 

Ursula Bethell (1874 - 1945) along with R. A.K. Mason was one of the 
first modem New Zealand poets; not for her "rhapsodies of bellbird 
and fern." (10) Drawing from a rich English tradition which included 
Donne and Wordsworth and also Gerard Manley Hopkins and T S Eliot, 
she created poetry that sought to capture her response to the 
natural environment of her Canterbury home, informed and interpreted 
by her deep Christian faith. It was experimental verse written at a 
time when other New Zealand artists were seeking a New Zealand vision 
in music, writing and the visual arts. She wrote of simple situations 
and recognised that old forms or even free verse could not express 

her ideas. Her form "must be tense; it must have nerve and sinew; yet 
there must be freedom - no dependence on rhyme or any other artificial 
device." (1 1 )  She was in her fifties when she settled in Rise Cottage on 
the Cashmere Hills and devoted herself to her garden, to writing and to 
her friend, Effie Pollan. Her final and unfinished work, By the River 
Ashley, was an autobiographical poetic memoir of her childhood; of the 
four years she spent in Rangiora, written for her sister, Rhoda and 
brother, Mamaduke. 

Ursula was born in England on St. Faith's Day, 1874, while 
her parents, Richard and Isabel, were on an  extended honeymoon. 
The family returned to Nelson in 1875, moved to Culverden and then 
to Christchurch before moving to Rangiora in 1881. The family 
home "Iffley" was on the Fernside Road just past St. John's Anglican 
Church. It was a large home with schoolroom and stables, typical 
of a family in comfortable circumstances. And in the comfort and 
security of her family she discovered books and the world of ideas, as  
well a s  a deep commitment to religion and a strong sense of social 
responsibility. 

After completing her education in Oxford, England and Nyon, 
Switzerland, Ursula Bethell spent the next thirty years devoting herself 
to the welfare of the poor and underprivileged in London and Christchurch, 
as well as  maintaining her interest in all forms of art and her contacts 
with an ever-expanding group of devoted friends. She was an  interesting 
friend; Somerset remembers her Oxford visits when, after discussing 
current world problems she would open her capacious handbag and 
produce the latest literary reviews, new poems and books "everyone 
ought to read." (12) 

The importance of these four years in Rangiora is reflected in By the 
Riuer Ashley. In the poems she captures the simple pleasures of a 
carefree late Victorian childhood. The river was loved: 

. . . out under the wide sky 
The little rivers, convenient to us, they ran apart, they conjoined 
They ran clear and bright over precious stones, 
purple and pale green and dark green, and the white peebles too, 
Take them home, the best colours.. . " 

and feared: 

. over there by the bank the deep water, 
cartwheels going down - don't look there today . . ." 

The series of poems also recorded the daily activity at  home; lessons, 
hanging out the washing, the groom polishing the harness. And the 
excitement of the north train, or the Fhngiora Show: 

l . .  . illustrious words .Magnificent expectations 
H e a t ,  d u s t ,  c r o w d s . .  .'l 



though this poem then turns to the world of imaginative play of 
children where bluegum and willow boughs become: 

"draught horse . . . child's pony . . . my lady's hack. . . '' 

Yet another poem shows us  Ursula observing her father's response to 
a passing funeral procession. His silent respect brought her new insights 
into social behaviour and foreshadowed her own grief when: 

"Too soon I knew strange choking tears, 
and helped with unaccustomed hands 
to fashion flowery wreaths and bands 
for carrying to my father's grave" 

These poems, though unpolished, exemplify her use of simple and 
direct language which effectively captures the thoughts, observations, 
feeling and experiences of a child growing up in North Canterbury in the 
1880's in such a way that we can still relate to them today. We appreciate 
her deep love for the Waimakariri District. 

Charles Brasch, in recording her death in the first issue of Landfall, 
said: 

"There is one aspect of her which must be 
mentioned; 
that unique genius for friendship which drew to 
her so many of the gifted and ardent young, 
and, with her wide and deep knowledge of 
literature, philosophy and theology, and her 
wisdom, at once, practical and spiritual, made 
her the profoundest intellectual influence of 
her time in New Zealand."(13) 

But she never forgot Rangiora, or the Ashley or Mt Grey. She is buried, 
with her parents, in the Church of England cemetery, Rangiora, below 
"the guardian, Mt Grey." 

The love of language and its use is shared by all writers. The 
precise use of simple words to express interesting ideas that 
will entertain children is part of Juliet Martin's "stock in trade" as  a 
children's writer. Born in Winton, she shifted to Scagill at  the age of nine 
and, on marriage, came to Rangiora nineteen and a half years ago. 
A mother of three daughters, and a teacher, Juliet has turned to writing 
as  she enjoys the way she can weave words into sounds and ideas 
that create pictures in the mind. Fitting the words into rhythms and 
patterns like a jig- saw is the reward and stimulus to keep working, as  
she does not consciously think of her audience. Word choice, nouns that 
work as  adjectives and verbs that are also adverbs help her in her task 
of keeping the story simple and clear. She drawson her own experience, 
of what sheenjoyed as a child and also her considerable experience of 
reading to her children when they were at  kindergarten and primary 
school, for subject matter. The subject must be vaguely amusing to her 

and if, as many ideas have not, it does not work, the effort ends in the 
rubbish tin. 

Part of the excitement of seeing the final proof is seeing the illustra- 
tions for the first time. David Johnstone, of Christchurch, the illustrator 
of her first two books, works independently of her. She considers it is his 
task to give the words pictorial form and she has been delighted with the 
results. The frustrations in writing come after the completion of the book 
as it takes a great deal of time for a book to move through the publishing 
system. A problem that can arise is if a name and hence character can 
be thought to apply to a real person then last minute changes have to be 
made. 

So far she has had two picture books for non-readers to eight year olds 
published. They are Boring Mrs Bun and Does Daniel Wilmot Tell Lies, and 
a third, A Puzzle, is due out at the end of 1993 or early in 1994. This book 
is being published by the Australian firm, Thomas Nelson, while Does 
Daniel WiZmot Tell Lies is being reissued by Puffin, which means it will be 
available in the United Kingdom as  well as  Australia and New Zealand. 
It has also been included on The Consumer list of books recommended 
for children. 

As a children's writer, Juliet has particularly enjoyed the contact it 
has given her with her audience. The invitations to visit schools and read 
to children has allowed her to gauge the effectiveness of her work and she 
has the opportunity to try out new ideas. She is also exploring new 
directions. With her family grown, she has more time to write and has 
recently completed a short story and is working on a novel for twelve to 
fourteen year olds. 

Music is another discipline in which many women of the Waimakariri 
have excelled and are remembered for today. Music - making is the first 
art that people become engaged in, mothers sing lullabies to soothe 
children and children experiment with sound, pitch and rhythm from a 
very early age. It follows that the training and the sharing of these arts 
by women is an  important feature of life in the local community. 

An early example of music-making is recorded in the Lyttelton Times 
in December 1880. 

"The establishment of a properly organised 
Choral Society in Kaiapoi has now assumed a 
substantial form, as  was evinced by the very 
successful concert given Wednesday evening in 
the Oddfellows Hall. It is well known that 
Kaiapoi stands prominently forward among 
the townships of Canterbury as  a thoroughly 
musical place. . . . " 

Thirty five men and women took part. Mrs C J Champion's solos were 
enthusiastically encored and her duet with Mrs C Hansen, Peace to Thy 
Spirit from Trouatore was " . . . decidedly the gem of the evening. " (1 4) That 



they sang such works shows that musical training was part of the 
education of these women. 

This was followed by the establishment of the Patience Opera Club 
in November 1883. The opera group , formed by Mr and Mrs Champion, 
( Charles James Champion was Manager of the Bank of New Zealand at 
the time), decided to perform Gilbert and Sullivan's Patience, a light 
opera that was first performed in London in April, 1881. The reviewer 
noted that he was "agreeably disappointed that more than ordinary 
indulgence (was) not required.. .as this is a difficult work for profession- 
als. The opera was put on the stage, acted and sung in a way that would 
have done credit to any of the opera companies we have in these 
Colonies." He found it difficult to speak of the ladies in terms that were 
not too eulogistic, Mrs Champion, Patience, "sang and acted to perfec- 
tion." While Miss J Monk, Lady Angela, "had a magnificent voice and 
remarkable powers as  an  actress" (1 5) Frances Champion died suddenly 
in 1885 at the age of thirty one. Her loss was a blow to the Kaiapoi 
community as  she had been always ready to sing for any group that was 
raising funds for a charitable cause. 

Edna Dry, known to two generations of North Canterbury music 
students as  Mrs Beath, was born in 1909. Music was very important 
in her family. Her father was a violinist and her mother, who died when 
Edna was seven, was in Edna's words, "a beautiful contralto." Edna 
started her musical training at  the age of eight when she asked for music 
lessons as a birthday present. Her first teacher was her next door 
neighbour, Miss Ellis Berry, a noted piano teacher in Dunedin. 
Miss Berry set very demanding standards and threatened her young, 
but talented, pupil with supervised practice in her own home when she 
caught her "vamping" on the piano. Such messing around was not 
acceptable in a pupil who had much to gain, and give, in the serious 
study of music. Her other Dunedin teachers were Mr Paget-Gale and 
Charles Martin. She passed the Trinity College exams and gained 
her licentiate from the Royal Schools of Music when she was twenty. 
She was also awarded a scholarship to study in London, but, this 
being the Depression, she was unable to take it up as  the family 
did not have enough money to meet the living costs involved in 
such study. As with many young women of the time she then used her 
training to earn her living. 

She continued to teach the piano after her marriage to Leonard Beath 
a prominent Dunedin violinist and pianist. Leonard is remembered in 
Dunedin a s  the leader of the Savoy Orpheans Band which provided the 
music at the popular Savoy Tearooms in Princes Street on Friday and 
Saturday nights. The Beath family, which now included two sons, shifted 
to Rangiora in 1952. After her husband's sudden death in November 
1953, music teaching provided support for the family. Her reputation as  
a teacher meant she attracted pupils from Christchurch, as well as  the 
local area, as  she had an uncanny way of bringing out the best in children 
without relaxing her own high standards. With her qualifications she 
was able to take her most gifted pupils through to the licentiate level, a 

level seldom available to pupils outside the main centres. Many of her 
pupils have made careers in music and she particularly remembers 
David Crooks who is Music master at a large Auckland school, and John 
McAlpine who teaches music in Germany. Her own son, Leonard, was 
also gifted, he passed his LRSM at the ageof fifteen and, like his mother, 
was awarded a scholarship to study in London. Again family circum- 
stances denied him the chance of pursuing a career in music. 

Edna finally gave up teaching four years ago when she shifted to 
Greymouth to live with her second son, DAvid. Today, at eighty four, she 
is living in Christchurch, still practising, as, she says "the music still 
leaks out." While she has given a love of'the wonders of music to many 
children, music has been an  important centre in her own life. This 
dedication is the mark of the true arti t. 

Singing has played a part in Ma prie Rinaldi's life. Growing up in r/ 
Kaiapoi in the early years of this century she joined the Methodist 
Church choir at the age of fifteen and remained with the choir for forty 
years, until she found caring for her father and milking the cows too 
much for her. Choir practice was every Thursday night. It was an 
important part of her life and her involvement in the community. As well 
a s  singing soprano in the church choir she was also a member of the 
choir of the Women's Division of Federated Farmers. 

The combination of church and music also featured in the life of Mabel 
Breach. She started playing the organ at  the Baptist Church when she 
was fourteen, and was organist for sixty years. She also taught art part- 
time at  Rangiora High School from 19 19 to 1927. 

Annaliese Pekelharing came to New Zealand from Holland in 1967. 
She had trained as  a singer and pianist at  the Amsterdam Conservatorium 
of Music and hoped to make a career in singing. Marriage and immigra- 
tion to New Zealand changed her plans and opportunities. When she first 
arrived she did perform as  a soloist with the Royal Christchurch Musical 
Society when it performed works such as  the St Mathew's Passion. For 
a time her children absorbed her energies, then she returned to singing, 
giving recitals accompanied by Julia Holcroft. These were often recorded 
for the local radio stations. As well as singing she taught piano to local 
children, but today most of her energies and her interest is devoted to 
teaching singing. Ursula Ryan who has had roles in local opera 
productions is one of her pupils, as  are Dinah Wright and Ann Lament 
Low of the Baroque music group, Orpheus. Erin Strachan, who is 
currently touring New Zealand as  Snow White, has also had the benefit 
of her help. She was a member of the school choir at  Rangiora High 
School, when Annaliese took it. 

Vicky Duncan of Kaiapoi has succeeded in a less conventional field of 
music. In 1970, at  the age of fifteen she became the first woman member 
of the Kaiapoi Brass Band. 

Working with children, helping them express themselves in a creative 
way has always been an outlet for women with training in the arts field. 
Miss Gladys Rogers, the organist a t  John Knox, held classes for children 



in Rangiora from the 1920s to the 1950s. Pupils from her classes 
competed successfully in the Christchurch competitions each year. Her 
annual concert in August 1934 was reported in the North Can te rbu~  
Gazette as  living up to its usual high standard, everyone "in Rangiora 
who appreciates.. .juvenile ability properly trained.. . " (1 6) enjoyed an 
evening of songs, recitations and dialogues. 

Concert group taken in Miss Gladys Rogers' garden, 1 75 King Street, 1925-26 
Myra Munro, Zeila Wood, Dorothy Rowe, Philip Threlkeld, Dorothy Brady, 
Marjory Mclntosh, Joyce Forward, Edna Rowe, Edith Ayers, Janie Threlkeld, 
Freda Threlkeld. Ann O'Neil, Hilda Wood, Helen Dalziel, Sybil Gibson, 
Winnie Gibson, Rene Wood. Noel Blair, Nola Forward, Alan Harper, 
Marionette Yates, Beryl Gibson, Eki Hargraves, Joan Harper, Norene Johnstone. - 
Courtesy Rangiora Museum 

Today the North Canterbury Academy of Music is one group providing 
this cultural extension for many of our children. Founded in 1983 by 
Julia Holcroft, Director, Joan Farquhar and Peter Easterbrook, the 
Academy offers children the opportunity to learn an instrument and take 
part in an orchestra and string and wind ensembles. Each year they 
present a concert, and on four occasions they have performed works 
specially commissioned for the orchestra. These works have been 
commissioned from Paul Kay, Reuben Holcroft, Anthony Ritchle and 
Christopher Norton. The children are further extended by experimenting 
in the keyboard laboratory and participating in annual workshops. That 
children have the chance to take part in these activities which enrich 
their lives, in the Waimakariri, rather than haveto travel to Christchurch, 
is a measure of the skills that are available among women locally. An 
earlier School of Music was established in Rangiora in the 1920s by 
George Gibbs-Jordan . Assisted by his wife, daughters Winifred and 

Madelaine and Elizabeth Youngman of Oxford, he offered tuition in 
piano, organ singing and music theory. 

Looking back through the newspapers, it soon becomes evident that 
dramatic and musical societies were always popular. As early as 
February, 1879, the Oxford Amateur Dramatic Club was formed and 
gave their first performance The Peepshow Man, in March the same year. 
Miss D Norman was the only woman mentioned in the report but she was 
commended for her playing of one of the two heaviest parts. The group 
thrived and 188 1 and 1882 travelled to Rangiora and Kaiapoi to give 
performances. Other settlements in the area also formed their own 
dramatic groups, but interest in such clubs appeared to wane as times 
became economically difficult at  the end of the 1880s. In contrast drama 
prospered during the 1930s. 1937 saw plays performed by local clubs in 
Southbrook, Ohoka, Kaiapoi, Clarkville and West Eyreton, as well as 
Rangiora. Mrs E Hughes and Mrs W Barton were important figures in the 
success of the Rangiora group at that time. Today Rangiora has a 
flourishing musical society, where talent has been nutured under the 
guiding hand of Olwyn Spensley. Two emerging talents are Erin Strachan 
and Dale Hartley. 

There are many other women who have contributed to the enrichment 
of life in the Waimakariri. It is to be hoped they will not be forgotten and 
that we all endeavour to leave some record of their contribution. 
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