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Abstract

This thesis examines the extent to which seleced Realand museums have collected the
history of childhood from their inception to theepent. No research on collecting the material
culture of childhood has been done in New Zealamtlimternational studies in this area have
mainly focused on exhibitions. In breaking new grduthis study conducts an in-depth
analysis of objects relating to children that hagen acquired over time and it evaluates how
and why the experiences and perspectives of childage been incorporated into collections,
and therefore which childhood histories have beesgyved. The case study at the heart of
this thesis focuses on the history collectionsaaf large metropolitan museums, the Museum

of New Zealand Te Papa Tongarewa and the AucklaadMémorial Museum.

This thesis employs a multi-method approach inotagain information about the
collections, the objects and museum practicesegsrtfate to children and childhood. Close
scrutiny of museum collection databases, objees find accession registers enabled the
documentation of what was in the collections andtéssociated information was recorded.
Current and long serving curators were intervieteeplrovide unique perspectives and
personal reflections on the realities and complexiof their practice. In addition, published
museum histories, archival information and planrdoguments provided crucial information

on the strategic collecting direction of each muséwm 1851 to 2007.

This study provides important empirical evidencecolecting the material culture of
childhood. The thesis also provides new insights iInuseum theory and practice and
advances the premise that museum collections apedhy the historical context within
which they were created, whether at the level ofadaliscourses or the activities of
individual people. There were changes in the kifdshildhood objects collected, from
ethnographic specimens to colonial and decoratitgeadjects, to everyday objects that
embody multiple perspectives and personal sto@iestrary to conventional wisdom,
exhibitions and the ‘new museology’ are shown talp®sitive influence on the inclusion of
childhood objects, especially things that embodydhild’s perspective. The way that
childhood objects provide a tangible material linkhe past, capturing an element of history
that cannot be expressed in text-based form, deavithroughout this research. The thesis
concludes by arguing that the distinctive way musemake history provides an important
opportunity for museums to ensure that childrenrackided, visible and heard in New

Zealand history.
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Introduction

Guy Fawkes Guy, stick him up on high,
Stick him on a lamp post and there let him die.

A penny for the guy,
A hapenny will do.

If you haven't got a hapenny,
You're a mingy Jew

(Sutton-Smith, 1959, p. 44)

Guy Fawkes Day has been celebrated from the vestydays of New Zealand
European settlement (Sutton-Smith, 1959). In trst glaildren would make stuffed
Guys and chant rhymes like the one above in oalentice money away from adults.
The Guy would be burnt on a bonfire on Guy Fawkeshang and there would be
other general public festivities and fireworks. Tdant is not commonly recited
today. The wording in the rhyme ‘You’re a mingy Jeseems inappropriate and
racist, and the currency, ‘A penny for the guy, apanny will do’ is from a past era.
The act of burning a Guy in public is consideret¢aunacceptable behaviour and
dangerous by today’s childcare standards. Howéyerecording this rhyme and the
associated traditions, Sutton-Smith (1959) hasgpovesl an aspect of New Zealand
history, relevant to both adults and children. Tingne and changing traditions
illustrate the way the experiences of children dredideologies of parenting and
childcare have changed over time. But perhaps myzsirtantly, this example
demonstrates that the history of childhood ‘prosidagtical insights into the human

past and contemporary social experience’ (Fass3,20D

| come to this topic from two different but interhved perspectives, as a parent and as
a history curator at the Museum of New Zealand djgaPTongarewa. The birth of my
daughter in 2005 heightened the realisation thektis a parallel realm of life

existing alongside the adult one: playgrounds, tageoups, coffee mornings,
kindergartens, play groups, toys, clothing, pushirshand a vast range of differing

perspectives about children, childhood and chilelcbalso realised that children are



not passive individuals: they engage with theiriemment, they are determined, and
they manipulate the people and environment aroi@cht As a new parent | was
happy to be manipulated and became completely sbédesith the care and
development of my child. However, as | read abbattistory of childhood I realised
that my views and feelings about my child weremadtural and much of what | was
experiencing was socially constructed. For exaniplepntrast to the Victorian era
when children were to be seen but not heard, @nldre now considered central to
family life and New Zealand society.

One of the earliest and most influential sociatdries written about childhood was
by Philippe Ariés (1962). He analysed the contdritistorical paintings as evidence
of the emergence of the concept of childhood itohys

Medieval art until about the twelfth century didtk@ow childhood or
did not attempt to portray it. It is hard to bekethat this neglect was
due to incompetence or incapacity; it seems mavbahle that there
was no place for childhood in the medieval world.

(Aries, 1962, p.33)

As childhood historians Hiner and Hawes point duies made a key observation

that is important to this thesis: ‘childhood is motimmutable stage of life, free from
the influence of historical change’ (Hiner & Hawé885, p. xvi). He was the first
scholar to argue that childhood and attitudes tde/ahildren are continually

changing. This thesis explores this premise irtiao the collections at the

Museum of New Zealand Te Papa Tongarewa (Te Papaha Auckland War
Memorial Museum (Auckland Museum). | investigate thildhood objects in the
collections and to what extent the collectionsudel the perspectives and experiences
of children in history. | question how and why ealiing priorities have changed over

time and whether the collections reflect changaeps about children and childhood.

Museums have for a long time been concerned wélchild’'s experience within the
museum. Thomas Cheeseman, Director of the Auckiéusbeum from 1845 to 1923,
wanted to incorporate a Children’s Museum intortaer Auckland War Memorial
Museum (Wolfe, 2004). This did not occur but thamaple illustrates an early desire

to engage children in the museum environment ahiglitlights the way museums



have traditionally focused their attention on cteld Over time child-focused
education programs and travelling education boxed,later discovery centres,
became a core component of museum business. Nemactitve and engaging
displays are now expected and school groups rdguwiait museums as an exciting

way of meeting the requirements of the school culaim.

Museum professionals have concentrated their dssmu®n the educational needs of
children and museum literature dealing with chitdhas focused on ensuring that the
needs of children are met in terms of display,véeli style and experience (Spock,
1979; Gorbey, 1987; Kimber, 1999; Skramstad, 200dnahan, 2007). Children are
now encouraged to be seen and heard in the musaudrorement as visitors. My
thesis takes this a step further and asks whelhleiren are seen and heard in
museum collections. My primary research questiomaswhat extent do New
Zealand museums represent children’s history iim tudlections? This aspect of
museum history, theory and practice is currentlgxohored. It is a new avenue of
enquiry that provides fresh insight into the waysewms represent children and

museum practice in general, and collections anieéctotg in particular.

This thesis explores the notion that children Hasen marginalised by museums and
often excluded in the same way other minority gsompsociety have been. | argue
that the perspective and voice of the child indrishas largely been overlooked.
Even so, the material culture of childhood has gb\@zeen present alongside human
history in museums and | argue that museum cotlestcontain a diverse range of
childhood objects that are in their own way revegakbout New Zealand childhood.
This study shows how the history made in museunnsugh the perspectives
represented by the material culture of childhoadyies a unique glimpse into the
lives of some New Zealand children. Further, treeeaech demonstrates how objects
link the historical perspective of children to thaterial world, drawing on a physical

reality that cannot be captured in any other way.

This thesis considers how the representation ddlcbod is situated within dominant
historical and museum discourses. | discuss thislation to the type and volume of
childhood objects collected as well as the somfmrmation recorded along with

each acquisitionit is now commonly accepted by scholars in thie fad museum



studies that collections are social constructs vaie employed in a process of
western identity formation generating social anlucal statements (Pearce, 1992;
Clifford, 1994; Pomain, 1994; Pearce, 1995; Kavand®99; Lawson, 1999;
Hooper-Greenhill, 2000; Kreps, 2002; Spalding, 2002rough an investigation of
the material culture of childhood this researchvigtes a specific local case study that
reinforces the recent scholarship in museum studrgsiing that collections reflect a

picture of ourselves (Pearce, 1994; Hooper-Grek@000; Hooper-Greenhill 2002).

This thesis is positioned within several bodiestefature including museum studies,
material culture studies and social history. Thexditure situates this study within a
broader theoretical framework and informs the negqdif primary sources. Literature
from museum studies that focuses on museum hiatatytheory, dealing with
collections and collecting practices and the idddbke ‘new museology’ form the
theoretical backbone, while studies that investigmaterial culture in the museum
environment are also important, as is work thataes the way New Zealand
museums make history. Writing about the historglofdhood and the material
culture of childhood is also relevant in that ibyides information about the way
particular childhood objects reflect cultural anstrical contexts. Finally, and most
closely related to this thesis, is literature fromernational scholars who have
analysed the way museums construct and presehistoey of childhood and include

or exclude the historical perspectives of childremuseum exhibitions.

Museum theory, collecting and the ‘new museology’

Hooper-Greenhill’s history of museums (1992) cieaihows how museums and their
collections have been shaped by dominant and comyraonepted ideas and
philosophies. Museums organise and present theessatcording to what is believed
to be of value depending on the collector or cutataew of the world. For example
in the Medici Palace, in fifteenth-century Florenttee prince who was the patron and
principal collector was the ‘apex of a fixed hietaical structure, closer to the
Creator-God than others’, so objects in the catkecivere organised to show how the
‘visual splendour of his material existence’ gawa khe right to rule the world
(Hooper-Greenhill, 1992, p. 192). After Florencesvivaded by the French the royal
collections were disbanded, then reorganised ajpdesented according to the

requirements of the French revolutionaries (Hodperenhill, 1992). The history of



museums not only demonstrates how the institutashdome to be as it is today, but
it illustrates that museums are not neutral, passivwobjective (Hooper-Greenhill,
1992; Walsh, 1992; Bennett, 1995). As Spalding @xgl this picture is continually

changing and evolving:

Museums are not just packed with things from thst;ghey are
riddled with past thoughts. Everything in them hagsason for being
there and not necessarily one that would intergsbiueven occur to
us today. It is tempting to think that museums dbamange because
their collections stay the same. In fact, theydu@&nging invisibly all
the time because, though the specimens might megidown, our
thoughts about them cannot be. (Spalding, 20023)

Pearce (1994) identifies three broad areas of steldsing to collecting and collectors
that offers a useful framework for research in #sa. These include studies that are
concerned with collection policies, the historycoflections and collecting, the nature
of the collections themselves and the reasons wbplp collect. This thesis draws
from all three of these strands of study, but myaiatuses on the third area, the
nature of collections and the reasons why curatolisct what they do. For as Pearce
explains we need to better understand the histadynature of collections to reveal

the assumptions about knowledge that the collest@nbody (Pearce, 1994).

Pearce goes on to explain that museum collectiongan a variety of shapes and
forms, and these are far from bland, sanitisechdoum. She writes that a collection:
‘comes incomplete, imperfect, and with associateclchentation and information,
itself immensely variable in quality and quanti{i?earce, 1994, p. 194). This is the
reality of collecting in museums and it is the dinh blocks from which curators
make history. Pearce describes the process of isiggrand constructing collections
as ‘systematic collecting’ (1994, p. 201). Objemts perceived, valued, categorised,
they are selected or rejected, included or excluded certain histories are made
visible or invisible. My research starts with thederstanding that collecting is an
imperfect reality, but it also draws on the ideat tome histories are preserved while

others are not.

Since the 1980s, the ‘new museology’ has questitimedvay museums work, and a
dramatic shift has occurred concerning objects ware now valued for the memory,



the history or the associated story, rather thair thtrinsic quality or aesthetic appeal
(Vergo, 1989). Conventional museums are seen a&stetgntred, but the new
museumwas to be people-centred, action-oriented, andtdewvto social change and
development (Karp & Lavine, 1993; Kreps, 2002; 8pal, 2003; Weil, 2004;
Hooper-Greenhill, 2000). These philosophical charfgeced museum professionals
to think about who their audience was and whethey tvere represented in the
museum environment. Ideas about social inclusiongly focused on inclusion by
access or audience development but it became @ aésocial responsibility.
Richard Sandell argues that museums have the mdtenempower individuals and

communities, and combat the multiple forms of disedage (Sandell, 2003, p. 45).

Museum studies literature dealing with the inclasod minorities has tended to focus
on ethnic groups, gender bias, gay rights and tidgteople. The general focus has
been on the need for museums to be more represerainclusive of all peoples

and cultures within society and in advocating fostmuseums become more socially
responsible (Karp, Kreamer & Lavine, 1992; Karp &agline, 1993; Sandell, 2002).
Richard Sandell points out that:

All museums and galleries have a social respditgibihe argument

for acknowledgement of a social responsibility eges from discussion
around the interplay between the notions of sooequality and

cultural authority. (Sandell, 2002, p.4)

In this thesis | deal with children as a groupaaisty that are in the same position as
other excluded minority groups. | argue that cleidshould be included in much the
same way and for the same reasons. Even so, tgeeunature of childhood means
that there are several issues that make theirtisitudifferent from other
underrepresented groups. The very nature of beghgjémeans that they are in a
weakened position, ‘they are relegated to the stathildhood which, by definition,
largely robs them of the ability to represent tlwin interests’ (Shepherd, 1994, p.
68). Unlike most minority groups who can advocatetfiemselves, and often resist
outsider groups when others try to interpret te&perience, children are not able to
do this. An interpretation of the child’s experiengsually involves the help of adults.
Although curators are always in the position oéipteting the reality of others, the

unique situation for children is that all adultv@aone through childhood and



therefore have some understanding of the child’'sgeetive. However, it is
important to acknowledge that all childhoods aféedent and that once a child
reaches adulthood their perspective and recollectidhe past changes. Despite the
difficulties in including a childhood perspectivemuseums, this thesis argues that
the history of childhood and the perspectives d@ticbn are relevant and that

museums have a social responsibility to includée thaces.

Making history in the museum

Literature that focuses on the way museums makeriiprovides critical insights
into discourses that influence museums. This liteeainforms this study by tracing
the historical background to the way museums masterly and also by emphasising
the complexities that influence museum practicahRiane discusses the way history
exhibitions are constructed. She argues that etidnisi reflect a certain discourse
depending on the period of time in which they wiegeloped. She states that ‘the
curator’s role in developing exhibitions is increggy one of selecting the
juxtapositions and arrangement of objects andeggrertaining to individuals or
groups rather than providing his or her own analgsihistory’ (Lane, 2000, p. 201).
Lane (2000, p. 193) shows how changing approachesattire and society have
affected both the nature of collecting and the wallections are presented. Her
exploration of the curator’s role in the constrantof history is closely associated

with my research, even though she has focused lubigans.

In New Zealand, recent studies that have focuseti@way museums make history
have exposed the social and historical forces wél@pe displays and museum
practice in the local context. McLean (2000) gigedetailed account of the
developments of the New Zealand heritage movem&81) — 2000, placing
museums within the overall context of changingdristl interests and developments
in New Zealand society. Henare (2005) focuses oarMaonga and other museum
objects in a historical and material ethnograplay gxplores the way museums and
collections develop through time as they relat8¢otland and New Zealand.
McCarthy (2007) traces changes in Maori exhibitiegplay from the mid-nineteenth
century to the end of the twentieth century, remgahe changing meaning of Maori
things in New Zealand museums. McCarthy uses aajegieal approach that takes

into account ‘discontinuities and breaks’ (McCartB@07, p. 10) rejecting the notion



that museum developments in history have occurrediinear and progressive
manner. Labrum (2007) analyses the post-war higtolfgctions at the Te Awamutu
and District Museum, and the Waikato Museum, expipthe complexities of
collecting history in the context of museum andthge development. Like these
studies, this thesis reveals the historical infagsnand complexities behind museum
practice by foregrounding the particular realittd®each period and the perspective of
the people working in the museum. This literatw@vles a frame of reference for
analysing the way objects embody meaning througtodirse at particular points in
time. Rather than advocating a progressive modptafessional museology, the
approach | favour views collecting practice anddhiédhood objects in the

collections within a web of interrelationships dmsltorical discourses of their time.

Furthermore, | discuss the way museum historyflsenced by and draws from
academic history, but also operates independehttylalo not aim to judge the
history collections or curatorial practice agaitigt work of historians. Some thesis
students who have focused on the way museums nistbeyhhave argued that
museum history does not advance scholarship andntiigeums fail to reach the
standard of academic historians (Smith, 2003; Wrigh06). In contrast to these
studies and more in line with current museum resesrthe work of Louisa Knight
(2007). She discusses a collection of documentspghaphs and objects donated by
returned servicemen from the Rfantry Battalion. Knight argues that history as
represented in museums cannot function as ifathstory book, it has different
methods of production and dissimilar goals: musearasabout entertainment and
education as well as critical concepts and ideaghEBrmore, she argues that
museums should use material culture as the bask¥@loping historical narratives.
This in itself makes the history made in museunguenand different to the work of
text-based histories (Knight, 2007). Knight condsidhat her research has also
affirmed the centrality of material culture to thverk of museums in creating history.

She concludes:

The 21 Battalion collection has demonstrated tinaseums make
better history when they acquire material in sugfag as to connect a
range of artefacts and support items togethertdreld with
supplementary material to justify them or draw thatir meaning. The
range of items in the collection and the use — gadtpotential — that



can be made of them, illustrate how it is the s®&and connections
attached to objects, rather than the items’ phijsicéghat makes them
noteworthy. (Knight, 2007, p. 128)

Simon Knell (2007) also emphasises the unique wasemm objects exemplify
history. His analysis further adds to my discusginrchildhood material culture by
providing a detailed and in-depth historical invgation into the idiosyncrasies of
objects in museums. While he acknowledges the itrgfgzast museum discourses he
points out the frustrations and difficulties of tle@ with a massive body of material
culture that has been ‘decontextualised’ and stdnically unreliable’ (Knell, 2007,

p. 8). His exploration of the way museums considaterial culture highlights many
issues important to this thesis including the valfieapturing and recording an
object’s subjective relations and social conteis also points out that when
museums collect an object they capture a fragmfecrdext, ‘we understand its
imperfections but counter these with a belief thatapturing the thing we also hold
something of untapped and unrecognised potenKakl|, 2007, p. 25). These issues
are relevant to any exploration or interpretatibmaterial culture and museum
collections. In my exploration of childhood matégalture | explore both the broad
historical narrative expressed through the childholjects in the collections of Te
Papa and the Auckland Museum and also draw out séthe unique and individual
stories expressed through objects. In many of thbpect-based case studies |
interpret the object through the literature of diigtns and studies that focus on the

material culture of childhood.

The history of childhood

In this thesis | refer to the research of acaddnsitorians to provide context and
information relating to childhood objects and ais@xplore the way the changing
historiography has had an impact on museum cafigchlew Zealand history is now
firmly established as an academic field of resedsahonly since the 1980s has
social history gained academic status. Historiaxk Rhillips argues that an increased
desire to understand what it is to be a New Zea&ahds led to a proliferation of
social history research and publications. In addifiew social movements like
women’s liberation paved the way for the study ofwen and the family, and a new
consciousness among indigenous peoples provokesiopg about patterns of racial

dominance (Phillips, 1991, p. 331). Social andwsal historians have unleashed a
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plethora of new topics ranging from welfare, seityand medicine to recreation, the
body and popular culture (Dalley & Labrum, 2000142). Histories that directly
relate to children started appearing around theedame. Until fairly recently,
historians had excluded children mainly becaussdhical scholarship was largely
confined to an exploration of the people at theaog the politics of power’ (Fass,
2003, p. xi). However, it has now become well egthbd that histories that explore
childhood have led to new understandings of so@atythe way cultures define
themselves (Hiner & Hawes, 1985; Fass, 2003; Ste26G06; Graham, 2006).

Peter Stearns explores the history of childhoatiénglobal context. He defines the
concept of the ‘modern child’ - he or she doeswartk, schooling is important, there
is less risk of infant death but there are feweldodn in the overall population and in
individual families (Stearns, 2006, p. 57). He sdteat the modern child emerged in
the West in the eighteenth and nineteenth cent(2@36, p. 55). The concept of the
modern child is therefore extremely relevant imteiof New Zealand'’s colonial
history, and reveals changing ideas about childrifidcare and childhood in the
global context. Associated with the concept ofrtieern child is the notion of the
idealisation of children. ‘Children were portray@umiddle-class literature, as
wondrous innocents, full of love and deservingeéddved in turn’, writes Stearns,
‘pictures and stories disseminated the image’ (82006, p. 60). Ideas about
childhood are important to this thesis and an im@gonal perspective is often
included, but also very relevant is literature tgblores New Zealand childhood

history.

McDonald (1978) wrote one of the earliest histdramaerviews of New Zealand
childhood. He investigated the history of New Zadlahildhood through four main
stages starting with the colonial child and endimthe 1970s with a child that is
cherished and valued as a citizen in their owntrigtltDonald’s presentation of the
history of New Zealand childhood largely focusedeyislation and institutional
developments. Since then historians have explapdds of the history of childhood
from different perspectives providing this studyiwe rich source of historical detail.
These include: Dalley (1998) who focuses on thohyf social welfare in the
twentieth century, Tennant (1994) who exploreshiseory of New Zealand health
Camps and May (1997) who wrote a history of eaniyjdbiood education.
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James Belich (2001) challenged previous conceptibtise New Zealand child and
has put forward the idea that the early New Zeatdmid ran wild and free — a ‘wild
child’. Belich’s theory about the wild New Zealaakiild is important because it
became the concept, title and focus of an exhibiiothe Auckland Museum.
Belich’s ideas about the New Zealand child’s exgreze have therefore been
incorporated into the history collections at theckland Museum. Belich (2001)
discusses examples of the activities, toys and gdwes Zealand children played. He
highlights the point that early New Zealand toysewery simple and cheap (Owen,
2000; Belich, 2001). They included knucklebones tere free from the butcher,
iron hoops made by the local blacksmith, marbliesgshots, and rag dolls that were
homemade (Belich, 2001, p. 361). Belich’s obseoratinot only draw attention to
potential collection opportunities but he also destmates how the material culture of
childhood is often intangible and cheap. Theseatbjmay not be valued by the

general population and could therefore be diffitoltapture and collect.

Jeanine Graham has been a strong advocate foasshipl in the field of childhood
history arguing that a focus on children and yaetleals not only a uniquely child-
focused aspect of history but it brings out a mstbat explores the ‘rhythms of life’
familiar to most New Zealanders throughout the ¢gufGraham, 2000, p. 96). She
wrote a historical overview of New Zealand childdgqaublished in th&ncyclopedia
of Children and Childhood in History and SociéGraham, 2003)She includes
Maori and Polynesian children in her historical@ott and divides the history of
New Zealand childhood into four distinct phasesebasn childhood experience
starting in the twelfth century and the originscohtemporary Maori and ending with
recent history. Graham'’s discussion exposes sorpertant contemporary childhood
issues of inequality. She argues that while thodsa New Zealand children grow
up happy, benefiting from a life rich in sportingdacultural opportunities, hundreds
of other children do not. Graham, like other histos and museum studies scholars
specialising in children’s history, raises the essat not all childhoods are happy
ones (Shepherd, 1996; Kociumbas, 1997; Graham,, Zdl3erts, 2006), a topic that
is important in terms of collecting, interpretingdarepresenting the history of New

Zealand children.



12

The material culture of childhood

Literature by specialists in the field of childremhaterial culture also provides
examples of how objects or groups of objects cpresent society’s changing ideas
about children. Several recent publications thaeHacused on childhood objects

like toys, juvenilia and clothing have shown tloge the case (Calvert, 1992; Cross,
1997; Kevill-Davies, 1991). This literature, witH@us on specific types of objects,
provides this thesis with important information abthe objects themselves, potential
themes and storylines, ideas for potential colbeciiems and the background for
assessing the content and context of history ahjécr example Gary Cross explores
the way toys reflect changing ideas about childhawdl parenting, and the modern
consumer society in America (Cross, 1997, p. vi).

Representing childhood in exhibitions

Academics and professionals who have studied tlyemeseums represent the
history of childhood and interpret children’s maéculture have mainly focused on
exhibitions. Even so, many of their arguments antthusions are relevant to this
thesis. Brian Shepherd (1994, 1996) has writteuiath@ way children are
represented in exhibitions, categorised in colej and how museums construct a
narrow and stereotypical perspective on childhdwdugh exhibitions. Shepherd
(2006) focuses on the Edith Cowan University Museadr@hildhood in Perth
(Australia), and an exhibition based on three kaiections held and displayed at the
museum. These collections are grouped and dispiaytedms of the family that
owned and donated them, each illustrating typizgs from different periods of time.
Shepherd’s critique of this exhibition highlightense of the key issues and problems
for museums when making historical exhibitions dlohildren. He argues that
childhood exhibitions mainly focus on toys and kinigtory of toys rather than the
child’s experience and he is critical of the fdwttdisplays rely heavily on nostalgia.
Shepherd points out that objects are not usedeiofilil potential and suggests that
the interpretation of traditional childhood objented not be superficial but could

illustrate the changing reality of childhood. Sheghexplains the possibilities:
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The challenge for the museum lies in judiciouslgnieasing its
collection and its information to unlock the vaiéstof children’s
experience in captivating, intellectually respetgand balanced
ways which assists diverse clientele to join inrthaking of meaning.
(Shepherd, 1996, p. 269)

Even so, museum visitors have expectations whgndbmme to see an exhibition
displaying the material culture of childhood, am$talgia has a key role to play in the
way visitors interpret the display. Adults likedee historical toys because it reminds
them about their own childhood. The visitor, theiperiences and preconceptions all
contribute to their understanding and perceptidriisstory (Shepherd, 1996;
Kavanagh, 1999; Lawson, 1999; Kreps, 2002). Thigovibrings with them a frame

of reference, including their own personal pastegigmces and various different
levels of education and knowledge. Adults likee¢e she familiar and what they know
so that they can understand or make sense of gteTgee dilemma for museums,
especially when presenting childhood related his$pis to decide whether to satisfy
the expectations of the visitor or challenge theith something different ‘forcing
them to rethink the concept’ (Shepherd, 1996, )26

Shepherd (1994) argues that this dilemma is ngtiombortant for the display of
childhood material culture, but rather it shapeswlay museums categorise childhood
objects in collections. The main categories usedtays, dolls, games, juvenilia and
children’s clothing. These classifications comewahtrenched stereotypes and social
myths that mask rather than reveal the underlyougps issues (Shepherd, 1994, p.
71). Childhood is removed from reality and exist&in almost dream-like realm
where the perception of the child (and hence dtlbbiod) is fanciful, imaginative

and ideal’ (Shepherd, 1996, p. 262). Shepherd dsgsuthe fact that it is difficult to
find information and objects relating to childremesperiences, work, play or home
life, pointing out the benefits of including thige of classification in the collections.
He also discusses some of the issues and probksusiated with collecting, for
example he argues that ‘play’ is often not depehdereasily recognizable material
objects. The world of children can be very seceethaking it difficult to present and

preserve historical childhood perspectives (ShahtHe94, p. 71).
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Sharon Roberts (2006), another scholar who exptbeesvay children are represented
in museums, concurs with many of Shepherd’s finsli@pncentrating her research
on British museums and the way they representiiteri of childhood, she
comments on curatorial practice, the interpretatibchildhood objects, and on
collecting, with a key focus on how the materidtute of childhood is used in
exhibitions and displays. Like Shepherd, Robertgitecal of the way that many
museum displays maintain and promote an imageilofhddod that is nostalgic and
idealised. Roberts explains that British museurpldis often focus on the

Edwardian nursery as an illustration of past clolulis, presenting a one sided and

privileged experience of the history of childho&tbberts, 2006, p. 157).

Roberts raises several important issues for tisishFirst, that the inclusion of
children in museums should be considered alongslter minority groups that have
traditionally been excluded. Second, that museuites @ise the banner of childhood
as an excuse to exhibit toy collections revealiathimg about children themselves.
And finally, that even though there has been a growthe number of museums of
childhood, and exhibitions about children and dildd, curators need to be more
intellectually ambitious in terms of representihg hegative aspects of a child’s
experience alongside the pleasant imagery of Rgbérts, 2006, p. 161). Roberts
asks ‘Are children under represented in museumalis@’ She concludes that
museum displays about children are ‘exhibits ofdttood without children’ (Roberts,
2006, p.155). The voice or experience of the dsildften missing. The child’s voice
in history has become an increasingly importannphg&non to museum
professionals and historians studying this subjedhis thesis | explore museum
history and theory, the museum’s distinctive apphd@a history, its focus on material
culture, and the ability of museums to bring ot $skories and perspectives of
children in relation to objects. But the main urigieg question is: are children

represented in museum collections?

Methodology

A multi-method approach was taken in order to ghififerent perspectives and to
ensure that a detailed, comprehensive and histavesview could be achieved in
addressing the research question. Museum thea@tjtuitional records, museum

reports and publications, object based case studiesviews and archival
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information all contributed to my analysis. Theldhbod content of the history
collections of two large metropolitan New Zealandseums, the Auckland War
Memorial Museum and the Museum of New Zealand T@aFangarewa, was my
primary focus. The main aim was to discover theber of childhood objects in the
collections, the nature and extent of the infororathat has been recorded with the
objects, and how the collections have changed amdldped over time. | used both
the electronic databases and museum accessiotersgis both museums to extract
and record relevant content. | created a catalofjahildhood objects for each
museum and then organised this information accgritireach object’'s acquisition
date. | then created graphs that statistically\aswhlly illustrated my findings. Each
graph shows the number of objects acquired durangqular time periods and
provides a breakdown of the types of objects ctalid also used object files,

curatorial information and subject files to extenfibrmation about each object.

In order to incorporate a curatorial perspectite the way the collections of
childhood objects have evolved, | interviewed mgiurators from each museum.
This added to my analysis by providing informataiout the realities and
complexities of making history in the museum enviment. Curators are
knowledgeable and reflexive about their practiog iarthis thesis the history curators
| interviewed have been able to provide insights the nature of their practice. In
addition, my own perspective as a history curatdreaPapa is important to
acknowledge and contributed to the way informati@s accessed and interpreted.
Strategic collecting documents were also referoedtten available, mainly from the
1990s when they were first written.

My decision to focus on two large museum institasioather than specialist
children’s museums was also important becauseadepl my analysis of childhood
collecting within the broader context of New Zeadmstory. This study explores the
nature of childhood collecting in the mainstreansswm forum and discusses the
inclusion of childhood as part of society, rathear a segregated niche group. | also
decided to focus this thesis on the history calbexst rather than across all museum
collections. Traditionally Maori and Polynesianleations in museums have tended
to focus on traditional objects rather than theteomporary world. At Te Papa, Maori

objects that relate to the contemporary experiane®ften included in the general
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history collections. The growing ethnic diversityew Zealand, particularly the
increasing Polynesian population is an importamalgraphic change in New
Zealand society. | acknowledge the importance efiniclusion of Maori and
Polynesian children and have included this whemthterial evidence is present. An
analysis of the material culture of childhood tfwatuses on ethnic diversity and the
inclusion of Maori and Pacific Island cultures wbuéquire a separate and specialist

field of enquiry.

The structure of this thesis is organised arounekthlistinct time periods that
encapsulate major changes in the type of childlodjelcts collected in museums.
Chapter one, ‘From Cathedrals of Science to thanieyf of Childhood Collecting:
1851 to 1950’ focuses on a period when large musgastitutions were mainly
interested in building scientific collections. Eviimough the childhood objects
collected at this time do not present a completaupe of New Zealand childhood,
they do provide a unique and thought provoking tmkhe past that reveals much
about the way objects reflect the interests of mospractitioners. Chapter two ‘The
Toy Box Grows: Collection Development Between 185d 1990, focuses on a time
when New Zealand museums started to collect histbjgcts and as a result there
was massive collection growth in this area. Alonthwther history objects,
particularly objects that related to New Zealar@®onial history, childhood objects
of the same genre took their place in the collestid he final chapter ‘Story Time at
the Museum: Collecting Between 1990 and 2007’ engsl@ period in which the ‘new
museology’ was a dominant force and objects welleated and valued because of
their associated histories and stories. Througbaah period | ask whether the child’s
perspective in history is present, and this becoa@sjor concern of chapter three. In
this latest period social history and the collettd multiple personal perspectives
became an important aspect of collecting and tbhezd¢he question of the inclusion

of childhood perspectives is even more relevant.
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Chapter One
From Cathedrals of Science to the Infancy of Childbod Collecting:
1851 to 1950
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Figure 1.1 Christening Gown, maker unknown, 18@ton and lace.
Museum of New Zealand Te Papa Tongarewa, PC 747.
Ke Emu image MA_1090956.

In 1948 Francis Warner donated a christening gamathé Dominion Museum in
Wellington. According to the museum record, thastening gown was made in the
1800s. It is described as a ‘White cambric and emdbry christening gown. Hand
made and worked, probably very old, extensivelyanea and restored’ (Te Papa, Ke
Emu Database Record PC747, 2007). In just undentuy, Te Papa’s history
collections gained seven childhood objects (ineigdhis christening gown) and the
Auckland Museum collected thirty. Even though thenbers are low, these objects
reveal some important aspects of New Zealand abddhPrincipally, they reflect the
museum practice of the time, past collecting ptiesiand the way museums construct
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and reflect history. In this chapter | trace thetdry of these institutions, as well as
the general historical context and the museum dises operating between 1851 and
1950. I then analyse and discuss examples of tlgholod objects held in the
collections and consider the extent to which tleaeal the lives of New Zealand

children and the history of childhood.

The Warner christening gown marks the end of annewdhich museums were mainly
focused on collecting natural history, Maori anlnetgraphic material or art rather
than ‘*history’ (Labrum, 2007, p. 6). Both the Auaiktl Museum and Te Papa evolved
out of this same museological discourse. Neill Q0 180) observes that ‘objects
and collections contained in the museum signifetayof history, the cultural
development of the nation and a former coloniaéptr In this chapter | analyse the
childhood objects collected within the contextlu period, pointing out shifts in
power and knowledge and exploring the way manyefahildhood objects collected
during this time were symbolic of the museum’s &nbe a scientific and
encyclopaedic authority, rather than out of a @etsircollect childhood history. By
the end of the 1940s the accession registers Bapa and the Auckland Museum
confirm that a strategic change had begun and theseums had started to expand
their collecting beyond science and ethnographyor@al settler history had become
topical with the New Zealand centennial celebratiom1940 (McLean, 2000, p. 30).
The large scientific museums responded by collgatijects that represented

European or Pakeha New Zealand history and thisded a few childhood objects.

The Warner christening gown was also among thedfrenany christening gowns
and other baby and infants’ clothing to be donatest the following decades. It
represents my initial impression of the way earlyseum collections represent New
Zealand childhood. Both the Auckland Museum andP@pa have a vast array of
infant, child and baby clothes from the nineteeartt early twentieth century. At Te
Papa | have seen many boxes filled with cream cetbgarments each containing
examples of beautiful needlecraft, including fined and embroidery. A similarly
situation occurred at the Auckland Museum whemastef children’s clothing were
considered as part of a larger group of costumeaains, mainly “Applied Arts” (R.
Young, personal communication, June 13, 2007). d loégects are illustrative of the

collecting priorities and museum practice that €abghe history collections of this
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period. Shepherd (1994) argues that by examiningraseums represent childhood,
insight can be gained into the way museums cregpegsent and appropriate culture.
He points out that ‘it provides a uniquely suitabpging board for thinking about
some common practices and assumptions used irsggjtiteg social groups in
museums’ (Shepherd, 1994, p. 66). In this periodtrabthe articles of children’s
clothing were categorised as applied or decoratiteeand collected because they
were examples of the finest or best of coloniakdrer because they contained
examples of elaborate and intricate lace and emérpi The associated classification
system for the Warner christening gown, ‘PC’ foeried Costume’, highlights the
original collecting category and positioning withite museum. This category, no
longer in use, is evidence of the way museums faitections around specific
collecting priorities and construct history througlem. The fact that this cataloguing
system was superceded by another one is illustrafivthe changing nature of

museum collecting practices.

New Zealand museum studies scholar, David Butt8{2p. 89) argues that ‘once
garments enter a museum collection their livesinaet. They reflect changes in
museum practice and focus, and as such their gEignde varies over time. In
contrast to today, the museum practice and cuedtemphasis associated with the
early history collections focused on the aestheptialities of objects. A main priority
was the physical care of objects and effort wasmito dealing with a backlog of
objects that had never been officially accessioméé. initial focus of museum staff
who were involved in the history collections in tt@50s was to sort, store and record
history objects in the museum accession regiskéré-itzgerald, personal
communication, April 11, 2007). Up until this pointtime history objects like the
Warner christening gown were often stored in crasrgred potentially damaging
conditions. Records were brief: the initial musenaword for the Warner christening
gown was a one line entry in the accession regi$tesre was no recorded
provenance and although the donor's name was knibvre was no information
about who Francis Warner was, who made or worelhhstening gown, or why he
chose to donate it. The record is minimal but tycal of the museum practice of

the time.
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Even so, many of these early childhood objectstilate social and cultural practices
associated with childhood, as well as providindimgse into the lives of New
Zealand children. McKergow (2000, p. 164) obsethes ‘dress is a fundamental
dimension of shared cultural experience’ and thahg given point in time it reflects
the social and cultural circumstances of people&sl The Warner christening gown,
for example, marks the participation of at least ohild’s involvement in a Christian
religious ceremony. Furthermore, christening gowase commonly passed on from
one generation to the next (Butts, 2007), and els tey represent a family tradition
involving generations of children. In addition teetchristening ceremony, the Warner
christening gown is symbolic of a period when aagdeal of time and energy was
put into creating children’s clothing. Christeniggwns were traditionally hand-made
by the mother or grandmother, evidence of the glaysind emotional investment in
children. They embody the ‘hopes and aspiratiohpanents and grandparents for
their children in the early stages of life (Bu2807). However, whilst the Warner
christening gown represents a commonly experieaspdct of New Zealand
childhood, this object, like many others colleciedhis period, was acquired because
of an adult’s perspective on childhood. The assediahild’s story is hidden and the

experience of the child marginalised.

Museum history and collection development

John Alexander Smith was the founder of the Audklstuseum. It opened on 27
October 1852 and was housed in a farm workersaget{Stead, 2001, p. 7). Smith,
like many others throughout the world, was inspaed encouraged by his
involvement in the ‘Great Exhibition of the Work&lodustry of All Nations’ held in
London in 1851. This was one of the earliest ofgteat industrial exhibitions and it
‘was responsible for encouraging the enormous @o@mgpeal of displays of national
productivity’ (Stead, 2001, p. 7). Smith organigactkland’s contributions to the
1851 London exhibition and then went on to estaldisnuseum for the Auckland
region. His collecting strategy and priorities ¢enclearly seen in an advertisement
published inThe New Zealandayn 27 October 1852:

The object of this Museum is to collect specimiéastrative of the
Natural History of New Zealand — particularly ite@ogy,
Mineralogy, Entomology, and Ornithology. Also, Weag, Clothing,
Implements &tc., of New Zealand, and the IslandthefPacific. Any
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Memento of Captain Cook, or his voyages will bentfally accepted.
Also, Coins and Medals (Ancient and Modern).
(The New Zealandes cited by Stead, 2001, p. 8)

Smith also requested samples of industrial magemaluding ‘building and
ornamental stone, timber, clay, sands, dyes, gtesms, flax, hemp, and hair’ (Stead,
2001, p. 8). Like other major museums of the Vietorera the Auckland Museum
was established with a strong natural history addstrial focus, and then between
1875 and 1917 the museum received a significargssef Maori, ethnographic and
art objects. Together these objects provided thedation for the collections as they
are today. In the future the collections would éerganised, reinterpreted and
priorities about what was important to collect wbahange. In this way collections
simultaneously reflect the past and the preseniriBi, 1995; Hooper-Greenhill,
1992; Walsh, 1992; Henare, 2005). Henare (20098) pbserves that ‘museums have
adapted their collecting and exhibiting practigesalation to changing historical
milieux’. Objects represent how things used to the laow things are, and collections
are built up through a sequence of exchanges (ldeg@05, p. 9).

Te Papa, like the Auckland Museum, had its origin851 and began with the New
Zealand Society collection of geological speciméns,majority of which was
curated by Walter Buller (Dell, 1965). These cdileas were incorporated into the
Colonial Museum in Wellington which opened in 1864th James Hector as
director. The collections still mainly consistedgafological material, but also
included zoological and botanical specimens as ageMaori artifacts (Dell, 1965, p.
4). Hector noted that by September 1866 there 19@&7 specimens of rocks,
minerals and fossils, 2846 specimens of recentsslH&11 specimens of natural
history including woods, fishes, wools, native iepents, weapons, and dresses’
(Dell, 1965, p. 4-5). Hector was clear about htemtions and aimed to ‘organise for
the use of the Colony a complete typical museunefeirence that will illustrate all
the branches of its natural history and mineradweses’ (Hector as cited by Dell,
1965, p. 8). Hector’s aim to establish a ‘librafynatural specimens’ was clearly part
of a colonial project that involved the exploratiamd classification of New Zealand’s
natural resources (McCarthy, 2007, p.16).
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Both the Colonial Museum and the Auckland Museumevestablished at a time
when the British Empire and its colonising ideotsgwere reproduced throughout the
world in various colonial outposts (McCarthy, 200¥his culture of collecting was a
distinctively European tradition whereby the acclatian of objects was an

important aspect of the way Western cultures ddfthnemselves and exerted their
authority through knowledge (Pearce, 1995). Cabtlexcover the last five centuries
aimed to create a relationship with the past thest 8een as ‘real, reasonable and
helpful’ (Pearce, 1995, p. 310). Furthermore, Reargues that this practice was
underpinned by the theory that ‘history is notIgealrandom set of occurrences but a
living web of cause and effect in which the effemts not predestined but may, at

least in part be what we make them’ (1995, p. 310).

By the early twentieth century large museum insbts started to incorporate human
history into their collections, but there was sifl encyclopaedic rationality behind
the way human history was included. For example Gblonial Museum started to
focus on Maori history, art and culture, alonggiake continued development of
natural history. During Augustus Hamilton’s direstioip between 1903 and 1913,
there was a definite change and ethnographic ¢wigegrew along with additional
topics relating to human history such as coinsgnsk stamps, and fine arts (Dell,
1965, p. 9). Dell points out that Hamilton was kmow be a collector and systemiser

in a variety of fields:

whether as a zoologist among the bones at Castlk,Rr as a
botanist in the wilds of southern Westland and aactyuarie
Island, or as the gatherer of his unrivalled coitecof New
Zealand Stamps, most of all, as a collector ofabjeéhrowing
light on the life, industry, and art of the anciéfdori.

(Dell, 1965, p. 9-11)

Between Hamilton and Hector the main strengthéi@fimuseum became natural
science and ethnology, with significant holdingsistory and fine arts (Oliver, 2004,
p. X). Most of the early childhood objects collett this time reflect the museum’s
interest in anthropology and ethnology. Rather tlegmmesenting New Zealand
childhood they are from other countries, such agAaea, India, the Pacific Islands

and Ancient Egypt.
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In 1907 the Colony of New Zealand became a Domiaiwththe Colonial Museum
was re-named the Dominion Museum. At this time Nialand displayed a
determined ‘cult of dominionism’, as it closelygied itself with Britain and adopted
highbrow British models of gentility and hierarchiylost European New Zealanders
still regarded themselves as British (Belich ascclty McCarthy, 2007, p. 64).
Museums and other cultural institutions becamergortant apparatus of the modern
state, and it is therefore not surprising thatehmphasis at the Dominion Museum
was on producing ‘a sense of cultural heritageafeettler society but this was
ultimately a local chapter in an essentially Bhtgtory’ (McCarthy, 2007, p. 65).

The Dominion Museum’s emphasis on the natural sei@ollections continued with
renewed vigour when James Alan Thomson was apgbitector in 1914.

Thomson, the founder of the museum’s referenceciidins in zoology (Dell, 1965,

p. 14), was a Rhodes Scholar and a brilliant sisiewho considered the scientific
collections to have been neglected in previoussy@dcCarthy, 2007, pp. 66-67). He
also introduced new methods and ideas such aswissfilat would appeal to the
general public, and advocated the separate stofegpecialist research collections
(McCarthy, 2007). At this time the internationand for museum displays demanded
that it was the duty and social responsibilityle museum to ‘improve’ the public
(Henare, 2005; McCarthy, 2007). The next directdhe Dominion Museum, W. R.
B. Oliver, who was appointed in 1928, was alsoxgoaent of the educational
approach to exhibitions, although his main aredatefest were geology, plants,
reptiles, mammals, birds and molluscs, and eco{Bgyl, 1965, p. 15-16). Oliver
(1944, p. 5) wrote that the necessity for the vdribution of scientifically-based
knowledge cannot be over-stressed. Oliver embanked public education through
displays, school services, developing referencedobns and publications. The
emphasis on educational displays, an internatiandlnational trend, was to become
a significant development in the relationship betwenuseums and children, and this

was clear at both the Dominion Museum and the AarmgkiMuseum.

Thomas Frederick Cheeseman was the Auckland Musefinst full time curator and
secretary. He held this position for 50 yearanfitB874 to 1923. Like Hamilton he
was known to be a systematic collector and aneastogerver of nature. The

‘Cheeseman Herbarium’ which became the most conepite of its kind in the
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colony was donated to the museum after his deadadS2001, p. 11). Cheeseman
was a key person in the planning, design and dpusat of the new Auckland
Museum in the 1920s. Arguably this reflected amyehrstory’ focus for the
museum, starting with the decision to make the Aarak Museum a War Memorial
Museum and resulting in the acquisition of objdais the First World War.

Cheeseman also saw this as an opportunity to bnaheemuseum’s focus.

Like his contemporaries at the Dominion Museum, &leenan was interested in
museum developments that would educate and imgh&vgeneral knowledge of the
New Zealand public. He specifically focused hisadional approach on children
and advocated for children as an audience. He watatgrovide attractions for
young visitors and requested a Children’s Museunthfe Auckland War Memorial
Museum’ (Wolfe, 2004, p. 18). Even though the Cieitds Museum disappeared
from the plans early on, its initial inclusion mark turning point in changing
attitudes towards children. Museums specificallyigieed for children were a new
phenomenon. The world famous Brooklyn Children’ssiglum was established in
1899, and like other museums of this period, ittyyemllections were natural history
specimens, cultural history and technological acté (Pohle, 1979). The aim of
these early children’s museums was to be educéatiosiag the collections of the
time rather than developing collections that ted history of childhood or the
perspective of children in history. Museums weilk rsiainly concentrating on natural
history and not the inclusion of objects relatinghe lives and experiences of

children.

Even though the new Auckland War Memorial Museuchriit include a Children’s
Museum, it did develop a significant resource foifdren. By 1932 there were 26
travelling educational cabinets ‘containing disgla@y birds, insects, shells, rocks,
timber and Maori and Polynesian subjects’ (Wolfé)4£, p. 38). The cases were lent
to schools for a fortnight at a time, once a ye#e the Auckland Museum, the
Dominion Museum in Wellington was interested inypding a service for school
children. The museum’s formal Education Service oféisially established in 1957
but from as early as 1917 efforts were made toracondate school groups (Dell,
1965, p. 18). By about 1938 an education serviceaessablished, with an Education
Officer and travelling school cases prepared (O€65, p. 19).
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Museum educational initiatives occurred at a tinmemthere was a shift in the way
children were valued by the family, in society dydthe government. Children were
no longer regarded as an economic commaodity aneoteg to work or contribute to
the family income as they had as new colonialsettlbut rather they were now
considered to be emotionally priceless and eff@s put into ensuring children grew
into strong, healthy, well educated and knowledtgeabults (McDonald, 1978;
Tennant, 1994, Dalley, 1998). The New Zealand guwent followed international
trends and introduced children's education initegtiin the late 1930s and early
1940s. This was followed by a significant increasthe number of preschool
education centers in the 1950s (May, 1997). Neveaiiln and display initiatives in
museums were part of a national and internatiomglheasis on investing in children’s
intellectual and cultural improvement. Howeverstivas not yet materialized in the

collections of large museums like the Auckland Museand the Dominion Museum.

In contrast to the collecting priorities of thedarmuseums, smaller provincial
museums had started to collect colonial historymearlier. Most of the childhood
objects in the Auckland Museum'’s collection, caiéetprior to 1950, were actually
collected by the Old Colonists’ Museum in Aucklantie first objects that had an
association with the history of New Zealand chifdveere two slate boards collected
in 1923. But these objects were not incorporatéal time Auckland Museum’s
collection until 1965 (R. Young, personal commuti@ma June 13, 2007). | have
included them because my analysis considers thectiohs within a historical
framework that analyses what was collected at @iocgpoint in time and why. The
Old Colonists’ Museum was officially opened on 2arbh 1916 in the Public Library
and Art Gallery building. The museum was set ughwhie specific purpose of
collecting artefacts of the early colonial settlensd among the objects collected were
a few examples relating to the lives of childrehepening of the Old Colonists’
Museum occurred not long after New Zealand gainechidion status in 1907, and
by the time it closed in 1957, large New Zealandewms were seriously collecting

New Zealand’s social and cultural history.

This was a period when New Zealanders had stastEmbk back at their colonial

roots. Small provincial museums and historicaletoes were the first to respond to
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this interest. McLean (2000, p. 27) notes that ‘@din’s 1898 jubilee inspired the
creation of the Otago Early Settler’ Associatiore@&3?), which soon set up New
Zealand’s first social history museum’. The New [Aed International Exhibition in
Christchurch, 1906-7, closely followed the jubitdebrations. Jock Phillips writes:
‘The context and timing were significant. The extin came after a decade and a
half of Liberal government, much of it under Sedd@remiership’ (Phillips, 1998,
p. 17). The exhibition became an opportunity foctferd Seddon to express and
celebrate the nation’s achievements as a succéstish colony.

The centenary of the British settlement of New Zedlunder the Treaty of Waitangi,
celebrated through the New Zealand Centennial Extbin 1939 — 40, marked
another major milestone in the development of éer@st in New Zealand history. It
encouraged people to regard New Zealand histoaysignificant history worthy of

attention. A later Prime Minister stated that:

| think it was only in 1939 and 1940, when we cedédd our National
centennial, and the years just prior to and sudngetat, when we
celebrated provincial centennials, that many pewphew Zealand
for the first time became conscious of the fact areally did have a
history of our own, quite separate from the histofryhe Mother
Country. (Keith Holyoake as cited by Mele 2000, p. 31)

The content of the New Zealand Centennial Exhibiti@s also significant for the
children of New Zealand because they were included least two major exhibits.
The Royal New Zealand Society for the Health of Véarand Children (now known
as the Plunket Society) had an exhibit that wasrde=d as ‘model Plunket Rooms or
Advice Centre, typical of many such centres progidg the Society throughout the
Dominion’ (New Zealand Centennial Exhibition, p.8)1The exhibit contained
information about the society, their aims, histangl activities. It was also an
opportunity for Plunket nurses to give support aridrmation to mothers including

advice on childcare and health.

The New Zealand Free Kindergarten Union (INC.) aia® present and established a
model kindergarten building, ‘specially designed &umrnished along modern lines’
which was available for ‘the convenience of vissttw the Exhibition (New Zealand

Centennial Exhibition, p. 76). Children could k# kat the model kindergarten while
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their parents explored the rest of the exhibitlaurt, there was also information about
the history and work of the kindergarten moveméom@with a publication that was
for sale, ‘dealing with the problems of the smalild’ (New Zealand Centennial
Exhibition, p. 76).These exhibits, along with school-based educatiaiives at the
Auckland Museum and the Dominion Museum, show t¢hdtren had become an
important consideration. Childcare, child welfanel &ducational initiatives for
children were major new developments in the eavBntieth century, and it is clear
that children had become cause for celebratioherCGentennial Exhibition.

Following the Dominion Museum’s closure during 8econd World War, in 1947 a
new Director was appointed, R. A. Falla. His prignggsearch focus was in birds, but
he was also interested in a wide range of otheemmdields including the history of
whaling and sealing, the Subantarctic, Antarctid sinips and shipping (Dell, 1965,
p. 21). Falla was keen to improve exhibitions aisgldys by grouping objects to ‘tell
a story which would be comprehensible to young fgeopnormal intelligence, rather
than to present rows and rows of similar objectgwkvould have meaning only for
specialists’ (Dell, 1965, p. 21). From this pointthe collections grew massively in
size. Some of the increase resulted from the musewartaking additional
responsibilities in the fine arts, colonial histocpstumes and technology (Dell,
1965), demonstrating an emerging interest in tehes, arts and cultures of

European New Zealanders, which | explore in motaildi@ the next chapter.

So far | have focused on the specialist fieldsiatetests of the directors but some of
the more subtle changes that museum staff wergibgrabout were equally
important. At the Dominion Museum the employmenNahcy Adams in 1959 was
an important development for the museum'’s histotiections including childhood
objects. Adams retrospectively documented a greataf the museum’s early
collections, including colonial furniture and td&, and started to systematically
organise and store many of the history objectarRoi Adam’s appointment, the
history objects were packed away and boxed upamthseum’s basement (M.
Fitzgerald, personal communication, April 11, 200Mpst of these objects were in
disarray partly due to the chaos caused by theliattwvhen the museum was closed
during the war, they had been ‘dumped higgledy4eidyg amongst the show cases’
(Dell, 1965, p. 19). The museum’s registers congaitnies by Adams for acquisitions
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dating back to the 1940s. They reflect the waycthikections revealed themselves to
her as she unpacked and catalogued the boxesmégts, including the first

christening gown donated by Francis Warner in 1948.

Adams was employed as an artist and was resporisittlee preparation and
presentation of exhibitions, the illustration otural history material, and the
registration of early Museum collections’ (New Zwad Botanical Society
Newsletter, 2007). She became one of New Zealdedting botanists and botanical
artists but her work in documenting objects coédn the later part of this period
was also significant in that she laid the foundsitor future museum professionals

working with the history objects at Te Papa.

It is no coincidence that someone who became slokweldvn for her interest in the
natural sciences had such an impact on the begjsihTe Papa’s history
collections. This illustrates the way in which adividual's diverse range of interests
and talents can have far reaching effects on muggaatice. Both Thomas
Cheeseman in Auckland and Nancy Adams in Wellingi@ncelebrated for their
contribution to natural history but they were beylstematic and fastidious museum
professionals who were interested in documentingpaaserving objects, whatever
their category, with a view to developing signifit@ollections. Each in their own
way planted a seed for the future inclusion of NEaaland children in museums. The
Auckland Museum eventually did establish an exlahiabout New Zealand
childhoodWild Childin 1999, and both museums developed significanécbns of
objects relating to children over the following ddes.

Childhood obijects in the collections

Between 1851 and 1950 the lives of New Zealandiadml changed significantly. As
young colonials they lived through a time of cartfialnd hardship including land
wars, gold rushes, depression and two world warah{&n, 2003). This was also a
period in which the state introduced education]theand welfare initiatives
(Tennant, 1994; Dalley, 1998; Graham, 2003). Iddsmit childhood and childcare
changed dramatically. The modern child was chedshertured and even idealised

especially as family size reduced (Stearns, 2@ad)Maori children this was also a
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time when they suffered poor health, loss of land laad living conditions (Graham,
2003). The collections contain a few items relatmghe lives of young colonials—
furniture and clothing, slate boards, embroidenghks, a doll and a child’s stay— but
there is no evidence of children’s participatiorthe major historical events. For
example there is no indication of conflict, Maauifering, depression or war, even

though children lived through and experienced tlessats.

Some aspects of the material culture of childhadtected by museums support
academic studies on the history of childhood, bigtis rarely the case. Museum
collections have developed independently of thohmgraphy and what they
highlight are the unique and individual aspectstoldhood history and the stories
that do not always neatly fit into the picture meted by historians. In the
introduction to this chapter | discussed a chrisigigown donated by Francis Warner
in 1948, and argued that this garment providesnapgle into an important life event
in childhood. Another object, this time from theckiand Museum’s collection, also
provides insight into family life, and is evidenakan aspect of childhood contested
and debated by childhood historians. It also demnates the way the material culture
of childhood and its associated history can readaghly personal, emotional and
poignant perspective. Leslie Frances Hill's sh@dasckland Museum, OCM1911)
were donated in 1947, but she had died many yesmsip 1890, only 9 months old.
Through this simple pair of shoes a powerful anahpelling story of the death of a
single infant can be told, along with a broaderatare about the high infant
mortality rates in nineteenth and early twentiethtary New Zealand. The registers
do not explain how or why she died but the fact thes pair of shoes was kept is

evidence of the depth of emotion felt by the family

Some scholars of childhood argue that parents veduetant to invest emotionally in
their children because of the high rate of infaottality, however this example
challenges this theory. Frances Hill's shoes detnatesone family’s long lasting
emotional attachment to a baby, even after itshjeeatd as such the shoes support the
idea that families were emotionally affected byamtfmortality. Belich (2001, p. 357)

is critical of what he describes as an exaggelatednational picture of childhood as
nightmare before the advent of benign modernityi¢Be2001, p. 357). He

continues:



30

For nineteenth-century working-class children,dhgument is,
prevailing attitudes and economic conditions corablito create a
childhood based on work and obedience with litiléhie way of
overt affection. Parenting was stern and cold, sones harshly
oppressive. (Belich, 2001, p. 357)

In line with Belich’s view and in contrast to thess that describe early parenting
methods as ‘stern and cold’, the collections contdijects that demonstrate the way
families celebrated childhood. Both museums coraéjects relating to birth and the
celebration of new life including elaborate chnistgy gowns and christening mugs.
The Auckland Museum also has a high chair hand-rfrade native timbers. In
general these objects show how parents investedaird energy into their children in

a positive and loving way.

However, other objects in the collection suppoetview that early parenting methods
were harsh and possibly even cruel. In 1939, agfaihild’s stays (Auckland
Museum, OCM1672), was donated to the Old ColonMisseum, and had been worn
by a Mrs Wearne between the 1860s and the 188&gs 8t restraints are no longer
in popular use in New Zealand but they represqrasa in which some children in
New Zealand were subject to a different set of @aldevill-Davies (1991, p. 217-8)
explains that ‘stays became necessary for a faghlerigure...During the nineteenth
century, particularly among the upper classes, agpee mattered quite desperately’.
It is possible that the stays and their use wereqgfdhis Victorian ideology, in which
some New Zealand children were physically mouldedstrained and restrained with
stays to conform to strict adult ideals at a tinfeew fashion and physical appearance

were more important than comfort.

At Te Papa there were only two objects that hamoamg link to the life of New
Zealand children; the christening gown donated tan€is Warner that may have
been worn by a child in New Zealand, and a highrah&a850, made of oak and cane.
Both items have minimal provenance so it is difica establish a connection with
life in New Zealand but in theory they could haw=b worn or used by a child in
New Zealand. Atthe Auckland Museum there wereauibarty childhood objects
from this period with a definite link to New Zeathlife. In general these objects are

an indicator of what was to be collected after 1860 it is the absence of material
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culture relating to the experiences and life of N&aland children that is important

here.

The total number of childhood objects collected@Papa was seventeen, but eleven
of these objects are now classified and storeddapthe Pacific collection or the
international collection (previously known as tlegign ethnology). My research at
Te Papa using the electronic database Ke Emu andheeg under broad categories
identified some early childhood objects that refibe museum’s focus on
ethnographic material. These childhood objectsrapartant to consider because
they demonstrate how children are often includegaasof a wider cultural or
ethnographic group, even when objects relatindhtldien were not actively
collected. This occurred despite the fact that mosewere not trying to establish
collections of childhood material. The examplesurfd included two sets of
moccasins from the United States of America, ondemiathe 1700s (FE352),
donated in 1912, and another pair of child’'s mocsad-E3649), donated in 1934
(Figure 1.2). Both were made of leather and bé&adlytidecorated, one with coloured
leather strips and the other with coloured beadsoys dress from South Africa
(FE1060) was purchased in 1915, and four Indiamkdrg cups (FE84) were donated
by Alexander Turnbull. Polynesian objects acquiredh London dealer W. O.
Oldman, now known as the ‘Oldman’ collection, walgo acquired by the museum
at this time including a Hawaiian wand or puheneh@L548), sometimes used by
children to play a guessing game. In addition &séethnographic objects, an
Ancient Egyptian child’s shoe (FE1728), fifth taxthi century AD, was acquired by
the Dominion Museum through the Egypt Explorati@ciSty in 1914. At this time
the museum subscribed to ‘The Journal of EgyptieshAeology’ and the ‘Egypt
Exploration Society’. Part of the contract with thgypt Exploration Society involved
the museum receiving a portion of archaeologicalifigs. The museum’s
subscription to the society ceased in 1932 duedo@mic circumstances (R.

O’Rourke, personal communication, October 2, 2007).
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Figure 1.2 Child’s Moccasins, made by Prairie IndigAmerica, 1930s.
Moose hide and glass beads.
Museum of New Zealand Te Papa Tongarewa, FE 3649.
Ke Emu image MA_1090948.

These childhood objects, with no connection tohiséory of New Zealand childhood,
demonstrate past collecting priorities and the mangeums construct history around
the dominant ideology of the time. The encyclopaedilecting paradigm of the
museum practitioners from this period is eviderth&way that ethnographic objects
were collected and preserved as ‘scientific specghi@ the same way natural history
specimens were. Scientific specimens were collezsatustrations of the laws of the
natural world. As an extension of this the objextspecimens of human history
illustrated Darwinist ideas about the evolutiorhafman society (McCarthy, 2007).
Furthermore, non Europeans or indigenous peoples rggarded as an ‘exotic other’
(Pearce, 1995). Evolutionist ideas were progreasedrding to a belief that
understanding the ‘self’ could only be achievedeilation to a perceived ‘other’ that
is seen as different and as inferior, unpleasasidamgerous (Pearce 1995, p. 308).
Childhood ethnographic objects collected priot® 1950s were included as part of
an ethnic ‘Other’ that was of interest to white N&ealand but not considered to be
part of it, and in so doing they set up a dichotdrmagween who was or was not part of
New Zealand society.
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Through the formation of collections, museums aigaged in a process of ‘western
identity formation (Clifford, 1994; Pomain, 1994atanagh, 1999; Lawson, 1999;
Kreps, 2002; Spalding, 2002). Far from being neleces, they reflect, create and
reinforce the dominant ideologies of the cultureytiare positioned within. As

Hooper-Greenhill writes:

Groups of objects brought together in the form obbection generate
social and cultural statements. These statemeafsraduced through
the objects combined together in such a way that ewlividual
object confirms the statement as a whole.

(Hooper-Greenhill, 2000, p. 49)

Pearce (1995) explains that collecting is tied uh wotions of things being the same
or different, the self and the other. Ethnograpects, as part of the ‘Other’,
defined who we were as ‘it is only by gazing on élvmormal that we can appreciate
our normality’ (Pearce, 1995, p. 316). Furthermsogentific and ethnographic
collections reinforced a belief that colonising pkes were superior progressive and
intelligent peoples (Henare, 2005). A spiritual d&sk progressive indigenous or
native culture was juxtaposed against the ‘scieraid practical know-how of
settlers’ (Henare, 2005, p. 13).

In contrast to the objects collected from PolyneNiarth America, India and Ancient
Egypt, all of which became part of the foreign etlogy or Pacific collection, other
objects of non-New Zealand origin were includethia history collection. These
were a French child’s bodice (PC44) made in theD&7{@ bequest from Alec Tweedie
in 1946) and clothing thought to have been worchgland’s King George the third
(PC600-PC601). Although these objects were noteat Mealand origin their
European lineage was considered part of the Newadéatory. They were not
considered ‘Other’ because they were Europeantterdfore these objects became

part of the history collection.

From another point of view, the inclusion of obgertlating to children suggests that
they were incorporated as part of an ethnic owucaltgroup. Even though they
weren’t actively included they were not left outtbé collections altogether.
Childhood objects from the colonial period of Neeafand'’s history can also be
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analysed from this perspective. From the early itb-tnventieth century colonial
objects were collected and it is significant theg taterial culture of childhood was
included. Colonial objects from the Auckland Musewallected by the Old
Colonists’ Museum, typify this type of collectinome of the first items collected
were slate boards, children’s clothing, christergogns, a christening mug, furniture
and books. Early exhibitions and displays usinguiall objects have been criticised
as displays that ‘lack any overview framework oratve, apart from being vaguely
all nineteenth century’ (Young, 1994, p. 5). Howewen without a great deal of
detail many of these objects, by association withtistorical narrative, tell a

poignant story that can be linked to specific pe@pid events in history.

The slate boards that were collected in 1923 byoddeColonists’ Museum are good
examples. One was brought to New Zealand by ReddRerhard Davis in 1823
(OCM783), and the other (OCM800) was used by Mrgiimthe first Maori Mission
School in the Bay of Islands (Old Colonists’ MuseAntession Register, Part One,
Auckland War Memorial Museum). Both slate boarggesent early missionary
work in New Zealand and for young Maori their iaitinvolvement in both religious
tuition and a European school system. Mission sshwere part of a scheme that
aimed to enlighten and improve Maori (Henare, 2@0%9), however this was not
the entire story and often the indoctrination wasersed. For example, Thomas
Kendall, the Schoolmaster at Rangihoua in the Bdglands, found himself attracted
to Maori philosophies and wrote that he had alnsostpletely turned from ‘Christian
to Heathen’ (Henare, 2005, p. 104-105). The slateds are thereby representative of
a cultural exchange and although the immediatengson is that they represent a
one-way flow of intellectual influence, in realitiye exchange of ideas went both
ways particularly with the acquisition of literaby Maori which was to have a huge
influence on the recording of traditions. The preaece recorded with the slate
boards immediately brings forward the history @& #dult missionary, the
establishment of mission schools and the introdaabif religion to New Zealand.
However, there are also childhood stories, in paldr the experiences of young

Maori children.

Furthermore, objects that have an immediate chddrassociation can also give

insight into the general history of New Zealandchna christening mug
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(OCM2016), donated to the Old Colonists’ Museu 948, demonstrates this point.
The christening mug was given to Mary Thomas byauet, Mrs Letheridge, who
was thought to be the first white woman in New Aadl The christening mug, a
childhood object, becomes the vehicle to exploeestiory of Mrs Letheridge and an

early settler experience in New Zealand.

Conclusion

Between 1851 and 1950 very few childhood objectewellected by the Auckland
Museum and the Colonial / Dominion Museum. Thisas surprising because for
most of this period New Zealand history was nobl&ecting priority in these
museums. These were large metropolitan institutrdmsse main consideration was
to be the ‘storehouses of science’ (Henare, 200%ir principal focus continued to
be natural history, closely followed by ethnograpkiaori culture and art for most of
this period (Henare, 2005; Labrum, 2007; McCartb97. It is not coincidental then
that the first childhood objects included in thdextions were ‘ethnographic’. Rather
than representing a childhood perspective in hystoey were collected as

ethnographic specimens that illustrated the evahatiy ideologies of this time.

Other important influences and historical evenss dlad an impact on museum
practice. There were two world wars, New ZealandeghDominion status, and in
1940 New Zealand celebrated its centennial asangolhe Colonial Museum
became the Dominion Museum in 1907 and the AuckMaogdeum became the
Auckland War Memorial Museum and officially operesisuch in 1929. These
changes were reflected in the types of historyaibjacquired and also had an
influence on the childhood objects collected. Theldand Museum’s history
collections included its first New Zealand childldombjects in the 1920s. However
these objects were actually collected by the Olbdists’ Museum. The Auckland
Museum acquired this collection in 1965 when theyanestablishing an exhibition
about Auckland calle@entennial StreefThis illustrates the contrast between large
museum institutions and the smaller provincial nonse New Zealand history and
identity had started to become a collection pryantsmaller museums in the early
twentieth century, a phenomenon that was prompygdtilees, early settler

societies, the change to Dominion status in 19@7sacial changes in the immediate
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post World War One era that saw New Zealandersaiedin their colonial settler
history. The earliest examples of New Zealand ¢ttt objects at the Dominion
Museum were collected in the late 1940s. The atgunsof history objects at both
museums during the 1940s and 50s again refleceegrdwing public interest in New
Zealand colonial history but this time it was praetpby the New Zealand Centennial
celebrations. Pakeha New Zealanders became eageletrate and explore their own

sense of history and identity.

During this period there was also a major ideolalgshift in the way children were
perceived. Children came to be considered esseatiag future success of New
Zealand. This had a major impact on the way museegerded children. At the
Auckland Museum, Director Thomas Cheeseman reqiiéisé a children’s museum
be included in the new Auckland War Memorial Musetoth the Auckland
Museum and the Dominion Museum created mobile @t cases for schools,
and exhibitions had started to have a strong ettunadtemphasis with the purpose of
improving the general knowledge of the New Zealpublic. In 1944 the director of
the Dominion Museum proclaimed that the place efrttuseum in the community
was to widely distribute scientific knowledge ahdttone of the lessons learnt from
the War was that the ‘main mass of people were edecated’ (Oliver, 1944, p. 5).
This was the prevailing attitude of this period ahddren had become an important

component of the museum audience.

To a large extent the inclusion of colonial childdmbjects, collected during this
period, are indications of an approaching changaeuseum practice. These objects
mark the infancy of childhood collecting but thew also typical of the passive way
childhood objects were included. My research hasvehthat the material culture of
childhood has always been included alongside tha owdlecting priorities. Children
are simply considered to be naturally part of 4g9abe a cultural group and childhood
objects are therefore included alongside adultaibjef the same genre. This
occurred organically and passively rather thanubhoa deliberate strategic collecting
thrust but it is an important and valid part of th@y museums make history. In the
subsequent collecting period (1950 — 1990), dismligs chapter two, the inclusion of
objects that relate to New Zealand’s colonial listtominate the type of childhood

material culture collected. There was a much lavgirme of objects collected that
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provided a greater range of childhood histories expkriences to explore. | continue
to discuss the histories embodied by childhoodatbjand question whether this

tangible presence means that children are seeeand Im the collections.
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Chapter Two
The Toy Box Grows: Collection Development Betweer©50 and 1990

Figure 2.1 Infant’s Harness, maker unknown, 1980sol and brass bells.
Museum of New Zealand Te Papa Tongarewa, PC887.
Photograph by the author.

In 1953 C. Lindsay donated an infant’'s harnestédtominion Museum (Figure
2.1). The harness was hand knitted in shades ardgbink wool and has five bells
attached to the front panel. This object, selefrimuh the mass of objects collected
between 1950 and 1990, introduces this period byaleng several key topics that
will be explored in this chapter. This includesiavestigation of the collecting
practice of this period and the process by whigeab were collected and
documented. Importantly, this harness demonsttheeway the material culture of
childhood reveals the history of childhood as vaslichanging parenting ideas and

methods.

The acquisition method and associated documenteafitre Lindsay harness reflects

the museum practice of the time. It was collectasspvely, meaning a member of the
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public donated it and the museum accepted it meacollection. There is minimal
information recorded about it, including only nomiimformation about the donor,
with no information about the child who would havern it. As in the previous
period, discussed in chapter one, the history ctlles continued to develop in a
passive and ad hoc way. However, the main poidiftédrence in this period is that
large institutions like the Dominion Museum and geckland Museum
acknowledged New Zealand history as a collectimgrity. As a result the number of
history objects acquired grew at an immense rdies fect is clearly evident in the
way that the number of childhood objects colledtdily increased between 1950
and 1990. This is illustrated in two charts thahsuarise the data | collected from the
Auckland Museum and Te Papa (Table 2.1 and 2.2ghadre discussed in detail
later in this chapter.

Furthermore, for the first time the Dominion Museappointed museum staff to
specifically care for the history collections. Thisl not occur at the Auckland
Museum until much later marking a major point dfetience in the way the
collections developed at each of these museumsoiigi@al record for the Lindsay
harness was made by Nancy Adams who, as mentiar@thpter one, was one of the
earliest museum professionals to engage with tteryicollections. She was
responsible for sorting, storing and recording maihthe museum'’s early historical
items. Curatorial input started in the 1960s and fedowed by input from
conservators and subject specialists resultinglditi@nal research and ‘object files’
in the 1980s (M. Fitzgerald, personal communicatipril 11, 2007). Thus, the
Lindsay harness has an object file that contaid#iadal object information
including a copy of a page from thi¢eldon’s Practical Knittethat has a pattern for

making a similar garment.

The heightened focus on New Zealand history watsgba wider discursive change,
and it is indicative of a growing public interestNlew Zealand history stimulated by
New Zealand’s centenary celebrations (McLean, 2000 museum record states
that the harness was made in the 1900s, in eithgla&d or New Zealand (Te Papa
Ke Emu Record PC887, 2007). It is significant tinahe record it describes the
harness as ‘made in England or New Zealand’ becahsa the harness was acquired

in 1953 Pakeha New Zealanders were only just beggnio explore their own
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culture, identity and history (Belich, 2001; McQwart 2007). Of New Zealand’s
cultural identity poet Allen Curnow wrote in 194%at ‘New Zealand, strictly
speaking, does not exist yet’ (Curnow as cited lmClstthy, 2007, p. 116). Thus, the
boundary between something made or used in Englammgpposed to New Zealand

was blurred and could have even seemed irrelevant.

Even so, many of the childhood objects collectethis period demonstrate the
unique way material culture can illustrate thedmngiof New Zealand childhood.
Indeed, the changing nature of childhood and aasstparenting ideas and methods
is exemplified by this object. Walking harnessesestraints became popular in
Britain in the late nineteenth and early twentiegintury when parents were
concerned about keeping their children safe inx@amding urban environment with
increasing traffic (Children’s Walking Harnesse8032). By contrast in New Zealand
society today it is rare to see a child’s harnessdgused. There has however been an
increase in their use in Europe with parents bengnmcreasingly concerned about
safety, and a fear of children being abducted wditein the city (Children’s Walking
Harnesses, 2003)The harness was considered to be an acceptablefikagping
children safe, nearby and even amused. In the ‘Bv&ddPractical Knitter’ (date
unknown), the introduction to the knitting patténat is identical to the Lindsay
harness reveals, ‘These reins are quickly andyelasiited, and afford a great deal of
amusement to children, besides being capital es&r€Te Papa Object File, PC887).
However, opponents of the use of reins and hareegbecate that they restrain not
only the physical exploration of the child but atkeir mental and psychological
development. This attitude could be a reason $odéicline in use in the 1960s when
concern about the psychological and mental devedopmof children was paramount
(McDonald, 1978). By the 1970s the rights of thédchad become an important
issue in New Zealand (McDonald, 1978; Dalley, 1998)yn era of ‘children’s
liberation’ (McDonald, 1978, p. 51), the use ofresses and restraints would have

been at odds with this movement:

Growing legal advocacy for children, the mentiorcbildren’s
rights in the 1973ew Zealand Handbook of Civil Libertjeend
the 1979 International Year of the Child all suggdsa new
awareness of the child as an individual. (Dallses, p. 262)
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However, earlier in the century when this harneas made parents had a different
set of priorities. The fact that it was hand-krdtte typical of a time when parents and
other family members hand-made clothing and toysiddren. Mothers traditionally
knitted or sewed most of their children’s clotheys and games were also mainly
hand-made, and less emphasis was placed on baudjimanufactured items. Like
the Warner christening gown, discussed in chapter the knitted harness illustrates
the fact that parents, usually mothers or grandersitspent a great deal of time and
energy making children’s clothes and accessoriabr{im, 2007a). One of the main
reasons why these objects were hand-made was dle financial constraints of the
time and the absence of affordable manufacturedyets. In early New Zealand life
families were generally large and money scarcgagn’t until the more affluent
decades of the 1950s and 1960s that there wasstastibl increase in the emergence
of consumer goods for children (Owen, 2000). Thaéss, as an item that was hand-
made in the early twentieth century, is thereforidence of a broader New Zealand
history. It is representative of the activities awéryday life of both adults and
children, parenting ideas and methods, and it isxample of a handmade garment

that embodies a childhood experience.

The harness is also an object that representdlastidates museum practice between
1950 and 1990. One hundred years on from the esdtaiént of the Auckland
Museum and the Colonial Museum, and at the endpefi@d in which both museums
were consumed by a perceived need to collect ddtistary specimens and
ethnographic artefacts, both museums started tioldelarge numbers of objects
relevant to New Zealand history, including objetbtst related to the life and
experiences of New Zealand children. Most of thieats at both museums were
collected passively and the collections developgdmically. The objects

individually and as a group embody a complicatet) werelationships that occur as
people live their lives and interrelate with thetemel world. Pearce (1994, p. 194)
argues that: ‘The collections, in their acquisitisaluation and organization, are an
important part of our effort to construct the warlthis chapter untangles the various
interwoven threads that have had been knitted hegen the formation of the history
collections.
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In this chapter | explore the issues, themes asebdrses materialised through the
childhood objects in the Auckland Museum and TeaRaglected. | discuss the
history of these museums as related to the devedopof the childhood collections,
historical and museological changes, and the implagpecific museum employees
on the collections. This is followed by an in-deptialysis of the collections around
the thematic groupings that emerged. | discussgihgndeologies about the child’s
place in society, parenting methods, global impatd industrial or manufacturing
developments that have had an impact on the mitettare of childhood. | analyse
the extent to which the collections represent chiidthe history of childhood in New
Zealand or the actual experiences and lives ofldml, and whether the voices of

children are heard through museum collections.

The discovery of New Zealand history and the histgrof childhood

In chapter one | explored the key historical evemd museological trends leading up
to 1950 and the beginning of collections that cioreta objects relating to New
Zealand'’s colonial settler history. The New Zeal@w®htennial Exhibition and other
centennial celebrations had a significant rolel&y j;n the 1940s and in many cases
this event sparked interest in local New Zealarstbiny (McLean, 2000). Between
1950 and 1990 there were major changes in the veay Zéaland history was
perceived, taught in University and addressed byeums. By the 1950s and 60s
New Zealand history had become a popular topiatefest (Belich, 2001; Phillips,
2001; Labrum 2007). Evidence of the growing pubivareness of New Zealand
history was reflected in the increasing numbersistorical societies and publications
about New Zealand history (McLean, 2000). In additihere was a host of new
government initiatives that aimed to protect th&tdry and heritage of the ‘nation’.

For example:

in 1957 the National Archive Act was establishedohtaimed to
put the care and custody of the nation’s archivea sounder
footing, the National Geographic Board was creatbith focused
on protecting historic places, and there was ttebéshment of the
Historic Places Act 1954.

(McLean, 2000, p. 32)

Following this period of growing interest in Newaland history, New Zealand

underwent a process of ‘decolonisation’, at whioketsociety experienced a major
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crisis of identity that further fuelled an incraagifocus on local cultural history
(Belich, 2001). The 1980s therefore became a drde@ade in New Zealand cultural
history because it encouraged the explorationrsva independent sense of identity
in many different fields (McCarthy, 2007, p. 16Questions about biculturalism,

Maori rights and nationhood all had an importanpatt on museums.

During these decades the Dominion Museum respobygadaking two significant
changes. Firstly, in 1968 the Dominion Museum apigai its first history curator,
David Millar, to the position of ‘Curator, Coloniélistory’ (Te Papa Archives,
MU000148/005/0005). Millar was closely followed bychael Fitzgerald in 1971,
who continues to work as a history curator at TgaHa 2008. Fitzgerald recalls that
‘it wasn’t until 1968, partly as a response toaval of public interest in early New
Zealand history and lobbying from various interdstecieties and groups around the
country, that the Department of Internal Affainsdily decided to fund a dedicated
curator for colonial history’ (M. Fitzgerald, perssd communication, April 11, 2007).
Secondly, in 1972 the Dominion Museum changed stama became the National
Museum. The museum had now been renamed seveed, tirom the Colonial
Museum in 1865 to the Dominion Museum in 1907 dreshtthe National Museum.
Each new title reflected the social forces shapigmuseum at different times. The
National Museum’s new title reflected a desire laké€ha to explore the question of
national identity and to recast their colonial paétCarthy, 2007, p. 118).

The teaching of history in New Zealand universiaés underwent some major
discursive shifts between 1950 and 1990. Jockipsiéxplains that early New
Zealand historians aimed to closely associate tek@s with British and European
history. By the 1950s research was being done em Xé&aland. He writes that ‘about
half the tenured staff of history departments hablished or would publish in New
Zealand history, and there were about a dozenghegéew Zealand history being
completed each year’ (Phillips, 2001, p. 328). Ftbm1980s social history gained
academic status mainly because of an increaseckdesinderstand what it was to be
a New Zealander. This led to new intellectual depeients and ‘a fascination with
social and cultural history which had once beerpttoéession’s poor relations’
(Phillips, 2001, p. 331). There was a proliferatadrsocial history research and

publications that were ignited by emerging politi@ad social movements.
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New social movements like women'’s liberation patrezlway for the study of
women and the family, and a new consciousness amdigenous peoples provoked
guestions about patterns of racial dominance ({PB&jlR001, p. 331). Since the 1960s
social historians have unleashed a stream of npiwsoanging from welfare,
sexuality and medicine, to recreation, the body@ollar culture (Dalley &

Labrum, 2000, p. 1-2). University courses in Nevaldad started to include
information about the perspectives of childrenistdry, especially those about
welfare, education and social history. For exampkyid Thomson at Massey
University incorporated childhood as a subject tdarses on family history.
However, the history of childhood was not estalggshs a distinct topic in New
Zealand universities until the late 1980s when ilea@raham’s course, which
explored the history of childhood at the UniversifpWWaikato, was the only one of its

kind starting in about 1989 (J. Graham, personalrmaanication, October 30, 2007).

Dugald McDonald, a sociologist, wrote one of thdiest historical overviews of

New Zealand childhood in the 1970s. In it he ‘adapsocial values’ approach and
encapsulates ‘the dominant attitudes toward chldngour separate periods from
1840 to 1970’ (McDougall Gordon, 1991, p. 114).h8ligh some aspects of
McDonald’s research have now been superseded byhemsies and empirical
studies about childhood in New Zealand, it is stidlignificant piece of research and
is referred to by many historians doing researdhimfield. Publications in the 1990s
reflect a historical focus on children with regéosceducation, health and welfare. For
example Margaret Tennant (1994) reveals the higibchildren’s health camps in
New Zealand, Helen May (1997) explores the histdrgarly childhood education,
and Bronwyn Dalley (1998) writes about the histofghild welfare in twentieth-
century New Zealand. These publications refleatoaving interest in childhood as a
serious topic of study. However, whilst each olkthpublications provides an in-
depth analysis and discussion about a particufeci®f New Zealand childhood,
there is yet to be written a full and comprehengiublication about the entire history
of New Zealand childhood (McDougall Gordon, 199takam, 2003).

Despite the lack of academic interest in the hystdrchildhood, museums have

collected significant numbers of childhood objdoten as early as the 1940s and
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1950s. As will be shown, museums are influenceddademic discussions and
movements, but they also have their own agendasomicollections have primarily
developed organically based on what the public sedo donate rather than through
a process of active or directed collecting, anddbr separate from academic

discourses.

Museum history and influences on the collections

Since 1920 the idea of an Auckland War Memorial 8us had been officially
adopted (Stead, 2001), giving the museum a paaticnndate and position within
New Zealand. Following World War Two the museumdregeceiving significant
‘relics of actions’ from the Pacific (Stead, 20@1,17). There was a huge drive to
raise funds for an extended Hall of Memories, whias completed in 1960 along
with increased exhibition space in the originalldinig (Stead, 2001, p. 17). In order
to focus on the war collections the museum emplay€drator of War Relics, Trevor
Bayliss (Wolfe, 2004, p. 58). These developmentsdrainfluence on the way the
museum and its collections developed and underabdyavar and objects associated

with war were a high collecting priority. The ma#ticulture of childhood was not.

The number of child related objects collected keyAluckland War Memorial
Museum between 1950 and 1990 was relatively lowcanthinly a lot less than what
was collected at the Dominion / National Museume @ossible explanation for the
low numbers of childhood objects at the Aucklandsklum was its focus on military
history following World War Two and its status agvar Memorial. The focus on war
appears to have occurred at the expense of otlpariant historical events and

stories, but this was not a situation unique toAbekland Museum.

Museums throughout the world have traditionallyueed on the major events in
history, with war history and histories that foarsthe powerful men of war a
dominant feature. Museums that focus on this tyfjpominant or ‘foreground’
history tend to neglect the more subtle ‘backgrotitories of everyday people and
children (Ames, 1994). Mary Daly, radical femingtilosopher, defines foreground
history as a history that emphases ‘the convenitiwndd of orthodox patriarchy, the
world of hierarchy, competition, and fragmentatiohprejudice, hostility, and

violence, of obsession with greed, domination, emntrol!” (Daly as cited by Ames,
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1994, p. 34). By concentrating on this type ofdmg the risk is that the subtle,

background historical perspective of children isleded. As Ames puts it:

Orthodox history celebrates some people but demetrers,
enshrines some values but denigrates others, lumetethe
accomplishments of some but completely eraseadbemplishments
of others. Orthodox history glorifies and perpétsahe values and
ideologies of the dominant groups in past andexopbrary society.
(Ames, 1994, p. 33)

The Dominion Museum also underwent some key chaimgd® immediate post-war
years. Dr Robert Falla was the newly appointedctirein 1947. Under Falla there
was massive collection growth in general but atsthe history collections area
including objects relating to New Zealand’s coldmistory, costumes and
technology (Dell, 1965, p. 22). These collectiotegaries have now all been
incorporated into the ‘history’ collection at TefRa but it is important to note that the

material culture of childhood was included and extiéd within these groupings.

In addition to these immediate post-war changesetivere several other significant
developments at both museums that had an impatieorollections and the way
museums engaged with and perceived children. 14 1186 Auckland War Memorial
Museum had a change in directorship from Gilbedh#ly to Graham Turbott. Both
of these men came to the museum with the usualtgaebackground. Archey
achieved ‘international recognition for the musenrmethnographic and natural
history publications’ (Stead, 2001, p. 15). Turbat formerly been part of Archey’s
scientific staff, and also Assistant Director of Ganterbury Museum (Stead, 2001, p.
17). Even though Turbott continued to focus on r@ning the museum’s reputation
in scientific research he also made significantaades in School Services and
Special Exhibitions programmes (Stead, 2001, p.dath of which were important
developments for children. There was a ‘Childrddéom’, later known as the
‘School Room’, established in 1969 and a systewirotilating loans and display
panels that reached hundreds of children in city@untry schools in the Auckland
area (Wolfe, 2004).
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Similar developments occurred at museums througiheutountry. At the Dominion
Museum, Falla carried on the museum’s educatiofesdion (McCarthy, 2007, p.
104). The formal education service was establisttede Dominion Museum in 1957
(Dell, 1965, p.18). The emphasis on an educationcgefor children was encouraged
by the New Zealand government and was part of gerafnew initiatives that aimed
to rebuild the nation in the post-war era. At timse the focus was on supporting
families and the development of children and yqdi#gnnant, 1994; Dalley, 1998;
Graham, 2003).

A shift occurred in the way children were valuedthg family and society. They
were no longer of economic value but were now mgias emotionally priceless
(Tennant, 1994; Dalley, 1998). As we saw in chapter, New Zealand followed
international trends and introduced children's atlon initiatives in the late 1930s
and early 1940s, and there was a significant iseré@athe number of preschool
education centers in the 1950s (May, 1997). Neveaiiln and display initiatives in
museums were also part of the shifting emphasiswasting in children’s intellectual
and cultural improvement. In the 1970s society fugther prompted to consider the
needs of children, and along with women'’s libemramd other human rights issues,
children’s civil rights were debated (McDonald, 89p. 51). This movement was
highlighted by the International Year of the ChitdL979 and the National Museum
responded by developing a small display about mmnlét the museum (Figure 2.2).
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INTERNATIONAL YEAR OF THE CHILD (1978)

CHILDREN AT THE MUSEUM

Figure 2.2 International Year of the Child, DispRagnel at the
National Museum, 18 December 1978.
Photograph by the Museum of New Zealand Te Papgdrewa,
F 852/7.

In addition to the heightened educational focuthefAuckland Museum in the 1960s,
another development occurred that affected thetheyghildhood collections

evolved: the establishment and growth of the ag@ms collection. The Disney Art
Trust was established in 1967, which specificailtyesd to continue to build up the
collection of applied arts (Stead, 2001; Wolfe, 20@ne of the most significant and
highly valued acquisitions during this time was Bexnton gift of English Pewter in
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1969. The establishment of the applied arts caliediecame a highly influential
force behind the way the history collections depelbat the Auckland Museum.
When the history collection was established aseaiip collection area, objects were
sorted and split according to their perceived assioa with ethnology, applied art or
history. A certain amount of ambiguity existed be@w the collections and objects
could arguably be categorised depending on theeprert need or priorities at a
particular point in time. Rose Young, who was theseum’s first full-time history
curator, appointed in 1992, said that objects cgrmio the museum were reviewed
and sorted by the applied art staff. She recadls tthe joke was that if it was pretty it
went to applied arts, if it wasn't it got put ovato the colonial register’.
Unfortunately, this became the basis of the histmfiections (R. Young, personal
communication, June 13, 2007).

At the Auckland Museum the applied arts collecticgmained a separate collection,
but at Te Papa most of the applied arts or des@ratits collection (as they are
currently named) became part of the history catbest Examples of childhood
objects that could be included within the decorativts realm included clothing and
textiles with embroidery or lace and ceramics, abgcts made of silver, gold or
other precious metals. The material culture ofdtiobbd was dispersed across a range
of museum categories. It was not collected becalige association with children but
rather because of its relevance to other colleatatggories such as decorative arts or

technology.

During the 1960s there was a significant increagbe number of childhood objects

collected in both museums. Apart from the new pudtid academic interest in New
Zealand'’s colonial history, this was probably do¢he fact that both museums were
starting to focus on exhibitions that highlightedjional, local and colonial or settler

history. In Auckland,

Gallery developments proceeded on a number ofdydmit in 1965
the programme experienced a major diversion. Theedon had
received an invitation from department store Mimel Choyce to
assist with the installation of the planned ‘CeniahStreet’ exhibition
of Auckland in its Queen Street store. In additiorconsiderable staff
involvement, that display included material frone tld Colonists’
Museum, which had now been handed to the AucklandeMm by the
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City Council. After its successful showing downtgWw@entennial

Street’ was donated by Milne and Choyce to the Mosand adapted
for permanent installation in the second floor frball vacated by the
Library, reopening there in October 1967. (Wolfe, 2004, p. 58)

Objects for this exhibition came from three sourtles ethnology collections, the

Old Colonists’ Museum and new donations or loansufxy, 1994). This exhibition is
still in existence today and includes childhoodeaks in several display cases such as
the ‘M. & C. Milne Drapery and Millinery’ store, ‘tfris’s Cavendish House - Toy
and Fancy Goods’ store (Figure 2.3), and in dispkhowing a colonial parlour and a

bedroom scene.

Figure 2.3 Harris’s Cavendish House, CentenniaestExhibition.
Auckland War Memorial Museum, 2007.
Photograph by the author.
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Exhibitions of this kind occurred throughout Newaknd in this period. Many
museums set up ‘Street Scenes’ and ‘Period Ro@nd’at the Dominion Museum a
Colonial Gallery with a ‘Children’s Bedroom’ wastailished in 1967, which
included toys and children’s clothing. There isdevice to suggest that displays and
exhibitions prompted the public to donate similgres of objects to those seen on
display. Exhibitions provide a framework by whittetpublic can understand what
the museum values and what is considered collectatimportant in the museum
context. Michael Fitzgerald, history curator, expéal how this occurred at Te Papa.
In 1985 the National Museum put on a small extobitabout the 1940 Centennial
Exhibition based on a collection that had been medwa few years earlier. This
generated further donations that led to the 199Bdafa exhibition calleBxhibiting
Ourselvesof which the 1940 Centennial Exhibition was aongart of it (M.
Fitzgerald, personal communications, April 11, 20@rther donations were again
offered and now the history collection has a sigaiit number of objects relating to
the New Zealand Centennial Exhibition. As will bewn in chapter three this
phenomenon also occurred at the Auckland Museuen thi¢ installation of th@vild
Child exhibition.

Another influential factor in the way the histoyllections developed during this
period was the work of specific museum staff. imt® of childhood objects, some of
the museum staff and exhibitions had a major impadhe nature of the collections
today. In chapter one | discussed the impact ombik of Nancy Adams who, when
she was employed in the 1950s, took a personakstten documenting and recording
some of the earliest textile objects collectedzgatald (personal communication,
April 11, 2007) recalls that her main unofficiatenest was needlework, embroidery
and textile history in general. She saw the nedtie 1950s to try and get the
museum’s textile collection ‘in some sort of basider’ because after the war, when
the museum was closed down and occupied by th&amgilthere was quite a backlog
of accessioning, recording and an effort to getesdecent housing organised for
quite a range of historical material (M. Fitzgeraigril 11, 2007). Adams was
actually employed as an illustrator or artist & tisual practice, and limited budget
at the museum, meant that many people employedeosniseum had multiple roles.
The diversity of her work was recorded in her odmiyuin the New Zealand Botanical

Society’s Newsletter:
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Her artwork for “‘The Natural History of Cook’s BtrVoyage’ in the
Bicentenary year of 1968 was a tour de force, hedPlarade of
Colonial Costumes during the Museum'’s centenah9®b, for
which she selected the costumes and wrote the Sovgs on in the
memories of all those old enough to have withegséter work
with the Museum’s costume collection, and with ellington
Embroiderer’s Guild, eventually led to the appoiatmof the
Museum'’s first full-time textile conservator.

(New Zealand Botanical Society Newsletter, 2007)

The multi-dimensional aspect of the roles of museworkers in this period was
further explained in interviews conducted for tlésearch. Fitzgerald described
himself as ‘a one man band’, and said that ‘theDmdchinion Museum was quite
seriously understaffed, there was no such thingpiection managers and all staff
used to chip in and do what we used to call lifamgl shifting’ (M. Fitzgerald,
personal communication, April 11, 2007). Furtherepdiitzgerald recalls that the
history department was much more closely aligngtie¢dforeign ethnology’
department, which basically consisted of Maori Badific collection items. This
team of people would assist each other with cabeananagement duties (M.

Fitzgerald, personal communication, April 11, 2007)

Two other key people had a significant impact andbvelopment of Te Papa’s
history collections between 1950 and 1990; Val€ageson, a textile conservator and
Rosanne Livingstone who was employed as a full assstant to Michael Fitzgerald
in the 1980s. Fitzgerald notes that Valerie Carkenteam of volunteers, and
Rosanne Livingstone spent a great deal of time miecding and rehousing the textile
collection in the 1980s (M. Fitzgerald, personahoaunication, April 11, 2007).
Fitzgerald recalls that this type of work was ‘abhanheard of until then’. The
museum registers reflect the input of Livingstond &arson, then in the late 1980s
and 1990 they initiated additional records and doentation of the collections.
Livingstone began obiject files in the 1990s, ants@ainstigated specialist
‘Conservation Reports’ in the 1980s. Together tHgse provide a great deal of
information about the textile objects and also soifthe dolls and toys in the
collection. Their focus was on the materials usechniques and the construction of
the objects, and specialist information about tgeicance and manufacturing

history of the dolls and toys. There are also examwhere additional and more
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detailed provenance is recorded. Carson and Litangsshowed a great deal of
interest in the material culture of childhood, mastably dolls, toys, children’s
clothing, embroidery and other examples of textiteg demonstrate fine needlecratft.
Most importantly, their early documentation andesgsh on history objects marked

the beginning of this type of collection developinen

Many childhood objects collected during this peneele acquired because of their
quality, rarity or collectability in the antique doll and toy collector's market rather
than for their value as social history objects. @rample is a German bisque doll
(PC1369/1) manufactured by Kammer and ReinhartWatershausen, Germany
c1890 (Figure 2.4). The doll was acquired by the@oun in 1966. In a conservation
report completed in 1988 by doll expert Kerry Canmiawas recorded as a
‘delightful top quality’ item. Carman assesseddiodl according to its trademark and
guality noting that the doll was a luxury expoént of its time, especially for the
American market. The report typically makes conaeon and storage
recommendations, but there is also some informatimut the doll's provenance that

provides insight into how it fits into the schenfd\ew Zealand childhood.

Figure 2.4 German Bisque Doll, made by Kammer &nRardt, c1890.
Photograph by the Museum of New Zealand Te Papgdrewa,
PC1369/1.
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Carman reports that the doll was purchased by Mriefpont Morgan of New York
as a Christmas gift for Miss Gracie Christie (Mnra& Tomlin) who eventually
donated the doll to the museum. Mr John Pierpomnigslio (1837 - 1913) was one of
the great financiers of his time and built his fgnfiortunes into a vast industrial
empire (Te Papa Object File, PC1369). Much of thiésdprovenance and associated
social history is missing from the records. Forregke, what was the connection
between the donor and John Pierpont Morgan? Wasltii played with or was it
stored away for special occasions? Even so, @resto have this amount of detailed
information recorded at this time. Examples likis there the exception rather than
the norm; they indicate a change in museologicattpre. As will be shown in
chapter three, from the 1990s museum curators &apa and the Auckland Museum
placed a great deal more emphasis on recordinfpjaots provenance and detailed
associated social history. In the late 1980s muganafiessionals at the National
Museum were starting to recognise the importanampofextual information and
were responding to an emerging new museology katiageobject files and records
that contained contextual information about theeotyf and sometimes the donors.

This was likely to have been prompted by the museumpending redevelopment.

By the end of the 1980s the National Museum had s&gor intellectual and
philosophical changes and was about to undergoaegs of restructuring. In 1984
the new Labour government appointed a project dgveént team to explore the idea
of a new National Museum (Oliver, 2004). In a regwoduced in the 1980s, the

Museum of New Zealand was conceived as:

a forum for the nation to present, explore, and@nee the heritage
of its cultures and knowledge of the natural enuinent in order
better to understand and treasure the past, etméchresent and
meet the challenges of the future. (@1ih2004, p. xi)

This marked the beginning of a new era in the meégdevelopment. The ideas
expressed in this report were already having araghpn the history collections but

the main changes were to occur in the followingqaeexplored in chapter three.
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The collections and New Zealand childhood

My research at Te Papa and the Auckland Museursti@sn that between 1950 and
1980 the acquisition of childhood objects grew satsally. Tables 2.1 and 2.2
visually illustrate the numbers of childhood obgecollected in each decade. | have
also included, as a point of comparison, the nurobebjects collected in the
previous one hundred years. As discussed in chape&rthe numbers were minimal.
In fact, the Auckland Museum acquired thirty chid@l objects and the Colonial /
Dominion Museum acquired seventeen.

150 -
Other

H Linen (bedding, blankets, nappies)

M Furniture & equipment for children

100 Organisations for children

Children's Groups & Clubs

B Samplers and Embroidery by children

M Toys, Games & Books
50

Soft Toys & Teddy Bears

H Dolls
= Clothing & shoes
0 ‘ ‘ ‘ | -

1850-1940s 1950s 1960s 1970s 1980s

Table 2.1 Auckland War Memorial Museum,
Childhood Objects in the History Collections: 188 to 1980
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150 —— BE Samplers and Embroidery by childrel
B Toys, Games & Books
1001

Soft Toys & Teddy Bears

50 ——
H Dolls
0 I T T T T \ Clothing & shoes

1850-1940s 1950s 1960s 1970s 1980s

Table 2.2 Museum of New Zealand Te Papa Tongarewa,
Childhood Objects in the History Collections: 188 to 1980

Between 1950 and 1990 the number of childhood tbalected at the Auckland
Museum was consistently and significantly less thahe Papa. In the 1950s, the
Auckland Museum acquired 14 childhood objects, tihene was a substantial
increase in the 1960s to 133 childhood objectectdd, followed by 19 in the 1970s
and six in the 1980s. | argued earlier that the feambers of childhood objects
collected can be explained by the museum’s pre@teupwith military history, and
the collection of applied arts was another areaais. However, the dramatic
increase in the number of childhood objects cadiédh the 1960s demonstrates the
museum’s sudden interest in New Zealand historg. Aiickland Museum’s
Centennial Streegxhibition, which opened in 1967, was the physmahifestation of
the museum’s interest in colonial history. New asigjions required for this
exhibition explain the sudden increase in the vawhNew Zealand colonial history

objects.

In contrast, Te Papa’s collections show a muchelangimber of childhood objects
collected per decade with a pattern of steady asgrén volume throughout this
period. In the 1950s the museum collected 68 cbddiobjects, then in the 1960s it
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collected 152, in the 1970s there was a slightesess in numbers with 59 childhood
objects collected, followed by a significant ingean the 1980s with 313 childhood
objects collected by the end of this decade. Three@dse in the number of childhood
objects collected in the 1970s is surprising anekpected. At this point in time the
museum had already appointed a specialist histmat@r and the museum was
committed to collecting and displaying New Zeal&mgtory. Furthermore, 1979 was
the International Year of the Child and as poirdgatin earlier discussions the
museum had put effort into celebrating this evarthe form of a display panel. One
possible explanation is that after two decade®uifrgy and cataloguing a backlog of
acquisitions museum staff had an understandinghat was already in the collection
and were being more selective. However, when questi about the drop in numbers
in the 1970s, Michael Fitzgerald who was the histaurator at the time, was unable

to offer an explanation.

Most of the objects collected fall neatly into nimain classifications, with the
remainder grouped together as a category entibier’. The main categories into
which the majority of the childhood objects wereuped were: children’s clothing,
toys, games and books, dolls and soft toys, arldreii's furniture. Other smaller but
common categories of objects include: organisationshildren (the Plunket Society,
schools, kindergartens and dental nursing), chmldrgroups and clubs (Boy Scouts,
Girl Guides and dance groups), samplers and endmplay children, and linen,
bedding and nappies. Tables 2.1 and 2.2 illustreteolume of each category
collected in each decade. In the following disoussiexplore the broad issues
highlighted by my research findings and also famusome specific examples of
objects that demonstrate the way material cultareeanphasise unique aspects of
childhood in New Zealand. The childhood collectipnssent a complicated and
sometimes contradictory picture that does not rezecéyg represent a history of
childhood that pertains to the linear or sequentidten history of childhood, but

rather is a reality that has emerged passivelyimad adhoc manner.

The main categories of childhood objects that eetbfgpm this research were
categories that were commonly used in museumsghiout the world. Shepherd
(1994) is critical of the way museum classificaiorinforce nostalgic and

stereotypical ideas about children. He arguesdbistction classifications are an
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important factor in the way museums consider cluitah(Shepherd, 1994, p. 70). He
points out: ‘Almost inevitably access to informatipertaining to childhood in this
type of museum is to be found through objects dladsas dolls, games, juvenilia,
children’s clothing, and the like’ (Shepherd, 19p471). By using these narrow
fields of classifications and collecting along times of these types of objects
museums risk ‘entrenching stereotypes, construstiiegal myths and masking rather
than revealing the social issues that surroundiévelopment of young people and
the environment in which they are raised’ (Sheph&@d4, p. 71). Currently the
collections at the Auckland Museum and Te Papaaranfo this type of collecting.
They contain the material culture of childhood withany information, and they
reveal very little about individual children. Fuetimore, the information collected is
superficial and in most cases the objects andnmdtion reflect the interests of adults
rather than the lives and experiences of childféis is further reinforced by the
tendency to orientate the information around thealbrather than the experience of a
child. It therefore becomes difficult to find infoation and objects that explore the
social, economic or political experience of childréheir work-life, home-life or
recreational-life. Even so, while | have argued @ Papa and the Auckland
Museum conform to the conventional style of collegthe material culture of
childhood, there are some exceptions and a fewctsbjkat provide a glimpse into the
lives of specific children.

The National Museum for example acquired a ‘Walkdal’ namedChristie
donated by Frances de Lisle in 1986, GH3513 (Figus® This doll carries two
social histories, both of which have been recoréedhily history recalls that the
doll's wooden torso and flexible legs were madehsyReturned Services
Rehabilitation Centre following World War One. dtimportant to note that this doll
is identical to the Harry H. Coleman mechanicalkivag doll, patented as the ‘Dolly
Walker’ in America and made by Wood Toy Co., betw&817 and 1923 (Coleman,
1968, p. 170). It therefore seems more likely thet doll was either a replica of the
Coleman doll or was repaired by the Return Serviesabilitation Centre. Even so,
the post-war rehabilitation story is an interestomg. Hundreds of solders returning
from war would have been involved in rehabilitatlourt the creation of this doll
appears to be fairly unique. However, details ableitsoldier that made this doll are

not known and therefore an important part of tistdny is missing.
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Figure 2.5 Christie the Walking Doll, made by Wobay Co., c1920. Composition
head, wood, metal, leather, cotton and rubber.
Museum of New Zealand Te Papa Tongarewa, GH 3513.
Photograph by the author.
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The other story associated with this object reladdbe donor, who was given this
doll for Christmas in 1920. When Frances de Lisleated the doll she explained that
when she was a child, she and her cousin were ttstoppers’ as they walked the
doll down the street in Whangarei. This is an ualibut charming childhood story
that has multiple layers of meaning. On one letvisl & story about two children
playing together with a much loved doll. On anotlesel it illustrates the way
childhood has changed throughout time. By the 1@Rkildren were raised with more
rules and controls than their colonial predecesg&ugton-Smith, 1981; Belich,

2001). The supervision and control of children'ayphnd recreational activities were
increasingly implemented in schools. Supervisegt glaing school breaks meant that
there were fewer rough and tumble games. Boys amteuraged to be less physical
in their play but girls were encouraged to para¢gin more physical outdoor
activities (Sutton-Smith, 1981). However, whilerth&vas increasingly more
supervision and organised leisure time for childretween 1900 and 1920, children
were still relatively free and as this story dentoates parental supervision was often
from a distance. Frances and her cousin were threrable to parade their walking
doll up and down the street in Whangarei entemgitcrowds of strangers. In this
story the children have relative freedom compaoechildren now, when children are
closely supervised and most parents are acutelgedtto safety issues and child
abduction (Graham, 2003). This story provides &gra@sting contrast and shows that

it was not uncommon for children to be out playimgaccompanied by an adult.

One of the strongest themes and the largest votiraeildhood objects collected
between 1950 and 1990 relate to New Zealand’s eatbnial history. A large
percentage of these objects were children’s clgthit Te Papa the history collection
currently contains approximately 607 sets of cleifds clothing and 429 sets of
children’s clothing were collected between 1950 4880. One large collection of
clothing that demonstrates the extent of this tyjpigem was donated by M. Dart in
the 1950s. In this collection there are baby afahits’ clothes, including
embroidered baby gowns, shirts, dresses, and g@ckieere are also a few toys,
domestic items and samplers. These objects areajgneart of a wider European
nineteenth century material culture and provide ésamples that demonstrate
aspects of the New Zealand situation. Objectsthkse, especially when used in

period rooms and street scenes, provide no reaksaplace, of people, time, society
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or daily life. Young (1994) discusses colonial abgeon display in the Auckland
Museum’sCentennial Streeg¢xhibition. She says that these objects were pilyna
domestic material that falls within most peopleane of reference, and were valued
because of their nostalgic appeal. Furthermore, phavide a romanticised view of
the past that is not representative of societys&hgsues are also true for childhood
objects, which as already mentioned, were remerdbeetued and enjoyed for

nostalgic reasons.

Closely associated with the collection of colomiakettler material culture are a large
number of objects that are categorized as higheenlgcorative arts. This was an
important collecting priority in this period andccindes the best and most valued or
precious family heirlooms. This group of objectslude christening gowns of which
there are numerous examples in museums throughewebuntry (Butts, 2007),
children’s clothing with beautiful examples of laaued embroidery, furniture, silver
christening mugs and presentation cradles. In iBritauseums of childhood and
museums with displays about children have beeitised for creating exhibitions
that present a ‘one-sided cosy nostalgic middlescfgerspective on childhood’
(Roberts, 2006, p. 158). The Victorian and Edwardiarsery scene filled with
expensive dolls and toys prevails (Roberts, 2006).

In New Zealand the equivalent was tbentennial Streeg¢xhibition at the Auckland
Museum and th€olonial Galleryat the National Museum. Childhood objects that
were displayed by these institutions included it¢inas were predominantly from
wealthy or middle-class families and are typica&lgborately embroidered baby
gowns, lush and expensive examples of childrewthirig, toys and dolls. These
middle-class scenes, which include the materialioilof children, are comfortable
and idyllic, and the objects are mainly from thghaend collecting category. These
objects are an integral part of the material celfrchildhood and make up a large
percentage of the childhood objects collected dutfis period. However, it is
important to note that they only represent a spuattion of the history of childhood
in New Zealand. A great deal is missing includihgahood objects from the
working classes and less privileged children.
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It is difficult to know what the child’s experieneeas when the provenance and
child’s perspective is missing from the recordg, what these objects do provide is a
glimpse into the way some New Zealand colonialdzkih spent their time. Both
museums have samplers in their collections tha¢ wegher made or brought to New
Zealand by early settlers. Samplers were usedathtgirls their letters and numbers,
as well as to give them practice in needlework (K®avies, 1991, p. 234). Te Papa
has two samplers by Sally Cann and these ‘areahiest known New Zealand-made
samplers’ (Icons Nga Taonga, 2004, p. 196). OngkanPC 1651/1) was made in
Nelson in 1853 when Sally was 10 years old andther in 1855 (PC 1651/2). They
both contain religious verse, letters, numbersitmgtrations. The second sampler
‘displays a great deal more skill’ (Icons Nga Taan2004, p. 196), which would
have developed with age and practice. The samatersnportant because they
demonstrate the continuation of this British Viaorgirls’ activity in New Zealand.
These samplers were donated in 1968 over 100 gétarsheir creation, at a time

when wider, and not just familial, value was becagrtlear.

Other examples of traditional European needle&mafthildren survive in the
collections, sometimes with a strong Maori themeede objects demonstrate the
cultural exchange occurring between Maori and Paleghhe time, and illustrate one
of the ways Pakeha children were exposed to aedaictied with Maori culture. An
embroidery by Alice Clapham, made in 1880 at Mrady's school in Thorndon
Wellington, beautifully illustrates this. This enaltery (PC798) depicts a Wanganui
river scene with a group of Maori dressed in featieloaks, a waka and whare.
Framed in kauri it uses silk thread, feathers,gjl#esads. This object is described as a
uniquely New Zealand example of the English Art tleerork movement where the
subject is treated in a naturalistic manner (Iddga Taonga, 2004, p. 206). It thereby
has an additional dimension to it in that it dematss the way some New Zealand
children were influenced by and involved in thislzdl art and craft movement.

There are also a few dolls dressed, decoratednemdetd in traditional Maori
costume. These dolls were designed to resembleilv&ber than being dolls played
with by Maori children. On one level they reprasklaori / Pakeha interaction and
on another level they represent a uniquely Newa®httyle of toy. These dolls were

collected by the National Museum at the end oflid@0s. The information associated
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with them is focused on how they were made, thdt atho created them and the
material they are made from, rather than the chiékperience. One of the dolls was
made by Bessie Murray, a well-known New Zealand nbalker who patented her
designs and whose history is well documented (I¢¢ges Taonga, 2004; Te Papa
Object File, GH3664/PC4224). Another group of fMaori tourist dolls were
acquired from an auction. Interestingly both thieject and the designated user are
missing from the recorded provenance. This agajhligihts a characteristic of this
collecting period, the silencing of background dwigtand the fact that minority

groups were often not given a voice in the musebamdell, 2003; Sandell 2004).

Like Alice Clapham’s embroidery, children’s matégalture can reveal much about
changing technologies and techniques, industriaisaand the availability of certain
materials. The embroidery shows how New Zealandimfagenced by an English
craft movement but many of the toys and dolls ecbllection also provide examples
of evolving technology and the development of neatamals. By the end of the
nineteenth century when new machines and factam@es introduced in Europe,
Germany was the world’s most extensive produceéoys and exported seventy five
percent of its output (Cross, 1997, p.18). Manyn@aTr made dolls found their way
into the collections of New Zealand museums, iniclgd’e Papa and the Auckland

Museum.

Alongside the rise of the toy industry was theadtrction and availability of new and
cheaper materials (Cross, 1997). Developmentsimiteteenth century had an
impact on the way toys and dolls were producedthecfore made them less
expensive and more accessible to more childrem.eXample, the invention of sheet
metal stamping machines in 1815 led to the masdugtan of tin toys, papier-mache
and rubber, and simple moulding machines were eénbys1 850 which lowered the
cost of dolls (Cross, 1997). The materials and rfeaature of dolls is particularly
informative: porcelain doll heads were manufacturech the 1840s and bisque from
1870, composition (a mixture of wood fibre, brand @lue) started to replaced china
and other clay materials for dolls’ heads in 1888o6€s, 1997). In addition the
clothing and accessories of dolls reflected chapéashions, materials and

construction, or decorative techniques like lac&ingaand embroidery.
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The growing availability and changing materialdmfs is one side of the story.
Alongside this was the increasing commodificatibrluldhood and
commercialisation of the toy industry. Homemadestbave been gradually replaced
by manufactured toys, but ‘changing attitudes talanildren were also required to
persuade parents to purchase toys and to givedhi&dren opportunities to play’
(Cross, 1997, p. 18). Cross reminds us that:

Essential for this change was the view that caildvere distinct
from adults and required a sheltered environmedtspecial tools
and activities to mature into effective adults.

(Cross, 1997, p.18)

As outlined earlier, adults in New Zealand introedimew educational, health and
welfare initiatives based on the belief that fae thevelopment of a better society
children need to be nurtured into adulthood. Duthrggtwentieth century there have
been several key changes in the ‘ideal’ way todoup children. Toy makers have
targeted, promoted and sold toys based on thests waaeds and parental ideologies.
The desires and hopes for their children ‘becarfracted through and materialized in
the emerging toy culture of the twentieth centGfoss as cited by Cook, 2004, p.
12).

As working-class children were gradually liberatesim direct
production over the first third of the twentietmogry, middle-
class childhood increasingly became a site for fhyonaediated
consumption. (Cook, 2004, p. 9)

By the 1930s a number of industries arose thatymed goods specifically for
children including; toys, furniture, nursery wabeoks and clothes. They were
specifically targeted at middle-class children wiwolonger worked. Toy
departments, playrooms, and age-differentiatedhicigtdepartments were in standard
use. The toy box had changed dramatically fromahablonial children who enjoyed
a mix of toys both homemade and occasionally pwethato being increasingly
purchased and mass produced. Along with the maskiption of toys came thematic
global impacts and influences and a growing Americluence was seen in New

Zealand toys. Several examples made it into tHeaans at Te Papa and the
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Auckland Museum including teddy bears, whose nam aviginally taken from the
American president Theodore Roosevelt, and toyls antAmerican Cowboy and

Indian theme.

Some of the objects in the collection reflect chaggarental and institutional ideas
about the needs of children. Both Te Papa and tlekland Museum have examples
of slate boards and children’s books that illustidtanging technologies and methods
for teaching children. The content of children’©ke demonstrates changing ideas
about the appropriate subject matter for childBatween 1950 and 1980 the
Auckland Museum collected a variety of children&ks that reveal a strong
religious theme emerging from books published enehrly twentieth century. One
collection of books contains the following titles;Round of Sunday Stories; True and
False Friendships; Little Faith; The Book of ComnRnayer (COL2278).

Educational toys and toys that aimed to prepardrm for the adult world were also
found in both collections. Such toys became poguisiramong wealthy families in
the late Victorian period, and then for the genpoglulation in the early twentieth
century as mass marketing made toys more afford@btess, 1997). The toys reflect
a belief in a child-centred approach to preparini¢deen for the adult world and

therefore toys were specifically created for pl@yass, 1997, p. 8).

In this period children had become society’s ‘sbcapital’ and it was believed that
the success of future generations was directlyaelto the degree of care given in
childhood (McDonald, 1978). Toys that would encgerahildren to grow into useful
and productive adults became important. Some exeagiltoys that reflect an
educational focus include a Victorian Noah's ArkTatPapa and some elaborately
decorated wooden blocks in the Auckland Museumllection. Toys with a domestic
theme are in both collections including toy kitclvegigh scales at Te Papa, a toy
kettle at the Auckland Museum and both collectibage children’s tea sets that were

traditionally used by girls to enact domestic ta#ips.

Conclusion
Between 1950 and 1990 the volume of childhood a@bjeallected by the Auckland
Museum and the Dominion/National Museum was sigaiftly greater than in the

previous one hundred years. These objects werectedl passively and were included
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alongside a generalised interest in collecting huisatory. The large volume of
childhood objects from the colonial era reflectee growing interest in New
Zealand’s local settler history. There was alsoeased emphasis on social history
toward the end of this period. This was highlightgdhe fact that by the 1980s staff
working with the collections at the National Musestarted to record more
information about the donor and in a few case<ltile’s perspective was also
recorded. In this period Valerie Carson and Rosamirgstone took a strong
interest in many of the childhood objects at théidteal Museum and as a result they
started collating specialist information about dalhd toys. In contrast the main focus
at the Auckland Museum was on developing the wdragplied art collections. Even
so, a large number of objects relating to New Zedikasettler history were included
in the 1960s, when the Auckland Museum became vexbin the development of the

Milne and Choyce&entennial Streegxhibition.

In this period most objects were acquired withawt tnought or planning about the
history of childhood or in terms of the strategiclusion of the experience of New
Zealand children. Despite this, there are somagtamd important thematic
groupings of objects that demonstrated the changitgye of childhood in New
Zealand as well as broader social, global and indlisievelopments. There are
examples of objects that demonstrate changing téobies, industrialisation,
changing parenting ideas and methods, objectsdpatsent an interaction between
Pakeha and Maori, and objects that illustrate sohtlee leisure activities of New
Zealand children. As expected there are large matie childhood collections of
both museums and the majority of objects refleetrttaterial culture of the wealthy

and middle classes.

Absences in the collection of childhood objectsagicularly revealing of the way
ideas, techniques and priorities have changedliaatimg practice. A large
percentage of the objects lack any historical cdraad there is little evidence of the
social reality they came from. Knell (2007) argtiest this makes it difficult to use
objects for historical research. But as Young (33¢lains, through further research
and documentation many of the colonial objectsectdid in the past could carry
much greater historical weight. In this thesisdwe that material culture has its own

gualities and historical relevance. Objects aretlagerial fragments of the past and
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provide a rich source for history. Although manytted objects lack information, they
are not devoid of meaning. There are certainly gapise collections but the material
evidence has been preserved, and an element dildés perspective in history with
it. The following chapter will consider the contéxtwhich social history and the
‘new museology’ became a dominant influence, anahich many more examples of
individual childhood histories were preserved. Alilgh there was a continuation of
many of the collecting trends of the past, newntres dramatically changed the type

of childhood object collected.
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Chapter Three
Story Time at the Museum: Collecting Between 1990ma 2007

Figure 3.1 School locker - year 2000, with Poekellection.Wild Child exhibition,
Auckland War Memorial Museum, 2007.
Photograph by the author.

In 1999 the Auckland War Memorial Museum acquiregdagket collection’ (Figure
3.1)from a ten-year-old boy who at the time attend&aiea Kaupapa (total
immersion Maori language school) in the Aucklangioa. The collection consisted

of two Star Wars cards, a Superman Candy Sticksgpaglastic Dracula teeth, a blue
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plastic pencil sharpener, a felt tip pen lid, mdra seashell, blue glass marble, yellow
marble, white plastic button, golf tee, metal sceawd a piece of plastic Glad Wrap.
This collection of thirteen objects highlights masfithe changes in collecting since
1990. During this period both the Auckland Museurd &e Papa acquired a much
greater variety of childhood objects than in pregidecades. These included some
remarkable and exciting objects that are histdgicgnificant for children and

record the subtle aspects of New Zealand histognywbf these objects were singular
examples, but there were also a large number tdatmns of childhood objects

acquired, like the pocket collection.

The fact that the pocket collection was acquireallanarks a significant change in
collecting practice during the 1990s. In stark casitto objects acquired in the
previous decades, this group of objects are net farancially valuable or
representative of the best of the decorative @ty are everyday throwaway items
that individually appear to have little value otlection appeal. The pocket collection
illustrates how museum curators began to place inguertance on an object’s
associated history and its ability to tell partarustories and represent aspects of
social history. Museums were also increasinglyrggted in representing a wider
range of society and the experiences of New Zealarfdom all socio-economic
backgrounds, cultures and ages. This pocket cmlectpresents the introduction of
new museological ideals, including a desire for @unss to be more socially

inclusive.

The pocket collection is also a simple but poigraatefact of New Zealand childhood
at the end of the twentieth century. These objedtgg with the child’s personal and
social history, are very revealing about childhaotlew Zealand in 1999: the
popularity of swap and bubble gum cards, the icteya and influence of the film
industry, and that film and television are now aomon everyday aspect of children’s
lives. While plastic is a commonly used materiatiildren’s toys, glass marbles are
still valued and played with by children. ‘Glad Wtas used to wrap food in school
lunches. Finally, the fact that children pick ugld&eep in their pockets odd bits and
pieces like shells, buttons and golf tees is aromigmt aspect of childhood to
document. Equally of interest is that this chiltbatled a Kura Kaupapa. This is an

important part of the child’s personal and sociatdry that was documented as part
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of the acquisition. It reflects a changing aspédi@w Zealand childhood and
demonstrates the increasing bicultural nature a¥ Mealand society. The gathering
of this sort of information has become a significaspect of history collecting and, as
this thesis suggests, it provides the means byhthie material culture of childhood
can make visible individual childhood historiese tiistory of childhood in general,

and wider social changes.

This is a key aspect of collecting childhood beeautsighlights the way groups of
objects can provide a look into the hidden, unknawd elusive world of the child.
Children are often unable to articulate their ide¢lagughts or feelings (Shepherd,
1994). However, even though the exact reason thigisets were chosen is not
known, collections of objects are informative abih& child and the material world
they are interacting with. The content of a poadatection would obviously change
over time, reflecting the changing material woldt this collection underlines the
elements of childhood that stay the same. Playtlaméxperience of childhood is
typically difficult to capture through static madrculture (Jordanova as cited by
Shepherd, 1994, p. 72), however as Shepherd (E@4ins it is possible when
objects are juxtaposed together with the interpeetiements of display. Collections
and groups of objects, like the pocket collectr@present one way of capturing the
experience of childhood.

The circumstances surrounding the acquisition efaibcket collection emphasise
another museological shift in this period. A gneeiny of the new acquisitions were
actively sought out to illustrate concepts and teein new exhibitions at both Te
Papa and the Auckland Museum. There was, howererkey point of difference
between the two museums in this period that haabe keffect on the way the
childhood collections evolved. The Auckland Musedeveloped a specific
exhibition about the history of New Zealand childde-Wild Child. The pocket
collection was initially gathered as part of théiextion development process and
like many of the objects collected by the museuthiattime, it then became part of

the permanent collection.

It has been well established that collections becwmat they are through a range of

influential discourses. Both collections and exiiinis embody ideas and values and
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objects have shifting relationships and meaningedéding on their historical
contexts and their use (Hooper-Greenhill, 2000). @.8Bis chapter explores the
influence of the evolving scholarly historiographyNew Zealand and relates this to
developments at the Auckland Museum and Te Papaebat1990 and 2007. My
analysis of the childhood objects in the collectioaveals several key collecting
trends that will be explored in detail. First, #aés an increasing academic and public
interest in New Zealand’s social and cultural hgt&econd, personal stories and
social history form a large component of new exfobs at both museums and this
influences the choice of acquisitions and collectdevelopment. Collecting practice
changed significantly during the 1990s as the ‘newseology’ was adopted.
Curators gathered increasingly detailed informa#ibaut the objects and their
associated social history. For the first time higturators start recording information
about the childhood experience and to some extenthild’s perspective in history is

captured.

New Zealand historiography, social history and thenew museology’

Social history has become a firmly establishedasupted form of historical enquiry
at university level in New Zealand. From the 198@ge has been increased public
interest in New Zealand history and the ‘emergeari@esizeable educated audience at
home for New Zealand history’ (Phillips, 2001, B803. New historical topics,
especially branches of social history, continubeaxplored including the history of
women and the family, labour and health (Phill@301). By the end of the 1990s
publications and academic studies that focus gpeltyf on the history of childhood

were breaking new ground.

In the 1990s key publications that explored theceigmce of New Zealand children
focused on health, welfare and education. The sigatficant of these were authors
that include: Helen May (1997) who explored thedng of early childhood
education, Margaret Tennant (1994) who revealedhistery of children’s health
camps in New Zealand, and Bronwyn Dalley’s (1998)lgation about the history of
child welfare in twentieth-century New Zealand. $&g@ublications demonstrate the
growing interest in the history of childhood asaaus topic of study. In 2003
Jeanine Graham wrote an overview of the histolj@# Zealand childhood for the
Encyclopaedia of Children and Childhood in Histaryd SocietyAlthough this is a
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brief overview of New Zealand childhood Graham higjits some important
contemporary issues. In addition, in 2006, Nlesv Zealand Journal of History
produced an issue that focused on childhood, dgivito a variety of specialist topics
about New Zealand’s childhood history.

The increasing use of material culture in histdniegearch is another important
development in historical enquiry that relates atiyeto museum history. This has
brought the research of museum curators and hasi®gloser together and has
important implications for historians researchihg history of childhood. Historians
are now turning to new sources and are ‘determioggtt beyond the written
document’ (Phillips, 2001, p. 331). Oral historppopographic evidence and more
recently objects held in museums have become irmposburces for researchers. In
Looking FlashClothing in Aotearoa New Zealarflabrum, McKergow & Gibson,
2007) many of the authors focus on items of clgiimm museum collections and
explore the social, cultural and historical implioas. Labrum writes that: ‘Much of
the material evidence in this book relies on thiaitive and foresight of museum
curators and conservators’ (2007a, p. 7). Museuatars and other specialists have
joined academic historians in exploring New Zealadltural and social identity,

especially through the close exploration of objectd their associated history.

However, there are still a great deal of underasg®ed areas to be explored
including aspects of New Zealand’s history that peovide a greater understanding
of New Zealand culture and identity. Phillips (2091336) suggests: ‘We need to
understand sub-cultures of locality, gender, ctassethnicity, and also super-
cultures of international fashion and influenceistdries that focus on children
provide fresh insights into history and culture g@am, 2000; Fass, 2003; Stearns,
2006), however the stories and perspectives of Realand childhoods have only
just begun to be recorded.

Alongside the growing academic and museum-basedmxion of social history
there was an evolving ‘new museology’ calling fansaums to be socially
responsible, relevant and inclusive. Museums bea@aneerned with exploring the
multiple perspectives of the communities they seéredanging from being inward

looking and self-serving to being outward lookimglaocially inclusive, embracing
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the needs of their visitors (Karp & Lavine, 1993dper-Greenhill, 2000; Weil,
2004). Museum professionals have advocated thesioei of ethnic minorities,
women, the gay community and disabled people. Hewelie inclusion of children
and the experiences of childhood have not beenj@er maconscious part of this
movement, even though children are an importaniio society. Children have
traditionally been underrepresented and deprivedgportunity to make themselves

heard in the museum.

The United Nations estimated in 1998 that 30 pat oéthe world’s population was
experiencing childhood (Schwartzman, as cited blgeRis, 2006, p. 154). At Te Papa
the manager of ‘Visitor and Market Research’ repabthat children consistently
made up 30 percent of the visitor numbers (M. Harpersonal communication,
January 14, 2008). Children and the experiencéitdlwood statistically make up an
important volume of the museum’s audience botleims of the actual number of
children visiting the museum at any point in tinmelalso in terms of the fact that
childhood is a common experience that all adultehseen through. As Roberts
(2006) explains:

This becomes significant when it is considered thatmuseums to be
popular with and relevant to their audience, thegcto be something
that their visitors can relate to and find meanihgfo the extent that
people are conscious of their common experient¢eaihg been a
child, the inclusion of children and childhood iseum displays
could well provide such a link. (Robertspg80p. 154)

Furthermore, in contemporary New Zealand societigi@n are considered to be a
pivotal and a central component of the family amelcommunity. With the
emergence of what Stearns (2006) describes asibaern model of childhood’
children are no longer an economic unit that cartrdmute an income to the family
but rather children are to be nurtured and educ&kidren are valued, treasured and
even idealised by their parents. In New Zealanctére, safety, educational needs
and welfare of children are continually being addesl and questioned by the
government, agencies of childcare and welfare bgnithe news media. New
Zealand'’s high rate of child abuse, youth suicssxually transmitted diseases,

teenage pregnancy, and criminal offending are msattewidespread public concern
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(Graham, 2003). The rights of the child, both in&ionally and in New Zealand, has
been an important topical and contentious issumedime 1970s (McDonald, 1978;
Dalley, 1998). In this chapter | assess the extenthich Te Papa and the Auckland
Museum have responded to the changing positiohitdfren in society and whether
this has influenced childhood collecting. | consimhstitutional changes as well as the

impact of individuals working in the museum.

Historical developments at Te Papa and the AucklantMuseum
Planning and development work for Te Papa startekdd 1980s with the new Labour
Government appointing a project development teapiao for the new national

museum. In a report produced in the 1980s, Te Ragaconceived as:

A forum for the nation to present, explore, anelsgrve the heritage
of its cultures and knowledge of the natural enwinent in order
better to understand and treasure the past, etiecpresent and
meet the challenges of the future. (Oliver, 2004, p. xi)

In 1992 the former National Museum and National @allery merged to become the
Museum of New Zealand Te Papa Tongarewa. The MuséiNew Zealand, now
commonly known as Te Papa, opened in a new builointpe Wellington waterfront
in 1998. The development of Te Papa occurred iat@when the ‘new museology’
was a dominant influence, embodying many of thasdehysically in the architecture
of the building (McCarthy, 2007, p. 170), and erigggn a consultative and inclusive
style of exhibition development. This was evidenthie Museum of New Zealand Te
Papa Tongarewa Act 1992, which proposed a muliisary approach and
bicultural partnership. The functions of the museumene also clearly set out and
included three directives specifically aimed at¢b#ections: that collection
development should occur; that the collections beemaccessible; and that the
collections should be cared for (About Us, 2003)e Tact that the Act specifically
stated that the collections were an integral pltti® museum’s function is important
because according to the new museology, objectsatettions were arguably less
important than exhibition concepts and storylindsumann Gurian (2004, p. 270)
argues that the essence of a museum is not taubd fa its objects but rather in it
being a place that stores memories, and presedtsrganises meaning in some

sensory form. Other new museums, such as the Musétime Diaspora in Israel,
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‘decided to tell the complete story of five thoudamars of Jewish migration without
using a single authentic artifact’ (Heumann Gur2004, p. 276). However, a key
point of difference from Te Papa and an importart pf the rationale behind this
decision was that the museum’s collections coutdawzurately and

comprehensively’ tell the story (Heumann GuriarQ2Q. 276).

Te Papa already had substantial collections, aeduver the past one hundred and
fifty years. Even so, new exhibitions that woulell‘our stories’ (Oliver, 2004, p. xi),
were not to be driven by the content of the exgstiallections, but rather were
derived from a conceptual and narrative based agprdVultidisciplinary teams
including curators, concept developers, interpseteducation staff, an exhibition
team manager and designers were established te erdabitions. The intensive
exhibition programme would eventually require thepéoyment of several history
curators. By 2007, four full time and one part-ti(ngyself) history curators were

employed to work on history exhibitions and coliecs.

The establishment of Te Papa saw major and rafednial changes. The museum was
immersed in a process of adopting tikanga or Mawstomary practices and an

official policy of biculturalism (McCarthy, 2007, 456). For example Te Papa was to
be led by a CEO (Cheryll Sotheran appointed in 1998 a Kaihautu or navigator of
the canoe (Cliff Whiting, who was appointed in 1p@&cCarthy, 2007, p. 176). At
this time the museum carefully considered cultaral ethnic inequalities in the
museum, particularly in relation to Maori, but maotiier aspects of social inclusion
and the history of minority groups that make ujgaificant part of New Zealand
society were over looked. The 1992 Act, states TeaPapa should endeavour to
ensure that the museum is a source of pridalfddew Zealanders, and that it should
have regard to the ethnic and cultural diversitthef people of New Zealand (About
Us, 2003). However, Te Papa’s collections and etibiis still contain unequal
representations of the history and perspectivempfand lesbian people, disabled

people, women, children and youth.

According to Conal McCarthy: ‘The call for sociaklusion drove many of the new
audience-focused exhibition practices adopted byMhseum of New Zealand
project in the early 1990s’ (2007, p. 174). CledréyPapa considered the needs of
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children in terms of making the content of exhiais intellectually accessible and
engaging for children. The extensive use of intetipe devices in exhibitions is
evidence of this. In addition Te Papa developed éhild and family focused
Discovery Centrespecifically designed for children aged 7 to 1argeold, each with
content that paralleled nearby exhibitions, &boryPlacegor preschool children.
EachDiscovery Centréncluded hands-on interactive components as walisgdays

that included objects from the collection.

However, the exhibition needs of tbescovery Centresand therefore children, were
not a major consideration in the acquisition of r@ects. Their inclusion mainly
continued passively rather than actively. It waly am 2008 that there was one major
acquisition proposed as a direct result of an etibibin thelnspiration Station
Discovery CentreA large collection of archaeological materialttbame from a
historic house built in 1855 in Wellington, knows the Randell Cottage, was on
display inInspiration Statiorfor several years. These objects were originailyoan
but are currently being considered for permanequiadion. This collection includes
some rare and unique childhood objects includirenylay clothing, combs, hatpins
and clips, and a range of small toys. The mosttiegcaspect of this collection is that
there is also a body of research that identifieslfamembers and each of the ten
children that lived in the house. This researcmmeted by the dependence of the
original Randell family, also links specific chitgr with specific objects giving the
collection a rich social history context. Furthemmoone group of objects provides a
rare glimpse into the private and secret worldholidhood, because they were hidden
away in one of the walls of the house. As a grdwgy represent the material world
this child engaged with, and insight into the typésveryday objects colonial
children treasured in the mid nineteenth centwst like the pocket collection

discussed in the introduction to this chapter.

Along with theDiscovery Centreshe museum continued to provide an educational
service for school-aged children and universityugo The new education service,
Leisure Pleasure Learnin@stablished programmes around exhibitions and the
school curriculum. However, to a large extent thighere the focus on children
ended and the inclusion of the history of childhoodhistorical perspectives of

children in exhibitions continued to be marginalis€he history of childhood and the
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perspectives and experiences of children has rmar the main focus of exhibitions

at Te Papa.

During the 1990s the Auckland Museum also undersente major changes that
incorporated the ‘new museology’, including an rattive, child-friendly approach
to their public spaces. As with Te Papa, theseldpueents had an impact on the way
the museum dealt with children and the way theohystollections grew. A new
strategic plan devised by Dr. Lindsay Sharp, presiypdirector of Sydney’s
Powerhouse Museum, promised to transform the museuthe new millennium
(Wolfe, 2004). The museum was to develop new ekhiis that utilised the ‘latest in
hands-on and interactive approaches’ (Wolfe, 2p0Z0). During the 1990s the
museum opened new and redeveloped exhibitionseTihekided a refurbished
Centennial Streewhich, as previously discussed in chapter twofaioed a great
deal of the museum’s childhood objects, and in 11#8@3Veird & Wonderful
Discovery CentreThis was the museum’s ‘first permanent major dgwelent
catering especially for children’ (Wolfe, 2004,41). Like the Discovery Centres at
Te Papa this centre combined the display of caleatems with a hands-on learning

environment that was specifically designed to eegadldren and youth.

In 1992 the Auckland Museum employed its first drigtcurator, Rose Young, an
initiative that was to have a dramatic impact aamwhay the history collections
developed. Young was also part of the new MuseuMesi Zealand planning team
(R. Young, personal communication, June 13, 208f¢ brought with her many
years of curatorial experience from the Waikato &us and a well-established
interest in New Zealand’s social and cultural higtincluding an interest in the
history of childhood. Her area of responsibilitglinded collections and exhibitions
relating to New Zealand at war and New Zealandaddestory, with a focus on the
Auckland provincial area and Auckland city (R. Ygupersonal communication,
June 13, 2007).

So finally, by the early 1990s, there was a desaghaurator to develop the history
collections and focus on New Zealand’s social Ins&d the Auckland Museum. In
past decades objects included in the history daotles were often historical objects

that had been rejected by other departments. #ri6éoung’s appointment, most of
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the New Zealand history objects coming into the enns were assessed by the
applied arts curator who would decide whether thege appropriate for the applied
arts collection and if not would ‘pop’ them in tbelonial register (R. Young,
personal communication, June 13, 2007). A curatayse main responsibility was
applied and decorative arts will naturally be caned with the development of this
collection and sacrifices are likely to be madetimer collection areas. Once the
museum appointed a history curator, the historiecbbns benefited from specialist
knowledge, experience and attention.

At Te Papa the situation was slightly different dnese from the late 1960s, when the
first history curator was appointed, the historllexions were all inclusive of
decorative arts, costume, furniture and ceramibs.dld classification system
continued and is still evident in the catalogue bara whereby PC is for period
costume, CG is for ceramics and glass, PF is foogdurniture, and NU is for
numismatics. Then in the 1990s the installation oéw database system called Te
Kahui occurred. This forced the standardisatiothefclassification system for the
history collections. All of the new objects accepirto the history collections were
numbered GH for general history, bringing the aglten classification system in line

with the intellectual thinking in the museum.

Michael Fitzgerald explained that previous collecttitles generally covered the
main collection areas that the museum was intatestéM. Fitzgerald, personal
communication, April 11, 2007). Furthermore, helakped that this was also
reflected in the policy documents and that the ‘tetia headings’ used in Te Kahui,
like economic and social history, technologicatdrig or decorative arts, reflected the
strategic thrust of collection development. Of eoling the history of New Zealand
childhood, Fitzgerald notes that the categoriedavad enough to embrace
childhood, ‘if you take the over-riding principlieat you want to collect material
which illustrates how people lived in the past, lifeeof children is a valid part of
that’ (M. Fitzgerald, personal communication, Adrdl, 2007). This point is important
because it demonstrates the way such a large nuwhbbkildhood objects were
passively included.
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The categorisation and collection divisions withmnseums shape how collections
develop, grow and change, and how objects areinsadibitions. My research has
highlighted the fact that history curators currgrtinployed at both Te Papa and the
Auckland Museum were aware of the politics of adilen development and work
within these discursive fields on a daily basisgéla Lassig, the senior history
curator at Te Papa, has a background in decoratiseand design, dress and textiles.
She recalls, when working in the decorative artadEpent at the Powerhouse
Museum in Sydney between 1984-8, that there wasda tonflict about the use and
interpretation of objects. This was especially ptent when the museum was
establishing an exhibition about women’s work, @ail..never done’: women’s work
in the homdA. Lassig, personal communication, May 17, 200 he outcome was
that objects from the decorative arts collectiomengsed in the exhibition but:

There were philosophical battles about which | eaare but my
loyalties lay with the decorative arts departmé&wen though | had
good training in the context of historical and sbabjects, | wasn't
working in a particularly social history way becaus my mentors
there. (A. Lassig, personal comioation, May 17, 2007)

An important element in the way collections deveakpffected by changing fashions
in scholarship, and internal politics (Dunn, 1999spite the divisions and tensions
between museum departments, at both the Aucklarseivu and Te Papa, objects
relating to the history of childhood have mainlyeheancluded in the history
collections. Collecting strategies and policiesiarportant markers of the strategic
direction and the thrust of collecting, however wther factors are highly influential

in the way collections develop. First, exhibitioevdlopment has proven to be the
most important and influential event in the colilegtof childhood objects and

second, as will be shown in the following sectidhis chapter, the personal interests

and background of the curators were crucial.

During the 1990s the Auckland Museum embarked oexaibition programme that
focused on New Zealand’s social histdBgars on the Hear{still on display), an
exhibition about the social history of warfa€ity (now closed) about Auckland’s
urban history, andlVild Child (still on display) on New Zealand childhood, ope e

1999. Rose Young was the curator responsible folirig, acquiring and selecting
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objects for these new exhibitions but ivdd Child exhibition concept was developed
by historian James Belich. A great deal of thisilexilon was based on his theory
about the wild New Zealand child. Belich (20013p7) argues against existing
models of New Zealand childhood which, based oerinational theory, describe the
New Zealand child of the nineteenth century astat@| Child’ and then in the
twentieth century as the ‘Cherished Child’. Belarigues that this view of childhood
is extreme and does not reflect the New Zealandsin. He explores aspects of
New Zealand childhood that present a slightly défe picture including the fact that
‘colonial parents had at most half the time folalsiontrol as their twentieth century
successor’ and the fact that even in large townstets of houses ‘were interspersed
with empty sections, patches of bush, gullies ardls’ meaning children had more
space to play and explore away from ‘prying ey8&lich, 2001, p. 360).

Wild Child explores the idea that a shift in control occlesMeen the nineteenth and
twentieth centuries. Parental control in the niaetk century was more intensive but
less extensive than in the twentieth century. Torgrol of childhood went from being
parent and home-based, to extending into schamiseational activities, and then as
the century progressed, through radio, videos antpater games (Belich, 1999,
p.2). The exhibition is divided into three sectiotiee home, school, and a space in
between which is conceptually the route betweenenand school. The exhibition
contains many aspects of New Zealand childhoodr#iigtct the changing experience
of children in history. It includes objects andrate about school, play, childcare and
organisations that provide childcare services, tileePlunket Society and the School
Dental Service, as well as British and Americatuigrices on the toy industry,
globalisation and the increasing consumer socih historical and contemporary

stories are included.

The exhibition development process began withdbrecept which was revised and
refined with curatorial input and discussions alqmtential objects. Daniel Smith’s
museum studies thesis on the process and politieshibition development, analyses
and critiques this process and the relationshiyvéen the concept developers, James
and Margaret Belich and museum curator Rose Yo8ngth, 2003). Smith

concludes that in the developmeniGity, an exhibition that was simultaneously

created alongside/ild Child using the same process, historical scholarshipnetis
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realised to its full potential. Another critiquetbie social history exhibitions at the
Auckland Museum, including th&/ild Child exhibition, claims that the concept was
obscure and untested (Wright, 2006, p. 135). Wr{8006, p. 98) argues that tiéld
Child concept is lost on the public and concludes tageixhibition’s narrative failed
because it is based on ‘shaky historical foundati@ivright, 2006, p. 136).

Despite the outcome of the exhibition, the critsjoé Smith (2003) and Wright

(2006) fail to explore the ramifications in ternfalze permanent collection. For the
first time in one of New Zealand’s major museumatensive exploration of New
Zealand childhood has occurred and this has haghdisant impact on collection
growth and on the variety of childhood objects ectiéd. Collecting based on the
needs of this exhibition meant that a broad rarigihiddhood objects were acquired
covering some important topics in the history ofiN&ealand childhood. Table 3.1
clearly shows the increase in the number of chibddhabjects collected specifically

for Wild Child. However, as this chapter suggests, the dives$itpjects collected is
also an important outcome, as is the inclusiomefahild’s perspective in history, and
both positive and negative childhood experiencés. 8xhibition therefore made a
significant contribution to the history of childhs@n terms of collecting historically
significant material culture and many importantidiwod memories and experiences.
The museum succeeded in capturing and presengnegd deal of this. Furthermore,
theWild Child exhibition and related collection growth is eviderthat even when
museums are focusing on exhibitions, the collestioenefit because new acquisitions

inevitably occur.

The collections, the objects and the stories

At Te Papa, one of the key aims in the 1990s wamndwe away from being a self-
serving collection-based organization to being ence-orientated’ (Harper as cited

by McCarthy, 2007, p. 175). Both Te Papa and thekhaund Museum advocated a
hands-on interactive approach to exhibition devalept. Despite this, museum
collections continue to grow and objects contiraube central to the business of these
museums. Spalding (2002, p. 9) argues that obgeeterhat make museums more
than just high-tech interactive theme parks. Thalmer of childhood objects

collected by Te Papa and the Auckland Museum hasneeed to increase

dramatically between 1990 and 2007 as shown bye§ahll and 3.2. In the 1990s,
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when the Auckland Museum was developigd Child, it collected about 2430
childhood objects. Te Papa’s numbers are also sspre with 454 childhood objects
collected in the 1990s. The early twentieth-firshtuiry provides a different picture
with the Auckland Museum'’s total dropping to 55,epected trend after the
extensive collecting carried out in the previousatke. However, Te Papa’s total
continued to rise between 2000 and 2007 reachtotpbhof 509. These figures
indicate that objects are still the most desired @mignant way of illustrating and
preserving the historical stories and themes egpglar these museums.

2500 Other
M Linen (bedding, blankets, nappies)
2000 L | M Furniture & equipment for children
Organisations for children
1500 -
Children's Groups & Clubs
B Samplers and Embroidery by children
1000 -
M Toys, Games & Books
Soft Toys & Teddy Bears
500
M Dolls
q Clothing & shoes
0 T — T T — T T T m—
1850- 1950s 1960s 1970s 1980s 1990s 2000 -
1940s June 2007

Table 3.1 Auckland War Memorial Museum
Childhood Objects in the History Collections: 850 to 2007
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200 ! . M Toys, Games & Books
Soft Toys & Teddy Bears
100 1
1 H M Dolls
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! Clothing & shoes
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Organisations for children

Children's Groups & Clubs

Table 3.2 Museum of New Zealand Te Papa Tongarewa
Childhood Objects in the History Collections: 850 to 2007

The acquisition of objects for exhibitions has baanmportant element in the way
Te Papa and the Auckland Museum’s collections la@weloped since the 1990s.
However all three of the curators | interviewed atPapa expressed concerns about
this type of collecting. Michael Fitzgerald obsetbat ‘since Te Papa was
established a lot of the collecting has been ekbibdriven, which is not necessarily
for the best because after the exhibition closeseya up with a collection that to
some extent is a bit of an orphan’ (M. Fitzgeralelrlsonal communication, April 11,
2007). However, in terms of the inclusion of chiddld objects and the child’s
perspective, collecting and research based araximbdigon development has proven
to be beneficial in terms of the number, the vgridepth and quality of childhood
objects collected. | also found that there was almiarger group of objects that did
not fit into the usual categories such as toysgardes, dolls, clothing and furniture,
and to a large extent, new acquisitions from th@0$3elated to childhood

experiences and organisations for children. Soraenples include the Boy Scouts,
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Boys Brigade, marching girls, school dental nuipgiment, the work of the Plunket
Society, health camps and kindergartens.

Figure 3.2 Kindergarten gift set, made by Mil@radley Company, Massachusetts,
1900s. Wood and printed paper.
Museum of New Zealand Te Papa Tongarewa, GH4089
Photograph by the author.

A large number of objects collected during this@emere acquired because of their
value as social history objects and the storieg toeild tell in exhibitions, rather than
their aesthetic appeal. Even if objects were ntiecied for a specific exhibition, the
current exhibition style has had an impact on whed collected and what
information was recorded. For example, in 1993 &pa acquired eight sets of
kindergarten blocks (Figure 3.2). The blocks ang y¢ain, made of wood, and are
contained within a small wooden box. Many of thedmlook well used and showing
signs of wear and tear. They provide an interestorgrast and point of comparison
to the brightly coloured toys children play withday, but the main reason they were
included in the collection at Te Papa was becadusdélocks came from the
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Wellington Free Kindergarten Association and haghbesed by children in some of
Wellington’s early kindergartens. The sets of bkcklled ‘gifts’ were part of the
philosophy and methodology for teaching young ¢kitdddeveloped by German
educationalist Friedrich Froebel. He believed flay was the best means of
developing children’s potential and produceddifts to engender this. Froebel's
theories and the use gifts formed the basis of New Zealand’s early kindergast In
the acquisition proposal the curator agued thasidp@ficance of the blocks lay in
their relationship to the New Zealand Free KindergaAssociation, the introduction
of the philosophies of this movement to New Zealdhd Association’s relationship
to early childhood education in general and its tirmake poor children respectable
citizens (Acquisition Proposal — History Departmeviiseum of New Zealand Te
Papa Tongarewa, GH 4084 — 4091, 1993). The obyeats acquired under the

collection category — New Zealand Social and RuwlitHistory.

In this collecting period, traditional childhoodjetts like the blocks, dolls and other
toys, were expected to have an additional dimensi@ocial history focus that
contributed to the reason they were collected. &uki&ul pull-along toy horse (GH
3812) collected by Te Papa in 1991 was actualldg bgethe children of the Guard
family of Kakapo Bay in the Marlborough Sounds. Bbery of the Guard family, a
early settler family who established New Zealariol& shore-based whaling station,
is notorious in the history of early contact betwd&&aori and Pakeha (Icons Nga
Taonga, 2004, p. 192). In 1834, when the family veaisrning to Sydney, a group
including Betty Guard and her two children wergpshirecked on the Taranaki Coast.
The group were attacked by Ngati Ruanui, twentyvemgen were killed and the rest
were captured including Betty Guard and the childteons Nga Taonga, 2004, p.
192). The story is complicated and contested, lrievvent was significant in New
Zealand history: socially, culturally and politialThe rocking horse’s association
with the Guard family and implicitly this event, sva key factor in the reason for its

acquisition.

Furthermore, exhibitions have provided the oppatyuior curators to undertake
additional research both on social history topicgeneral and objects in particular.
Much of this type of research had been incorporatedobject files up until the

1990s but by 2000 it had become the usual pratdicecord this information on the
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electronic database system. The introduction of elestronic databases and the
refinement and establishment of new record keepiagsignificant historical
developments in New Zealand museums in the 199GiecOand topic files are still
created at both museums but new acquisitions aver@corded electronically. Both
museums are involved in a continual process of tupgland upgrading object
records. Both systems, Vernon at the Auckland Monsand Ke Emu at Te Papa,

allow curators to record and categorise objectsraitg to subject and experience.

The electronic systems have provided the oppostdaitecord a new range of
categories, which are regularly being used fordttubd objects, including ‘Children
playing’, ‘Childhood & youth’, ‘Children reading &riting’. Shepherd (1994) is
critical of museums for using collection classifioas that cause childhood to be
entrenched in stereotypical categories that dahoiv for the experience of
childhood. However, in my observation of the cdileas at Te Papa | have found that
from the late 1990s curators were cataloguing d¢bjaccording to a variety of

experiential criteria.

An object’s value in relation to people has beeimgrortant aspect of museum
collecting between 1990 and 2007. Drawing out theteons and meanings
associated with the object provides an opportunitynd the child’s voice in history.
Curators who have been concerned with the developaiesocially inclusive
collections have increased the level of documemtadssociated with objects and now
look at the context and historical meaning assediatith it. While curators continue
to collect traditional childhood objects like togsd dolls, christening gowns, and
other elaborate children’s clothing, there has keerove away from valuing objects
purely because of their aesthetic or physical dp@aators at Te Papa and the
Auckland Museum are now recording multiple storraaking objects more
multidimensional, and enabling objects to be intetgx in many ways. As Hooper-

Greenhill points out:

It is an old but persistent museum fallacy thatotg speak for

themselves, and that the task of the curator igddhrto presenting

the object in as aesthetic, tasteful and ideoldigiceeutral a fashion

as possible for visitors to interpret the objectsthemselves.
(Hooper-Greenhill, 2000, p. 49)
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A dramatic paradigm shift has occurred concernirggabject. In this period objects
were valued for the memory they evoked, the assatiaistory, or the stories that

could be told through them. A Donald Duily collected by the Auckland Museum
in 1998 illustrates this point, as it has seveagéls of meaning and different stories
to tell. The maker of this soft toy, Ralph Berndayes, was a soldier in World War
Two, and he made the toy as part of his occupdtibeaapy when returning to New
Zealand on a hospital ship in 1945. The toy thevab® a gift to his youngest sister
Judie (Auckland Museum Obiject File, 1998.018.1k Tdy is also evidence of the

early influence of film on the toy industry in geakand of Walt Disney productions
in particular. This object embodies multiple sterimcluding a war story, a family

story, a childhood story, and a global commerdiatys

Increased curatorial input and a commitment tova meiseological philosophy has
had a direct impact on the type of objects coligeted the type of information
recorded. Curators working in the 1990s and 20@9e leither come through museum
studies programmes, were academic historians whe wiuenced by the growth in
social history as a topic at university, or haverbexposed to the ideas and thoughts
expressed through these disciplines. By 2007 there five history curators working
at Te Papa, including myself. All of the curatoraterviewed were familiar with the
‘new museology’ and were committed to collectingeaks that preserve New
Zealand’s social, cultural and political historgdecially important were everyday
objects and objects that tell the stories of evayydew Zealanders. However, each
curator also had a slightly different perspectind apecific areas of interest. The
impact of individual curators, their interests grassions can be seen in the
collections and are therefore an important fagtdhe way collections grow and
develop. If no one curator is interested in thespective and histories of children
then it will become an underdeveloped part of thikection. Stephanie Gibson, a
history curator at Te Papa, confirmed my thougbhtsuacuratorial input saying ‘I
really think interest, experience and taste halvege impact on what we collect’ (S.
Gibson, personal communication, March 21, 2007¢ &tplained that there is a
couture, fashion and dress interest from Angelaigasut she (Gibson) is interested
in collecting what she called ‘the low end’. ‘Thsaore where anything’s up for
grabs, any little remnant of everyday life has po&’ (S. Gibson, personal

communication, March 21, 2007).
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Te Papa’s largest collection of childhood objecés wollected by Gibson in 2005/6.
It is a collection that is mainly throwaway itemerh everyday life. The collection
came from the Megget family in Wellington and itsaecquired by the museum
because it was an important representation oftidhmod experience in New
Zealand in the 1920s and 1930s, and then the 1#8%04960s, although there are
some objects that date back to 1909. The collecimrsists of over 100 objects and
includes paper dolls and paper doll's clothes (F@d13), party hats and whistles,
masks, decorations, scraps, bubblegum swap camslifs, Christmas cards that had
been coloured in by children, musical toys, boaks ather ephemeral items.

Figure 3.3 Paper doll ‘Ruth’ and clothes, makaknown, c1958. Printed paper.
Museum of New Zealand Te Papa Tongarewa, GHA/15¥6.
Image courtesy of Te Papa, Collections Online.

The story about how these objects were sourcedasradicative of what happens to
many childhood objects. When Gibson called to kemt the party ephemera, hats
and whistles and other objects, had been savedarashown to her by the family,
but most of the paper dolls and their clothing hadn thrown in a rubbish skip
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outside. Gibson recalls that the house had bedteddo the ceiling with ephemera, a
great deal of which had been thrown out includirapgnof the objects Te Papa
eventually acquired. Gibson said, ‘They (the Medgetily) confessed to me while |
was there that they had thrown out the paper daiid. | got really excited and
jumped into the skip and got them out’ (S. Gibgmrsonal communication, March
21, 2007). The fact that the family, in their sogtiprocess, had thrown the dolls out is
significant because they had thought that the nmasgauld not be interested in
collecting them. Gibson had the foresight to inigede further, finding a rich source
of material culture that was extremely revealinguwttNew Zealand childhood in the
early to mid twentieth century. As had become teepted practice by 2005, a
detailed provenance and brief family history wasrded. But the most exciting and
important aspect of the acquisition was recordimggdonor’s childhood memories. In
doing so Gibson was able to capture some rarelaoldl experiences from the family
to contextualise the objects. In relation to thpgvalolls that belonged to Drusi

Megget, Gibson recorded her childhood recollections

Paper dolls — | do remember them and playing vinémt. | enjoyed
dressing them, designing clothes for them and tthiely playacted
domestic dramas. One of the things | remember -ngathem was
very important to me. One time (at least) | made $inad a full
alphabet of names, eg. Anne, Barbara, Clare... thgame teddy
bears and ordinary dolls were roped in too. Q foe€nhy was
important, as Queeny was the only girls name s@stiith Q that |
knew of. Other drawing and daydreaming / schemarges | played
were a Girls Detective Agency called GDA for shodrew lots of
uniforms for them to wear. There was a red and hromiform and a
black and lime green for swimming, walking, offiwerk, riding
horses (however | was not much interested in hjyradsenturing
and so on.

(Te Papa Ke Emu Record, GH11542, April 2007)

These objects have provided the means for recoatidgoreserving a historical
childhood experience. The vivid recollection of Brivegget makes the collection of
these objects all the more vital. However, asterothe case, this recollection has
been filtered through the memories of an adulttdtiians focusing on the history of
childhood acknowledge that it will always be ditficto capture the perspective of
the child in history. However, as has already baghlighted, child-centred source

material produced by children themselves is reddyivare and because of the nature
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of childhood most of the evidence draws heavilyadaolt perceptions (Graham,
1999).

Another large collection of objects acquired by #uekland Museum in the late
1990s provided the opportunity to collect multipbgeriences from two generations
of the same family. This was a collection of obgealating to the donor’s childhood
in the 1940s and 50s, and then her children’s bbid in the 1960s and 70s. Most of
this collection was acquired specifically Mfild Childand it makes up a large
proportion of the objects on display (R. Young,goeeral communication, June 13,
2007). Glenys Stace was born in about 1945 andéeas living in the same house
since 1969. Objects donated from Glenys’s infancjuide cloth nappies and a baby
shawl. As an older child Glenys’s mother had waredto be like Shirley Temple
and so she learned tap dancing. Glenys also dotegdathncing outfits, prizes,
medals and trophies that she won in tap dancingpetitrons. There are also objects
relating to Glenys’s Catholic Confirmation includia range of little religious
trinkets, and a collection of photographs includngny images of Glenys’s birthday
parties. From the next generation, Glenys’s childtiee museum collected objects
relating to their infancy including baby blankessifie had never been opened from
their packaging), one daughter’s confirmation drésssils, a baby tooth, and from a

later period objects relating to sewing in a schroahual training class.

Glenys Stace and the Stace children were alsoctotiethemselves and the museum
acquired several collections that went on disptevild Childin a section about
children as collectors. One group was a colleabbweetbix cards, originally
gathered together by the Stace children in the 49G@nys collated a beach
collection that included pieces of rock and paftdemad crabs, and other things picked

up off a beach. She also collected lacy handkeishie

Her mum had a drapery, haberdashery shop and eatiye1950s
she bought in plain handkerchiefs, and there wasdarly
woman who lived nearby who used to put fancy edgmghem
and then they would get sold in the shop. Glenyedadhem so
she had a collection of pretty handkerchiefs.

(R. Young, personal communication, June 18,720



91

Curatorial enthusiasm and passion for this largedaverse childhood collection had
a significant role to play in its acquisition fdret history collection at the Auckland
Museum. However, one of the issues with this lagpuisition, and with many of the
objects acquired for the&/ild Child exhibition, was that frequently not all the
provenance and related social history was recoiéeam of people were working
with Young to gather together the vast amount ¢éactl required for the exhibition.
Time and budget constraints meant that it was lays possible to record all of the
detail. Young explained that she was still in thecess of updating records,
transferring information from the ‘History Catalagg Worksheets’, which were
paper based worksheets used to record informaktiontancoming objectgdp the
electronic database. Young said one of her futuns avas to interview Glenys Stace
and to record Glenys’s thoughts and recollectidimiithe objects, thereby fleshing
out the details of the family history (R. Youngyg@nal communication, June 13,
2007). This again shows a desire to record antumapocial history, and in this case
childhood history, in perspectives and experietiicea two generations of the same

family.

TheCyber Kidssection ofwild Childis a further example of the Auckland Museum’s
attempt to present the child’s perspective in lnystdhe exhibition included three
spaces designed to represent a typical contempoinddys bedroom. Each case
represented a different age group: one was basadaur year olds room, another
based on an eight year old girl, and another aved/e year old boy. To decide on the
content of each space, information was obtainem fite parents of several children
through discussions, itemised lists and photograpbse of the objects used and
collected were donated from the children, but V@iHber Kid4 which was based on
information about Katherine Atafu Mayo, most of twtent came from a garage

sale purchase.

In the development of theyber Kidsdisplays, the team did not actually interview
any of the children (R. Young, personal communaratdune 13, 2007). In terms of
the history of childhood and the desire to captheschild’s voice in history, this was
clearly a missed opportunity. TI&yber Kidscases were based on the content of an
actual child’s bedroom, but what was put on dis@lag collected was a mock up or

compilation rather than a genuine collection ofecks from a particular child.
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Collecting forwild Childinvolved a range of techniques and initiativesnsure the
museum had all of the desired objects. A massilteating drive was carried out for
over a year but even then some objects were elusisleding historical homemade
toys. The exhibition team worked with school cleldito recreate homemade toys,
typical of the early to mid twentieth century. Teegere based on the toys their
grandparents or great grandparents would have (rRadéoung, personal
communication, June 13, 2007). The toys includeddin telephones, wooden stilts,
wooden swords, wooden spoon dolls, yarn dolls,nkeq string games, shanghai,

bow and arrows.

A dynamic and educational part of the process Waisthe children were able to
experience and connect with an aspect of childtimod the past and learn new
skills. This type of museum practice has occurredther situations when rebuilding
knowledge and skill was an exhibition requiremé&ial. example, a small raupo whare
Makotukutukuvas recreated at Te Papa by a group of Maori wwgrklongside
museum archaeologists Janet Davidson and Foss (&attarthy, 2007, p. 181).
The process was concerned with iwi developmentraledrning and reconnecting
with the ancestors of the past. Children workinglantoy project may not have had
the same depth of cultural and emotional investriretite outcome, but many of the
children would have gained a new understandingsatheleper appreciation of past
childhoods including the experiences of their ggardnts. The toys were put on
display in thewild space a fantasy area dominated by a tree hwild Child. They
were also accessioned and are now part of the pemhaollection. Details about the
child and how the toys were made were recordedjngadke acquisition yet another

example of how the museum has captured childhopdreences.

In chapter two | discussed the way exhibitions enage specific types of donations
by showing the visitor what the museum is prepaoexbllect. AfterWild Child
opened the museum was offered two historical hordenays: a wooden sword and
a little toy jeep. The exhibition has thereby cong&d to shape the history collections
at the Auckland Museum. Now with such a large otiée of childhood objects, the

Auckland Museum is able to carefully select newusitions that will strengthen the
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collection. The most current collecting strateggwoent reflects this and highlights

the areas that the museum aspires to further develo

By 2007 both the Auckland Museum and Te Papa hatksgic collecting plans
demonstrating the museum’s general collecting doe@and preferences. Auckland
Museum'’s collecting plan for social history revehthat the priority should be the
social and cultural history of Auckland city angjien. Alongside this is the
strengthening of collections of twentieth centurgtemial, consolidation of existing
collections of historical significance to reflebetachievements of Aucklanders, and a
focus on the ‘home-front’ and domestic history thigpports the military history and
objects required for the museum’s exhibition arskaech programmes (Auckland
Museum Policy & Procedures Manual, 1994). In 20@4g’s draft working
document suggests the continuation of these str&hasspecifically highlights that
the museum should continue to develop the childlomdidctions, strengthening the
work initiated byWild Child. Since the opening &¥ild Child several objects have
been collected, as shown in Table 3.1. These @hygaollections of objects fill gaps
in the collection, such as the homemade toys, eome cases strengthen existing

collection themes, such as puppets.

At Te Papa the ‘History and Pacific Cultures Acgwos Plan’ for 2007/08
specifically mentions children and the history @viNZealand childhood for the first
time. It was developed by the curatorial team wighut from myself as a history
curator interested in this aspect of collectinge phan states that the: ‘Collection of
objects that relate to New Zealand children’s mstind experience has not been
strongly developed by Te Papa. It needs attentiaansure that it is developed in a

cohesive and significant way’. Broad areas are ttlentified for development:

= Toys, games, puppets and playthings for childrahwere designed
and manufactured in NZ

= Objects that illustrate and represent the interesithing, events and
activities of NZ children

= Objects that are or have been commonly used bgrenilin NZ

= |nternational objects that have had a significergact on the life of
NZ children

= Childhood objects that were owned by iconic NewlZeders, either
as adults or as a child

(History and Pacific Cultures Acquisition Plan, Z{UB)
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Collection development in the 1990s and 2000s leaeially developed along these
lines despite the fact that the acquisition plas wat written until 2007. The plan

goes on to state that:

It is intended that the juvenilia collection wilbth add to and

complement the existing history collections, argbdie built up as

a representative collection of New Zealand chilaghdeurther

development will be progressed in consultation Wwigtory and other

specialists dealing with New Zealand childhood kaidon will

include the identification of key objects or grougobjects to target.
(History and Pacific Cultures AcquisitiPlan, 2007/08)

It is difficult to know the extent to which the plairects collecting or whether it
reflects already occurring practice. It would bether thesis topic to evaluate the
effectiveness of strategic collecting documentswkler, the ‘Acquisitions Strategy’
for ‘New Zealand History and Heritage’ at Te Papavjes a broad and inclusive
strategic direction. It states that, ‘Acquisitiomdl reflect the social, economic,
political, and cultural contexts of New Zealandistbrical development’, an
important statement that is inclusive of childhdustory. Furthermore, some recent
acquisitions at Te Papa reflect of the museum’staigollect iconic objects of

national significance. The Acquisition Strategy\pdes for the collection of:

Items that relate to significant events in NewlZed's history and
to the development of concepts and symbols of natidentity,
including items that reflect the lives and achieeets of selected
iconic New Zealanders. (Acquisitions StrateddQ2/08)

Two groups of childhood objects collected since@®@6monstrate this focus. Toys
from the Play Schodklevision show, produced and shown in New Zeafandver
thirty years (Figure 3.4), and a Buzzy Bee toy,48.0GH11665), along with other
toys manufactured in the series including a Mary Holl (GH116911) and an Oscar
Ostrich (GH11671). These toys are iconic objeckeyThave certainly had an impact
on the life of New Zealand children. The Play Sdhelevision show continues to be
shown although it is in a slightly different formeatd produced in Australia. The

Buzzy Bee has become an extremely popular featueeitoy box of a large number
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of New Zealanders. It has reached Kiwiana statte;ra which refers to objects that
are either unique to or iconic in New Zealand, s featured in the New Zealand

Post Kiwiana series and in a book about Kiwiana.

Figure 3.4 Play School Toys, Humpty, Manu angl Bed, made or modified by
TVNZ, about 1970Museum of New Zealand Te Papa Tongarewa,
GH14510, GH14509, GH14511.
Photograph courtesy of Te Papa, Marketing Diepent.

Conclusion

During this period both the Auckland Museum andPB@a significantly increased
the volume of childhood objects in their historylections. Te Papa’s collection
mainly grew passively but at the Auckland Museueréhvas an intensive period of
active collecting for th&Vild Child exhibition, resulting in a collection of childhood
objects that is rich and diverse, covering manyetsof the history of New Zealand
childhood. Objects collected during this periodundle those that represented
childhood activities both at home, at school andlay. This included homemade
toys, as well as a vast array of commercially poedutoys both New Zealand made
and imported. Some important global trends were ialsorporated including an
American influence, especially cowboy and Indiaftestoys, Disney and other film
and television inspired toys. The growing commeisaéion and commaodification of
childhood through the toy industry were importdr@rhes explored iwild Child.

Contemporary as well as historical perspective® imen included and the material
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culture collected reflected this. The Auckland Musés childhood collection is now
extremely comprehensive. This occurred as a diesttit of exhibition development.
At Te Papa, collection growth was also heavilyueficed by exhibition
developments even though there was not an exmbtiiat specifically focused on
childhood. The need for material culture to repnépersonal aspects of history in
exhibitions became an important aspect in the viggabs were valued and included

in collections.

However, it is important to note that, to a largéeat the type of childhood material
culture collected did not diverge from the tradititypes of childhood objects, such
as toys, dolls, games and clothing, it was thegion and interpretation of these
objects that changed. In the 1990s curators gatheceeasingly detailed information
about the objects, provenance, associated sostalrhiand remembered childhood
experiences. At the Auckland Muse@yber Kids the pocket collection and the
Glenys Stace collection are examples of the wayeonus captured the child’s
perspective in history. At Te Papa, by 2005 cusategre recording information about
childhood experiences, and the child’s perspedhiva@ugh adult eyes had been

captured, the Megget collection is an example isf th

So to what extent do the objects collected betvil€€® and 2007 represent children’s
history? Are children seen and heard in the muselim?answer is a qualified ‘yes’,
but even though curators go a long way towardsuceqgf detailed information and a
childhood perspective in relation to objects cabelc they fall short of capturing the
child’s voice — a child’s point of view at a pattlar point in history.
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Conclusion

This thesis has explored the extent to which musew@present children in their
history collections, with a focus on the Aucklandidé¢um and Te Papa. This research
has addressed gaps in the literature of both Kistod museum studies. It has
presented a fresh perspective on the way musedultestand interpret the material
culture of childhood in New Zealand, and this hedito new insights on collecting
practice. Due to a dearth of data on this topiamitial research task was to ascertain
what was in the collections and then collate thisrmation in the form of graphs that
demonstrated the main statistical changes in thaeu and types of childhood
objects collected in each decade from 1851 to 2D&I8o focused on the contextual
information that was recorded when objects wereiiaed, how this changed over
time. | considered my findings within the histoficantext in which they were
collected and reflected on the museum practicbaifgeriod.

| found that there were three distinct periodsaifecting, and each was characterised
by a different set of ideological discourses thmatrfed the period and influenced
collecting practice and the acquisition of certgimes of childhood objects. The first
period, 1851 to 1950, concentrated on the earlg dayhe museums now known as of
the Auckland Museum and Te Papa. This was a périadhich museums focused on
scientific collecting which mainly included natutaktory, ethnographic and Maori
‘artefacts’. Then in the late 1940s, when New Zedlaistory started to become a
more prominent area of interest, the first objeetating to the history of New

Zealand childhood were included in the collectiddstween 1950 and 1990, an era
of massive collection growth, historical objectattrepresented New Zealand’s
colonial settler history predominated. These inetlidhildhood objects of the same
genre, mainly colonial dress, and objects thatasgmted an interest in decorative
arts. Childhood objects were included because werg the best and finest examples
of clothing, toys, dolls, christening gowns andailchristening cups, samplers and
embroidery. By the third period, 1990 to 2007, aregging ‘new museology’ and the
growing impact of social history were key influeac€ollections continued to grow
at an accelerated pace, especially at the Aucki&umseum where an exhibition about
the history of New Zealand childhood, entitMtld Child, was developed. At this
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point in time childhood collecting at the Aucklalntliseum by far exceeded that of Te
Papa, not only in the number of objects collectedatso in terms of the variety of
objects, the breadth of themes covered and thaedgiwel of the child’s perspective in
history. At both museums, museum practices deveél@pt objects collected to both
illustrate and invoke personal histories and cusatecorded more detail about the
donor and associated stories. Alongside this, natiitutions initiated a focus on
everyday objects. The intrinsic value of objectswa longer the most important
aspect of collecting. Much of this change has leedribition driven and evolved out
of a need for museums to be more engaging andamiés the community.
Exhibition driven collecting has proven to be ori¢he most important factors in
developing a comprehensive and detailed colleafarhildhood objects. This is an
important finding and contradicts the commonly haldatorial belief that acquiring

objects for exhibitions is not the best way to thabllections.

This finding highlights the necessity for curatty<ritically analyse the history and
nature of our collections and the reason behinid tbenation. As Pearce (1994)
argues this will enable us to better appreciateaseimptions behind curatorial
knowledge. Furthermore, Shepherd (1994) suggestdthanalysing the people that
make the selections and classifications of childrebjects, a deeper and more
significant evaluation may be achieved. In thisthé have shown that the practice of
museum professionals and the influence that pdatipeople have significantly
shaped what was collected. The work of Nancy Adarakerie Carson and Rosanne
Livingstone was particularly instrumental in thevel®epment of the early childhood
collections at Te Papa, especially with regardhéodollections’ documentation. More
recently, my interest in the history of childhoaaksHed to a commitment to develop a
collection that is reflective of New Zealand chitdid experiences and perspectives.

Strategic collecting documents written in 2007 juleva mandate for this.

By the 1990s all curators at Te Papa were committ@dllecting everyday objects
and objects that represent personal stories antipheyberspectives, including
childhood objects. Stephanie Gibson has instigdtedcquisition of several large
groups of childhood collections, and she has asorded detailed recollections of
New Zealand childhood from their donors. At the Rlaad Museum Rose Young

was the first history curator to be appointed i82.9The history collections benefited
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from the attention of a dedicated curator. Her lmgment inWild Child meant that
the exhibition was richly illustrated with many goe childhood objects and stories.
At this time childhood objects were collected, dethrecords were made and in
many cases a glimpse into the lives of New Zeatdmidren was recorded and
preserved. Young was also committed to collectivayyday objects and objects

valued for the memories and stories they invoke.

The influence of broad discourses, ideologies drahging museum philosophies has
proven to be a key factor in determining which @hdod objects were collected
during each period of time. Equally influential wag scholarship of academic
historians and an evolving general interest in Mealand history. Alongside this
changing ideas about the way children are viewedvaitued in society has also been
significant. One of the first indicators of this svilne introduction of exhibitions that
aimed to educate the public. This encompassedtiauction of an education
service for children prompted by government conséon the future of the nation and
improvements to the health and education of childre

Changes and developments in museum history ane ioftier-related with academic
history. However, in this thesis | have also argtied the way museums make history
is a distinctive form of creating history in its owight. My research has shown that
museums have always included childhood objectiair tollection and therefore a
particular aspect of childhood history has beesgmesd. This occurred even though
academic historians in New Zealand had only juguhestudying the history of
childhood in the 1980s (Graham, 2003). Even sopntbst important issue here is not
about who was doing childhood history first, buhea that the history made in
museums has its own relevance and should be @difiom a different set of
standards to that of academic history. The mateutilire of childhood embodies a
reality and historical perspective that cannot &atared solely by words and in text.
Objects provide both intellectual and poetic pa$isds: they provide a link to the
external world and to the original context (Knei007). Through their tangible
presence, objects have a power to fascinate, mpttmough what we say about them,
but by the way they look, feel, sound and smell Kiggow, 2000).



100

Knell (2007, p. 8), argues that ‘decades or everuces of resource-starved keeping
and ‘miscuration’ can leave just about any coltidf objects decontextualised and
historically unreliable’. In the 1990s curatorgte Auckland Museum and Te Papa
were committed to ensuring objects have contextyTecorded detailed information
for new acquisitions and up-dated records from pegtiisitions when possible. Most
of the childhood objects collected between 199020Q¥ have associated personal
and intimate childhood stories recorded in thegquagition files. At Te PapaChristie
the walking doll (GH 3513) collected in 1986 is areely example, and the Megget
childhood collection, acquired in 2005-6, togetivéh the recording of Drusi
Megget’s childhood memories of playing with the @agolls. At the Auckland
Museum Glenys Stace’s collection, acquired in 1998corporated the inclusion of
two generations of childhood memories, bringingifeoa unique and intimate aspect
of New Zealand childhood.

Despite my findings about the way museums hagkided and collected the material
culture of childhood, the broader context shows ldrge institutions have
traditionally marginalised children and the histofychildhood. Like other minority
groups the perspective of children was underreptedethey were often excluded
and they lack the power and authority to ensuri gegspective was included.
Although the material culture of childhood has beeltected, their thoughts, feelings
and ideas have not. This is a complicated and enadilic relationship in terms of
representing an accurate and balanced accountldfestis experiences in history.
The experience of childhood is always changingdemknds on a range of factors
like historical period, urban or rural locationpeomic conditions and other
sociological differences. Furthermore, ‘childho@sa tendency to be revered and
romanticized by adults in our society, and it irenfviewed with a sense of nostalgia,
as it comprises our own fond memories of when weewhildren’ (James et al. as
cited by Roberts, 2006, p. 154). The collectionthatAuckland Museum and Te Papa
are full of toys, games, dolls and beautiful clathal representing pleasant, happy or
privileged childhoods. However, New Zealand soclety always contained unhappy
childhoods and the reality for many New Zealanddehn is far from the idyllic

picture commonly presented by museums.
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A broader scope for collecting the material cultofehildhood is required. Hawes &
Hiner (1985) provide a comprehensive frameworkcfansidering the issues and
experiences important to the history of childhobdey suggest five key questions
that provide a coherent focus for enquiry. Firdtathave been the attitudes of adults
towards children and childhood? Second, what haea Ithe conditions that shaped
the development of children? Third, what has béerstibjective experience of being
a child in the past? Fourth, the influence of aleifdon adults and each other. Fifth,
what have been the social, cultural and psychofddumctions of children? More
recently added to this list is the recommendatiat there should be further
investigation into the institutions that have beaportant in defining children’s lives
and experiences, the inclusion of the theme otithieersality of childhood and of
children as members of families, as members o$tndi population group, as

producers and consumers, and as cultural andqadlgymbols (Graham, 2006).

Museums have in their history collections materidture that can engage with many
of these questions. Some examples include objexts New Zealand schools,
kindergartens, health camps, and dental nursingaBimportant link is missing:

how can museums make their collections more retesash accessible? Shepherd
(1994) recommends that in order to make the expegeof childhood available
museums should include classifications that spegdifi focus on childhood
experiences including play, school-life, home-&fed working-life. This became
possible for New Zealand museums in the late 1880s2000s when new electronic
databases were introduced that contained fieldeefmrding these types of subject

headings and associations.

It is impossible for museums to be encyclopaeddatahinclusive in their collecting
(Gardner & Merritt, 2002). Storage space is indregdyg constrained and there is a
need for museums to be more strategic about whgtdbllect (Anderson, 2004;
Simmons, 2004). However, | believe this must beedwithin the context of including
multiple perspectives from all factions of sociédandell (2003, p. 58) concludes that
‘it is likely that the underlying demands for musgito become more responsive to
changing socio-political agendas and to adopt atgrelegree of social responsibility
will continue’. It is therefore significant and tety that the history of childhood and

childhood perspectives in history are carefully atrdtegically considered. Children
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make up a large proportion of society and theyerse all cultural, ethnic and
minority groups including disabled and homosexulge. Children’s history is
everyone'’s history. To leave the child’s perspextut is to seriously diminish reality
and sacrifice an exciting aspect of New Zealantbhys Furthermore, | believe
museums have a social responsibility to includé&lbloiod perspectives. Sandell
(2003, p. 45) argues that museums have the pdtemeanpower individuals and
communities and to contribute towards combatingtipiel forms of disadvantage.
Museums, as advocates for children and the inalusionultiple childhood
perspectives, have the potential to give the chldice in the museum environment

and therefore power in the community.

Recent museum practice has rendered the presenadtsofew stories of childhood
and the childhood memories of adults. However,aspect of collecting the history
of childhood is still underdeveloped — the conterappchild’s voice in history. The
child’s perspective from a particular point in tifas not been recorded or collected.
My research has indicated that this is an oppastdar future development. The only
way of collecting a childhood perspective or thédib voice in history is by actively
pursuing it and recording the child’s thoughts, whigey are a child. This is difficult
and raises complex issues such as privacy andgtis of the child, but | believe it is
possible and worth pursuing. Museums now havedpadaty and opportunity to
collect objects that provide the material evideotBew Zealand childhood,
including childhood perspectives, experiences aechild’s voice in history. |

would like to conclude by challenging museums titeco a far more diverse range of
childhood objects, and record the happy and thersadories. In doing so a
considerably more poignant and diverse childhodiécion will emerge. It is time to

ensure that all childhood perspectives are seemead in the museum.
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