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Abstract 

The purpose of this study is to explore the changing attitudes and perceptions of 

artists and settlers towards the New Zealand mountain landscape from the period 

of colonisation to 1950. When European colonists first anived in New Zealand, 

they brought with them old world values that shaped their attitudes to nature and 

thus the mountains of this country. Tracing the development of mountain 

topophilia in landscape painting, highlighted that the perceptions settlers adopted 

on arrival differed greatly from those of their homeland. In effect, the love of 

European mountain scenery was not transposed onto their new environment. It 

was not until the 1880s that a more sympathetic outlook towards mountains 

developed. This led to the greater depiction of mountains and their eventual 

adoption into New Zealanders identification with the land. An analysis of 

paintings housed in the Art Galleries of the South Island provided evidence that 

this eventually led to the development of a collective consciousness as to the 

ideal mountain landscape. 
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Chapter One 

Introduction 

1.1 Background 

The relationship between humans and mountains is so extensive that it predates 

the beginnings of recorded history. Globally, mountains constitute around 

twenty to thirty percent of the world's land mass and are a highly visible part of 

many people's everyday environment. Mountains capture our attention due to 

their height and dominance over the land, and set the stage on which most of our 

daily life takes place. It is very rare for individuals to be oblivious to their 

presence, as their very size demands attention. 

In New Zealand, mountains constitute roughly one third of the North Island and 

two thirds of the South Island. Shaped in only the last two million years, the 

twisted, distorted landscapes that dominate the land are a legacy of tectonic 

uplift that occurred when the Pacific and the Inda-Australian plates collided, 

folding and faulting the land into high rugged mountains. This collision between 

the two plates is ongoing and to this day sculptures the mountain range known as 

the Southern Alps. The volcanic peaks of the North Island famous for their 

active volcanoes are another aspect of this tectonic collision resulting from 

subduction of the Pacific plate. 

New Zealand is renowned for its magnificent scenery and the seemingly pristine 

condition of its wild mountain landscapes. Often described as the quintessence 

of this county, mountains draw millions of tourists annually and are considered 

one of our greatest treasures. They also constitute some of the most rugged and 

untamed parts of this country, inspiring countless individuals to ponder their 

grandeur and beauty. This is ironic as the name New Zealand as conferred by 

the Dutch navigators to this land, is an anglicisation of 'niew Zeeland' a low lying 

coastal province in the Netherlands which is completely devoid of mountains, 

(Molloy, 1994, p 4). 
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Within New Zealand, our modem day interest of mountains, stems from the fact 

they are perceived as one of the last wild and untamed areas of nature, a place 

where people can escape the pressures of civilisation and commune with the 

natural world. To a society where cities represent almost total modernisation, 

mountains are viewed as the last bastion of nature in the raw, and represent the 

least altered locales on the earth's surface. Therefore, it is not surprising that a 

great percentage of New Zealand's alpine region is protected under the National 

Parks Act of 1980. The more recent Resource Management Act (1991), also 

mentions the need for; "the protection of outstanding natural features and 

landscapes from inappropriate subdivision, use, and development". However, in 

order to understand our current empathy with the mountains of New Zealand it is 

important to understand historical changes of the perceptions of mountains, both 

internationally and nationally. 

1.2 Research Objectives 

This thesis investigates the changing attitudes of New Zealanders' towards the 

New Zealand mountain landscape from the period of colonisation up until 1950. 

In order to do this it will be necessary to establish why our collective ideals 

about 'what is beautiful' naturewise change over time. As noted by Tuan (1974), 

"not all cultures perceive beauty on the same basis". Thus it is necessary to 

establish what mountain characteristics have special appeal to the New 

Zealanders collective consciousness. In particular the key areas of focus will be; 

• When and how were New Zealand mountains identified? 

• Have New Zealand's mountains always been viewed positively or 

have our collective ideals about what is beautiful naturewise changed 

over time? If so what factors caused that change? 

• Why are New Zealand's mountains significant? 

• Were New Zealand's mountains ever commodified? 

• Why do New Zealand's like some mountains more than others? 

• Do New Zealander 's have a collective image of an ideal mountain landscape? 
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One problem involved with these objectives is the difficulty in gauging changes 

in popular opinion towards mountains. This thesis will answers these questions 

by looking at some of the paintings and writings produced in New Zealand 

during the colonisation period up until 1950. My comments are based primarily 

on a western cultural view with the predominant emphasis being that of 

European's perceptions of their new environment, thus I have chosen the period 

of colonisation as a starting point for this thesis. There is however, a small 

component of the relationship between Maori and mountains. This should not be 

overlooked as the Maori predated European arrival by approximately eight 

hundred years and were thus the first race to interact with the mountain ranges of 

Aotearoa. 

In general however, I have concentrated predominantly on European attitudes 

toward New Zealand's alpine environment, as the very idea of landscape is an 

European import to New Zealand. The Maori, did not paint landscape, nor feel 

the need to. According to Tomory (1968, p 12) " landscape, the pictorial attitude 

to the land, is purely an imported convention". I have chosen 1950 as a cut off 

point because it is the date by which nationally, the consensus towards 

mountains had evolved from one of hostility to one of almost unanimous 

popularity. It is also the end of an important period in landscape painting when a 

national identity emerged, with a strong emphasis on natural landscapes and 

mountain motifs. 

To address whether New Zealander's have an image of an ideal mountain, I have 

competed a visual stimulus survey at the three main South Island Art Gallery's. 

The Suter Art Gallery in Nelson, the Robert McDougall Art Gallery in 

Christchurch and the Dunedin Public Art Gallery. From an analysis of paintings 

housed in these collections, I hope to elucidate just what New Zealander's ideal 

mountain landscape consists of? What its characteristics are?, Whether it has 

changed over time? and if it has changed, why? 

1.3 Research in Context 

In New Zealand there is a rich and varied mosaic of evidence available to 

document the changing views of settlers towards mountains. The reason I chose 
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painting as a means of establishing changes in attitude and perception is that I 

felt an inter-disciplinary approach to my geography thesis would be the best 

means of integrating two key areas of importance, geography and art history. 

Geographers study the development of landscape, whilst artists invariably depict 

that development. Both disciplines therefore explore human responses to the 

mountain landscape, one by assessing physical processes and the other by 

artistic interpretation. Landscape painting developed during the same 

Renaissance period in which descriptive geography emerged. Both were 

concerned with revealing to Europeans the varied terrestrial scenes and the 

relationship between peoples and the lands they occupied. 

The hub of the relationship, however, is the term landscape. This is because 

'landscape' it is a very imprecise and ambiguous concept used by geographers 

and artists. Coined in the 1700s by painters, the term originally referred to: "a 

view of prospect of natural inland scenery, such as can be taken in at a glance 

from one point of view", (Cosgrove, 1984, p 16). In Geography landscape 

means: "the consequence of a collective human transformation of nature", 

(Cosgrove, 1984, p 14). It has even been argued by Cosgrove, that: " in 

some respects geography's concept of landscape may be regarded as the 

formalising of a view of the world first developed in painting and the arts into a 

systematic body of knowledge claiming the general validity of a science". In 

this thesis, however, I believe the painterly image to be more appropriate. 

Landscape painting is an ideal medium to gauge individuals responses to the 

aesthetic landscape as it is a direct response to humans interacting with their 

physical setting. Painting is a means by which artists in their own right and as 

spokespersons for their society record their perceptions of the surrounding 

environment and the values they place upon it. Artists paint the world as they 

themselves see it, with their work being a reflection of their era developed from 

a particular point of view. Thus the very nature of their medium take a personal 

approach to the land. Landscapes to them, carry a multitude of meanings which 

invariably comprise an individual, private and essentially visual experience. 

This is important because individual's relationship to mountains is often invested 

with a personal and social significance that goes far beyond the visual form. 
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Painting provides the means for dealing with associations which are often 

culturally and historically specific yet do not necessary have a direct empirical 

warranty. Art can therefore emphasise connections with the land not made in 

geography. 

In particular, the personal relationship in geography is often of minor importance 

when compared with the collective investment of meaning in places. Geography 

often overlooks the symbolic and cultural meaning invested in the mountain 

landscape due to its concern with the interaction between humans and nature in 

the widest sense. The art historian can provide some of the more individual 

details, thus creating a more holistic approach. Furthermore, in the world of art, 

mountain imagery is a motif that can be traced from ancient times through to 

modem day, yet no two paintings are ever the same. This is because different 

cultures condition artists' environmental perceptions and values in different ways 

(Tuan, 197 4 ). Finally, painting naturally lends itself to the study of mountain 

landscapes, as it was a significant force in shaping modem landscape preferences 

in New Zealand. 

Internationally, many theories have been given in explanation for the changes in 

humankind's relationship to mountains, (Nicolson, 1959; Tuan, 1974 and Price, 

1986). Nicolson's (1959), book Mountain Gloom Mountain Glory, for instance, 

cites changes in eighteenth century landscape painting and poetry as a 

contributing factor in the English's growing appreciation of mountain scenery. 

This thesis whilst complementing these works varies from them because in New 

Zealander an important part in the growth of landscape painting and, thus 

mountain imagery was this country's geographic isolation from other centres of 

western art. In New Zealand, European settlers attitudes towards mountains 

diverged greatly from the national opinion in their homeland. This thesis is 

therefore a continuation of the above mentioned authors work. 

So just what constitutes a mountain? The most tangible method used today for 

defining a mountain is elevation. Price (1986) argues that a land form must 

reach an altitude of over 300 metres to qualify, I suggest a more subjective 

definition, which would include in addition to Prices classification based on 

elevation: local relief, steepness of slope, and the amount of land on the slope. 
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For the sake of this thesis however, it is more important that a mountain is 

viewed as a mountain in the eyes of the general public than the fact it meets the 

required criteria. Thus I have not used the above definition. I prefer Peattie's 

(1936, p 4) definition, that a mountain is a mountain because of the part it plays 

in popular imagination. He goes on to state that it may be hardly more than a 

hill, but if it has distinct individuality, or plays a more or less symbolic role to 

the people, it is likely to be thought of as a mountain by those who live about its 

base. In mountainous areas like the South Island of New Zealand, the lesser 

peaks of the Southern Alps are often lost in the majesty of the higher peaks and 

thus remain nameless, whilst in the flat plains of the North Island even a small 

promontory may be a 'mountain' to the local inhabitants. Consequently, in this 

study I have used all existing paintings for the time frame indicated in which the 

artist has considered the relief feature a mountain. 

1.4 Thesis Format 

The remainder of this thesis contains five chapters. The following chapter, 

chapter two outlines current aesthetic theories on why certain mountain 

landscapes are more preferable to humans than others. These theories fall in to 

three categories; behavioural, individual and cultural. 

Chapter three exammes historic European attitudes to mountains from 

prehistoric times until the nineteenth century. This historical perspective has 

been included so that the reader will better understand how cultural conditioning 

can shape a society's attitudes towards mountains and how collectively an 

outlook can change over time. It will also explain the existing biases European 

colonists had towards the mountain landscape on arrival in New Zealand. 

Chapter four begins by comparing the reactions of Maori to those of European 

settlers when first encountering the mountain ranges of Aotearoa. In particular it 

will concentrate on the cultural factors that shaped European mountain 

preference from colonisation up until 1950. 
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Chapter five looks at individual factors of aesthetic preferences, by comparing 

different artists depictions of Mt. Taranaki and Mt. Cook through time, and how 

each image has been shaped by the artist's period of work and their individual 

background and upbringing. 

Chapter six is the results of a visual stimulus survey completed at the three major 

South Island Galleries. From the results collected I have assessed what types of 

mountain landscapes are most commonly produced in landscape painting, thus 

allowing conclusions to be made on whether New Zealander's have a collective 

image of an 'ideal' mountain landscape. 

Chapter seven concludes this thesis and summarises the main findings as well as 

speculating on the potential ideal mountain landscape of New Zealanders' .  
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Chapter Two 

Aesthetic Theories of Landscape Preference 

2.1 Introduction 

Aesthetic theories when applied to the landscape, explain why certain land forms 

are preferred over others. According to Dewy (1934), there are three main 

factors influencing our aesthetic responses to the land. Biological factors, which 

are innate and relate to our evolutionary need for landscapes that promote 

survival, cultural factors which are shaped by the society in which we live and 

lastly personal factors which relate to individual upbringing and our own 

personal lifestyles and beliefs. Distinguishing which patterns of behaviour are 

attributable to which category however can pose significant problems as a clear 

distinction between the three modes of behaviour is not always possible. In 

effect each mode of behaviour often has a strong influence on the others. The 

theories reviewed in this chapter, have been set forth as 'biological', 'personal' 

and 'cultural' by their proponents, thus I am not proposing any new aesthetic 

theories relating to landscape but merely outlining pre-existing concepts. 

2.2 Biological Base for Aesthetics 

Biological theories suggest that humans have an innate preference for certain 

types of landscape structures and forms, because they were associated with 

habitats conducive to survival during much of our evolution. Proponents of 

biological theories of landscape argue that such preferences are still maintained 

even though they may no longer be of importance for our continued existence. 

Biological aesthetics are geared towards survival, whether of the individual or 

the species. Aesthetic preferences therefore, must be for landscapes that appear 

to enhance survival. This assumes that humans obtain aesthetic pleasure from 

satisfaction of basic drives shared with animals and that the environmental 

implications of these genetic drives will be fundamentally the same. For 

example, long term survival requires a landscape that provides shelter, safety, 

food and water no matter whether human or animal. 
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The crux of biological theories of aesthetics, therefore, is the belief that the 

powers of attraction which drew primitive mankind to certain more favourable 

kinds of landscape, have not been eliminated from our genetic make-up. Thus to 

elicit a spontaneous positive response in humans a mountain landscape must 

appear to offer satisfaction of biological needs. Landscape aesthetics therefore, 

address the relationship between survival and aesthetic preference, making a 

connection between early human habitats and modern landscape preference. 

Today, no direct evidence of a genetic basis for aesthetic behaviour exists. 

Biological theories are highly speculative in nature as the genes responsible for 

landscape preference remain unidentified and thus hypothetical. For the 

purposes of this chapter however, we will follow the premise that if such a gene 

could be established, the resulting patterns of aesthetic behaviour could be 

regarded as biological laws. 

2.2.1 Habitat Theory 

In the Experience of Landscape, Appleton ( 1 975 , p 69) states that: " aesthetic 

satisfaction experienced in the contemplation of landscape, stems from the 

spontaneous perception of landscape features which, in their shapes, colours, 

spatial arrangements and other visible attributes act as sign-stimuli indicative of 

environmental conditions favourable to survival, whether they really are 

favourable or not. This is called Habitat Theory." 

Habitat theory is clearly a biological law as it is all about the ability of place to 

satisfy biological needs. It relies on the premise that the experience of landscape 

is that of individual perception and response to an individual scene. In other 

words it does not matter if a landscape is not conducive to survival as long as it 

is perceived as such immediately by the viewer without rational calculation. 

According to Bourassa (1991), "we see the objects which comprise our 

environment as symbols suggested by associating properties which are not 

necessarily inherent in the objects themselves". In Appleton's above mentioned 

work, this biological basis for aesthetics was used to create a classification 

system which enabled landscape to be categorised into functional rather than 

morphological categories, so that a breakdown of landscape could be made for 

descriptive purposes. From here, Appleton, identified two elementary concepts 

to which he attached the names Prospect and Refuge. 
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Prospect entails the unimpeded opportunity to see, whi lst Refuge relates to the 

necessity to hide . Seeing and hiding allow spontaneous appraisal of the 

landscape whi lst reducing anxiety and restlessness . This is because, where 

present these perceptions al low the viewer to feel safe and secure. According to 

Appleton ( 1 975) ,  the ability to see and the abi lity to hide are both important in 

calculating a creatures survival prospects . Thus he label led this part of his 

hypothesis prospect refuge theory . 

2.2.2 Prospect Refuge Theory 

Appleton ( 1 975) ,  explains the relationship between prospect refuge theory and 

habitat theory as follows: " Habi tat theory postulates that aesthetic pleasure in 

landscape derives from the observer experiencing an environment favourable to 

the satisfaction of his biological needs. Prospect refuge theory postulates that, 

because the ability to see without being seen is an intermediate step in the 

satisfaction of many of those needs, the capacity of an environment to ensure the 

achievement of this becomes a more immediate source of aesthetic satisfaction. "  

Prospect theory introduces a third environmental factor into the scheme by 

implying the need for protection against ome form of hazard. A hazard is 

considered any source of danger that might be necessary to avoid. Much of the 

appeal in the genre of landscape painting stems from the relationship between 

primitive refuge epitomised by a safe secure house or camp and potential hazards 

of the surrounding mountains. An example of this is John Gibbs' oil painting 

Clearing up after rain, foot of the Otira Gorge, 1 89 1 ,  (Figure 2 . 1 ) .  

Figure 2.1 John Gibb ( 1 83 1 - 1 909), Clearing up after rain, foot of the Otira 

Gorge, 1 89 1 . 0il on Canvas, Robert McDougall Art Gallery ,  Chch. 
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Colonial painting could possibly provide evidence of a biological basis of 

aesthetics, for if there are laws governing what we find aesthetically appealing, it 

seems likely, that they will be apparent in colonial art work where the need for 

such biological factors is at its greatest. For life supporting features must dictate 

to a large extent where colonists decide to settle. The fact that the sublime is an 

element in later New Zealand painting is also an indicator that there is a 

behavioural element to aesthetics. For according to Burke (1958), the sublime 

can only be appreciated when there is no real danger. Furthermore, any object 

natural or artificial rising into the sky commends itself as a symbol of prospect, 

and thus must be viewed aesthetically favourable if Appleton's hypothesis is 

correct. 

2.3 Cultural Base for Aesthetics 

Cultural rules are those bases for behaviour that are transmitted socially rather 

than genetically. Aesthetic preferences that are culturally based manifest 

themselves in the activities of groups of peopl� rather than single individuals. 

Such groups can be determined by biological characteristics as well as cultural 

characteristics and are not defined by size. Thus it does not matter if some 

cultural attitudes and behaviour are shared by as few as two individuals as long 

as those views were transmitted socially. Social transmission occurs through a 

number of tools, including language, religion, television and other cultural 

media. Art is an important factor in cultural transmission, as all art is shaped by 

society. In art, nature has always been seen through the frames of culture; all 

painting is a 'cultivated' activity. 

According to Tomory (1968), painting can only exist in the light of previous 

painting, and represents a response as much to the world of art as to the world of 

nature. As Tomory goes on to explain (1968, p 16) : "all culture, all language, all 

art, is a distorting preconception applied to nature; or, more exactly, nature is 

cultivated their is nothing (knowable) to distort. " Aesthetic values must be 

viewed in their cultural and historic contexts as different cultural groups 

maintain different aesthetic values, which constantly change over time. 

Furthermore artists and geographers alike ascribe cultural and personal value to 

the physical attributes of the land. 
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Zube and Pit ( 1981 ), believe that race is irrelevant to landscape preference unless 

it corresponds to some meaningful cultural group, whilst it is unclear in the case 

of age whether behavioural differences between sexes are due to biology or to 

socially defined sexual stereotypes. According to Midgley (1978), the identities 

of cultural groups are achieved symbolically. The landscape is one form through 

which cultural groups seek to create and preserve their identities. It seems likely 

therefore, that any new environment will be perceived as a cultural threat if it is 

not similar to the landscape of their homeland. As stated by Rowntree (1981, p 

62): "Since landscape tastes are nurtured by traditional scenery, the connection 

with historic preservation becomes obvious: people tend to preserve the familiar' 

This should have a significant effect on the attitudes of colonists to the 

mountains of New Zealand as the distinctive, mountain landscape of this country 

is in many cases very different from other parts of the world. 

2.3.1 Cultural Stability- Identity Theory 

Costonis's (1982, 1989), cultural theory of landscape aesthetics emphasises both 

symbol and habitat as important elements of preference. As an explanation of the 

nature of cultural rules, this thesis finds a basis for aesthetic controls in the 

desires of groups to protect their identities by exercising controls over their 

environment. Thus aesthetic values are reflections of groups desire to maintain 

stability and protect their identities, or as Costonis postulates: "certain 

configurations are compelling because they signify values that stabilize cultural, 

group or individual identity", (1989, p 357-9). 

The importance of symbolism in cultural attitudes toward landscape is 

demonstrated by the fact that even the labels one attaches to landscape can have 

significant impacts on preferences for those scenes. This idea will be looked at in 

Chapter four, though the renaming of Maori mountains with European names, in 

particular Mt. Aorangi to Mt. Cook. According to Kaplan (1989), familiarity is 

the biggest variable accounting for differences amongst cultural groups. Kaplan 

noted, familiarity results from experiencing a place, and that this experience can 

take different forms such as residing in or visiting a place, or indirect forms such 

as reading about a place. Kaplan also noted that familiarity is meaningful as a 

source of cultural aesthetics only if one's experience of a place is imbued with 

some sort of social significance. 
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Cultural experience must affect patterns of association, our emotional reaction to 

something is always shaped by the society in which we live. Many landscapes 

for instance, are unconsciously full of significance to the viewer. This would 

help explain why individuals have a stronger feelings for the land, when they are 

at home and in their own town or region, when they know the place and its 

people and are known and accepted their. Information collected from the three 

main South Island Art Galleries (Chapter 6) seems to support this theory as there 

is a definite local effect in each of the three galleries with a prominence of 

mountain reliefs from the area in which the gallery is situated. 

2.4 Personal Base For Aesthetics 

It has been argued by Vygotsky (1960), that biological and cultural modes of 

aesthetic experience, come together by way of personal development and 

strategies. Much of what is referred to as personal behaviour is in fact 

biological and cultural in origin. Occasionally, however, individuals can 

transcend the constraints of such modifiers of behaviour through personal 

idiosyncrasies. In the world of Art, paintings by such individuals are usually 

rejected by main stream tastes as their revolutionary ideas are not often accepted 

by the general public. Thus to gage whether an artist's depiction of a mountain is 

applicable to mainstream tastes you need only look to the reception the artist 

received at its time of production. 

According to Bourassa ( 1991 ), when focussing on personal idiosyncrasies in 

landscape aesthetics, there are two types of personal strategies . The first 

perception strategy, involves ways of seeing the landscape, and include the likes 

of artists who transmit their personal modes of understanding to others through 

the use of canvasses as a medium. The second design strategy, relates to the 

extent that individuals are able to incorporate aesthetic innovation in plans or 

designs for modifying the landscape. Geographers fall into this category, as they 

try to understand the nature of the land so they can implement and enforce 

policies that protect whilst simultaneously enabling development of such 

landscape features. 
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Personal strategies are the means by which individuals take advantage of 

opportunities to be innovative. Landscape art must therefore, fall into this 

category. Artists not only reflect the perceptions of society towards a landscape, 

but in many instances their personal creativity manifests itself in changing 

cultural aesthetic outlooks. Determining the extent of cultural conditioning in 

the artists work however, is often extremely difficult as the two can never be 

mutually exclusive. Creative perceptual strategies are important in landscape 

aesthetics because they may result in changes in cultural attitudes toward the 

landscape. Evidence in chapter four for instance, seems to indicate that 

landscape painting has in New Zealand played a considerable role in changing 

the attitudes of early colonists towards the mountain scenery of this country. 

Personal experiences must play a part in aesthetic response to mountains. 

Accidental exposures to. the whims of nature and the chances of life, registered 

perceptibly, have a considerable role in forming persons and shaping aesthetic 

appreciation of nature. A child who has had a scary or dangerous incident in the 

mountains for example, may fear mountains in later life and thus have a lower 

perception of them than some one with only positive childhood recollections. 

However, because it is so difficult to isolate individual and cultural bases for 

aesthetic preference, the following thesis has not done so, instead individual 

artist's perceptions towards the landscape have been looked at in the context of 

cultural change. In particular, attention has been paid to the depictions 

individual artists have made of Mt. Taranaki through time, thus putting each 

artist into the cultural setting whilst hoping to isolate what is individual and what 

is culturally conditioned. 
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Chapter Three 

Historic Attitudes Towards Mountains 

3.1 Introduction 

Worldwide, the current attitude towards mountains 1s almost universally 

positive. So much so that it is hard to understand how we could ever have 

perceived these distinctive relief features in anything other than a favourable 

light. Mountains are to New Zealanders, features of national importance, 

irrevocably linked with the "clean green" image we promote abroad. 

This is because mountains are viewed as the last bastions of nature in the raw, 

locales where endangered wildlife and fauna can thrive; places where people 

can escape to to get away from the hustle and bustle of city life, and take part in 

outdoor recreational activities that seem to be so much a part of modem day life. 

Because of this rose-tinted view, a large part of New Zealand's alpine areas has 

been placed under lock and key and excluded from development and 

exploitation under the National Parks Act of 1980 and the Resource 

Management Act of 1991. 

Internationally, this positive image of mountains is so widespread that it is 

almost impossible to believe that there were periods in earth's history when the 

feeling towards mountains was other than what it is today. Yet historically, in 

many cultures and countries the predominant feeling towards mountains was in 

fact that of fear, awe, terror and distaste. Consequently, in order to understand 

our current empathy with the mountains of New Zealand we must first trace the 

developments of these ideas through time, and place them in historical 

perspective. In particular it is important to trace the development of mountain 

topophilia through western civilisation, concentrating on the antecedents of the 

British, who (along with the Maori) were the predominant cultural force 

contributing to current attitudes towards mountain scenery in New Zealand. 
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3.2 Prehistoric Traditions 

The earliest evidence of human interplay with mountains, indicates an 

association dating as far back as the stone age. (Price, 1981). During this and 

later periods, mountains due to their size and dominance over the landscape 

were viewed as the home of spirits and gods. The Greeks for instance, thought 

Mt. Olympus was the home of Zeus the god of weather. The connection 

between mountains and bad weather, was influential in many different cultures' 

beliefs that mountains were the home of gods. 

Where conditions in the landscape were harsh and unpredictable, as in volcanic 

areas, the people of the area tended to see the mountains in a negative light. 

Volcanic eruptions were often interpreted as signs of the god's wrath and 

displeasure with mortals, as were high altitude sickness, avalanches and bad 

weather in the mountains (Price, 1981). In South America for instance, local 

custom has it that the god of hail and lightning resides in the highest peak of the 

Andes, Mt. Ausangate, and that when hungry he will become angry and wrap 

the mountains in clouds, sending down lightning and hail to destroy the fields 

(Mishkin, 1940, p 237). 

Mountains with abundant food sources, mild peaks and fair weather on the other 

hand were taken as indicators that the gods were benign, benevolent and good. 

Thus in times of difficulty and war many cultures such as the Albigensians of 

Languedoc retreated to the mountains for protection and safety (Tuan, 1980). 

Water, the giver of life had its source in such peaks and the unearthly looking 

substance snow resided there, as did a variety of strange mythical looking 

beasts, such as the Giant Panda of China. As the highest points on the earth's 

surface, mountains were considered sacred due to their closeness to the heavens. 

Many societies thus believed they descended from mountains, such as the 

Panzaleo of highland Ecuador who believed they came from the volcano 

Tungurahua, (Price, 1981). 

In many countries where the topography was flat, the ruling classes created 

elaborate temples in the shape of mountains, which were used as shrines for 

worship. The Pyramids of Egypt and the Ziggurat's of Babylon are examples, 
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both having strong religious connotations to their creators and according to 

Tuan ( 1974), the meaning of a hill from afar. In such ancient cultures, the 

variety of natural phenomena surrounding the mountains were blamed on the 

gods or the transgression of humans on hallowed ground. In order to appease 

the wrath of the evil gods and worship the good, various cultures established 

elaborate taboos, ceremonies and sacrifices. In the Andes, villages east of 

Cuzco, Peru offered coca and other foodstuff every August to the gods of the 

mountains, as protection against disease and to ensure good crops. It is not 

surprising considering the prevalence of such attitudes that the belief in the 

holiness of mountain places should have been carried over into the written 

traditions of the west. 

3.3 Western Traditions 

In western societies, aesthetic responses vary temporally, spatially and 

culturally, with a wide range of sources playing an important part in shaping the 

attitudes of the general population towards the mountain landscape. 

3.3.1 The Biblical Period 

The most influential source of mountain preference however, has always been 

that of the Bible. To the Hebrews of the Old Testament, mountains have always 

been objects of veneration and symbols of strength and peace, (Price, 198 1). 

The Hebrew world 'Aliayah', for instance not only denotes the pilgrimage to 

Jerusalem, but literally translates "going up" .  This is because Jerusalem was at 

one time considered the highest point on the earths surface and therefore the 

most sacred (Shepard,pers. comm.,1994). 

Other examples of the veneration and the esteem in which the bible placed 

mountains can be gleaned from the fact that Moses, received his ten 

commandments on the top of Mount Sinai (Exodus 19, 20, 24), whilst David 

said: "I will lift up mine eyes unto the hills, from whence cometh my help" 

(Psalms 121 .1). There are however, substantial differences between the 

importance of mountains in the Old and New Testaments of the Bible. 

Mountains for instance are mentioned in only 64 verses in the new testament 

compared to 509 in the old, (Price, 1981). 
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Price (1981) argues that this disparity is due to the greater length of the Old 

Testament and fundamental differences in philosophy behind the two texts. 

Namely, the fact that Christ takes centre stage in the New Testament, relegating 

nature and thus mountains to a more subservient position. Negative attitudes 

however, are also evident in the Old Testament where mountains due to their 

lofty and proud nature were considered suspect of praise, after all Christ was 

crucified on Mt Calvary, whilst the valley floor was seen as humble and 

therefore worthy: "Every valley shall be exalted, and every mountain and hill 

shall be made low" (Luke, 3.5), 

3.3.2 The Classical Period 

The contribution of classical antiquity to later western attitudes towards 

mountains has long been argued by writers such as Price, Tuan and Nicholson. 

Like the implicit dualism found in the New and Old Testaments, the Greeks and 

Romans were found to hold very strong attitudes towards grand nature, 

attitudes that continued well into the eighteenth century, thanks to the 

importance western writers placed on classical sources. 

The Greeks 

The earliest Greek writings on mountains shows there was a general 

ambivalence to mountain scenery despite the fact that Greece is a relatively 

mountainous country. The Greeks whilst recognizing the wild, rugged, and un

tamed nature of mountain scenery, preferred the more harmonious aspects of 

nature. Their anthropocentrism meant that the human form was considered the 

highest pinnacle of beauty, and what was good in nature was that which 

provided comfort and harmony to humankind. 

Because symmetry and order were the epitome of beauty, mountains were 

viewed with apathy and distaste (Price, 1981). This negative view of mountains 

was further instilled in the Greeks when the astronomer Ptolemy wrote his 

treatise on the importance of the sphere. In it he postulated that circular motion 

was the most divine form of movement, as all higher ordained patterns in the 

solar system seemed to be in a circular format (Shepard, pers. comm., 1994). 

Mountains were thus seen as abnormalities in the natural order and shape of the 

earth, which should have been a perfect sphere. 
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The Greeks however, did not hold on to dread indefinitely. In time their 

attitude of apathy and distaste gave way to a subconscious feeling of sympathy 

and kinship. This change in attitude towards mountains was instigated by the 

growing scientific interest in mountain phenomena. Homer's Iliad, for instance 

was one of the first works to make observations about mountain weather and 

speculate on the origins of mountains (Price, 1981). Aristotle, hypothesised 

that earth-quakes and volcanoes were closely related and that they were 

involved in the formation of mountains. Another Greek philosopher, Herodotus 

speculated that many mountains must have been under water at one time due to 

abundance of fossil remains on mountain sides. The Greeks were in awe of 

mountains due to their domination over the land. However, their general love of 

order, reason and restraint meant that despite a sympathy towards mountains, 

they rarely referred to mountains in either their art or literature. When the 

Greeks did mention mountains they had a select vocabulary that was to become 

an important inspiratory source for the western writers of the seventeenth 

century. 

The Romans 

The Romans by contrast never came to appreciate mountains as the Greeks did, 

except in distant views. Among the Latin poets, only Lucretius discerned a 

sublime beauty in the Alps (Geikie, 1912, p 287) .  Other poets described them as 

aloof, hostile and desolate (Hyde, 1915). As a conquering nation, the Roman's 

tended to view mountains primarily as wastelands, and as obstacles to 

commerce and conquest. In Caesar's time they regularly crossed the Alps, yet 

they never overcame their initial fear and dread and continued the practise of 

offering tributes to the mountain gods, in the hope it would ease the danger of 

their journeys. 

3.3.3 The Medieval Period 

Aesthetically, mountains in the medieval period were considered no better than 

grotesque wastelands. Medieval people paid little attention to the gander 

aspects of nature. The harsh conditions of life meant that survival was the key 

priority, there was no time to enjoy beauty for its own sake. Mountains could 

not be tilled, they were therefore considered barren and infertile regions of no 

practical use, except as a place of retreat in times of war and famine. 
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Robbers and outlaws utilising the isolation and anonymity of mountains often 

hid out in them, preying on unsuspecting travellers, thus making them a place of 

lawlessness which lowered their standing in the eyes of travellers. Medieval 

travellers despite traversing mountains regularly, would never have considered 

climbing to the top of a mountain for pleasure. As a result of this negative 

outlook, there are few favourable references to mountains in either the literature 

or art of the time. In paintings of the period, mountains are usually shown 

emblematically or symbolically as dark, twisted mounds rising out of the plains, 

(Rees, 1 975 p 306). 

3.3.4 The Renaissance Period 

Because of the strong hold of theology on science and philosophy throughout 

the period leading up to the seventeenth century, the general attitude of the 

public towards mountains was closely related to the way nature/human 

relationships were interpreted in the Bible. Theological debates abounded on 

whether mountains were created at the same time as the earth or whether they 

arose at some later date as a result of human sin. At this time, it was practically 

universally believed that mountains had been created by a supreme being. The 

whole concept of whether God created m.ountains in love or out of punishment 

however, was the issue that created a dual outlook towards mountains that was 

to continue well into the seventeenth century . 

Thomas Bumet's book The Sacred Theory of the Earth published in 1684, for 

instance, reiterated theories that had begun as early as the dark ages, namely a 

belief that the earth had once been a smooth sphere. His treatise postulated that 

as punishment for human sins the surface was ruptured and the interior fluids 

boiled out as "vast and undigested heaps of stones and earth", thus 

creating mountains. The deluge was also sited as a possible creating source of 

mountains. To those individuals who followed the writings of theologians such 

as Burnet, mountains were nothing but "warts, wens blisters and irnposthumes" 

to be viewed with repugnance and distaste (Nicholson, 1959). As deformities of 

the earth, mountains were seen as symbols of warning to those ambitious 

humans who aspired too high. It was thus sacrilegious to admire them as an 

object of beauty. 
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In contrast, were the theologians, who believed that God had designed the 

mountains during the seven days of creation. To them mountains were " temples 

of nature built by the almighty", monuments worthy of reverent contemplation. 

They wrote of Mountains using epithets such as "heaven kissing" and "star 

touching" (Price, 1981). In 1336, the poet Petrach climbed to the top of Mt. 

Ventoux in Provence simply for the pleasure of it, (Gribble 1899, p 18-19). 

Petrarch's climb is often cited as the first evidence of Renaissance appreciation 

of natural beauty. Leonardo da Vinci was another renaissance artist who made 

numerous observations about mountains in both his art and in his scientific 

notebooks. With a revolutionary outlook, Leonardo often scaled the heights to 

gain information. In his mind the whole idea of art imitating nature found 

decisive support in Greek and Roman writings on art. For him, mountains were 

the bones of the earth laid bare, carved by the incessant workings of water 

(Turner, 1993, p 183). He thus rejected the biblical flood as the casual agent of 

mountain formation, and projected known natural phenomena onto the 

unknown (Kemp, 1981, p 36). 

3.3.5 The Seventeenth Century 

Because the seventeenth century poets in England tended to repeat adjectives 

and epithets of their classical ancestors who were mostly derogatory when 

writing about mountains, the prevalent attitude remained unsympathetic. Artists 

of the seventeenth century responded to nature's smaller wonders rather than her 

large. The favourite landscape of the day was serene, charming lovely, rather 

than majestic, wild and irregular (Nicholson, 1959, p 37). According to Price 

(1981), the wild disarray of mountains and their utter lack of symmetry and 

proportion were difficult for the early modern mind to accept. Mountains 

represented confusion, and were quite unlike the order and uniformity these 

thinkers sought in the natural world. 

It is not until the end of the seventeenth century that we find clearer evidence of 

a new interest in mountain scenery, when publications began to appear which 

supported the idea of a purposefully designed earth and the usefulness of 

mountains. In particular they were seen as valuable wildlife reserves, and a 

source of minerals; moreover they converted salt water to fresh. 
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3.3.6 The Eighteenth Century 

The poets of the eighteenth century, however, were truly the first individuals to 

sing the praise of mountains. The "sublime" had come to Europe. As explained 

by Nicholson (1959), a sense of awe compounded of mingled terror and 

exultation, once reserved .for God, had passed over to various aspects of nature 

including mountain imagery. Jean Jacques Rousseau, in La Nouvella Heloise 

(1759), praised the mountain landscape to such an extent that he greatly 

increased the popular appreciation of Switzerland as a place of beauty. This 

popularity of Switzerland as a scenic wonderland was so profound it was to 

greatly affect the way in which New Zealand's mountains were depicted in the 

following century, with artists trying to liken the peaks of New Zealand to those 

in Switzerland (refer chapter four). 

So just what instigated this change in attitude towards the mountain landscape? 

Marjorie Nicholson, argues in Mountain Gloom and Mountain Glory (1959) that 

part of this shift in thinking was due to a reluctant abandonment of the the 

Greek astronomer Ptolerny' s theory that the circle symbolised perfection. 

Throughout the eighteenth century, it was commonly upheld that the earth's 

surface had once been smooth and that it had only assumed its irregular shape 

when the crust had collapsed into the sea. Scientific evidence however, began 

to disprove this theory and more and more writers and artists of the day began to 

champion the irregular and identify other geometric shapes with beauty, a 

beauty with the dual ability to be wonderful and terrible at the same time. 

The fact that mountains were more accessible due to better travelling facilities 

has also been sited as a reason for mountains loosing much fo their forbidding 

mien. According to Tuan (1974, p 73) : "emotion waned with familiarity." As 

travelling became safer, due to better transport facilities, much of the danger in 

travelling dissipated and the "Grand Tour" became an important part in the 

upper classes education. Travelling to the better known mountain ranges of 

Europe featured highly in this circuit. Part of the reason behind this sudden 

popularity of mountains as a tourist destination, can be attributed to Johann 

Jacob Scheuchzer of Zurich. Scheuchzer published a theory explaining why the 

light mountain air was good for health, thus greatly glamorized mountains, due 

to his belief in their recuperative powers (Freshfield, 1905). 
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3.3. 7 The Nineteenth Century 

By the middle of the nineteenth century a complete reversal had occurred in the 

Europeans image of the mountain. No longer seen as inhospitable and a place of 

horror, they had become a tourist attraction to equal the recuperative powers of 

Bath. Furthermore, the scientific focus of the last century had been joined by 

the English sense of sport and the development of tourism. In 1857, the British 

Alpine Club formed and in 1865, when Hudson, Hallow and Lord Douglas all 

lost their lives on Matterhorn, the disaster seemed to serve as a challenge rather 

than a deterrent. The modern period of mountain adoration had begun 

(Freshfield, 1905). 

So how does this adoration of mountains translate into the New Zealand 

context? The following chapter isolates Europeans perceptions of their new 

environment, by looking at the existing attitudes of Maori and comparing them 

to those of the first western explorers. In particular, it will begin by looking at 

the names given to the mountain ranges of the newly colonised land as there are 

marked disparities between the two cultures that highlights their different 

cultural backgrounds and outlook towards the land. Secondly, it will also look 

at the images of New Zealand sent back by the British to their homeland. 



Chapter Four 

Colonist's Perceptions of the Mountains 

of New Zealand 

4.1 The Naming of New Zealand's Mountains 
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The names given to a newly colonised land contain significant information 

about the landscape, including the attitudes of immigrants towards it, and the 

relationship of one place to another. Mountains are always amongst the first 

topographical features in any land to be named and make superb symbols of 

ownership as they are highly visible and imposing, usually dominating the 

environment within which they stand. To have named a mountain is to have 

stamped your presence on the land .  "Without this fixed grid of named features, 

we would be total strangers on the land, lost souls with no where to attach 

ourselves", (Mead, 1 984, p 20). 

Historically, the right to to name a mountain has always been associated with 

discovery, conquest or occupation. It is this fact that makes the history of New 

Zealand's mountain ranges so fascinating, for as a country we have been 

colonised by two separate and distinctive races, each with their own unique set 

of cultural rules and values. Consequently, when looking at how the mountains 

of New Zealand were first perceived by European settlers, one must first 

understand the prevailing attitudes of the Maori society, which pre-existed 

Europeans views by several centuries. 

4.1.1 Maori Mountain Names 

In New Zealand, the first interplay between mountains and humans occurred 

with the arrival of Maori around 800 AD (Orbell, 1 985). This Polynesian 

society had long standing traditions relating to mountains. It was these 

traditions which conditioned their aesthetic outlook and shaped their 

environmental perceptions. In particular, their cultural heritage invested 

mountains with the transmission and maintenance of tribal identity, for in the 

Pacific mountains had long been held in high esteem. 
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Part of this tradition included creating elaborate stories to explain how the 

mountains of Aotearoa came into being. For instance, when the great demi-god 

Maui dragged Aotearoa from the sea, Mount Hikurangi on the east coast of the 

North Island was the first part of the land to broach the surface. To Maori, 

Hikurangi means "summit of the sky" and the mountain was regarded as the 

lodestone for the universe .  As one of the first points on the Earth's surface to 

be touched by the new day's sun, Hikurangi was seen in the eyes of Maori as 

one of the true compass points of New Zealand (Kahukiwa, 1993). By 

attributing the creation of New Zealand and its mountains to their ancestors, 

they did much to diminish initial fears as to the hostile nature of their new 

environment. In effect they created an association that dated further back than 

actual history. To understand something is to have familiarised yourself with it 

and thus to have conquered your fear of it. 

They also established their identity in the new land by bringing on the journey 

from the Pacific familiar geographic names which could be placed in their new 

environment in remembrance of their ancestors and their journey across the 

Tasman. According to Davis, O'Regan and Wilson (1990), whole series of 

Maori mountain names belong together in groups, commemorating journeys of 

exploration by an ancestor and the myth memory of how the land was made. 

The significance of Maori mountain names can therefore only be understood 

through connections to other names and other places. 

The Maori name for this country's highest mountain, Aorangi or Aoraki, for 

instance, is the proper name of a central figure in one of Te Waipounamu 's (the 

South Island's) most important creation stories. Aoraki was an atua ancestor, a 

demi-god, who appears in similar stories throughout Polynesian Culture. 

Consequently, there are a large number of places in the North Island called 

Aorangi, places in Tahiti called Aora 'i and in Samoa called Aolangi, (Davis et 

al. 1990). In Maori society mountain names were important for the 

associations they had which were shared by groups of people, in the hapu or 

iwi. To a people with no written script, it was important to have the names of 

ancestors preserved in the geography of the land. Furthermore, as ancestors, 

mountains were not just geological features, but gods with an ability to cry, 

love, fight and move about the land. 
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Elaborate stories were told explaining how the mountains came in to being and 

how they obtained their existing positions in the land. Native tradition for 

instance describes the mountains, Taranaki, Tongariro, and Ruapehu as once 

being close together, until a quarrel amongst them led the two sisters Tongariro 

and Ruapehu to remove themselves to a distance (Ward, 1975). Traditionally, 

every tribal hapu has a particular mountain that is significant and revered. 

People to the east of the North Island for instance are referred to as "Nga uri o 

Hikurangi - the descendants of Hikurangi- the mountain." (Stokes, 1980). 

Unlike European bonds to the land, this tribal affiliation often goes far beyond 

mere physical boundaries to tribal territory. Mt. Moehau, for example, has a 

significance to the Te Arawa tribe despite being hundreds of kilometres away, 

because Tamatekapua, the commander of their canoe is buried there (Stokes, 

1980). Spatial placement is thus of little consequence to Maori in their social 

relations and ties to the land. Mountains are important through their lineage and 

emotional significance with actual distance of little consequence. Furthermore, 

because the dead were often buried on the sides of mountains, many have been 

given the status of tapu. When in 1841, the naturalist Dr Ernst Dieffenbach 

applied for permission to make the first ascent of Mt. Ruapehu, he was denied 

the right due to a Maori tapu enforced by the chief Te Heu Heu, (Pascoe, 1971 ). 

To Maori, mountains were a primary resource in a subsistence economy. Many 

mountain names, were thus used to describe the land physically and catalogue 

where the important resources were to be found. In particular they often listed 

the types of vegetation or animal life found on the mountain. Maunga Karetu, 

for example, translates to mountain of sweet grass, whilst Maunga Whio means 

mountain of the blue duck Mountains gave a sense of identity and purpose to 

the Maori and were clearly at the root concept of territory (Murton, 1987, p 91). 

The mountain ranges · also made ideal natural boundaries between tribal 

territories and thus were vigorously defended. Because tribes used names to 

assert their ownership of particular tracts of territory, many traditional mountain 

names were supplanted as new tribes conquered or occupied territory which had 

previously been under another hapu's control. The leaders of particular tribal 

groups would often name prominent peaks or ridges after parts of their own 

body to assert their tribe's ownership of the land, (Mead, 1984). 
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When later wamors conquered the same territory they did away with the 

original names and named the places after themselves. One example of this is 

the renaming of a peak above Lyttleton Harbour. Originally called Te Poho 0 

Tamatea (Tamatea's Breast), subsequent invasion lead to it being called Te 

Upoko O Mahuraki (Mahuraki's head), (Davis et al. 1990). 

Historically, Maori have always had a strong bond with the land, to the extent 

that they call themselves "tangata whenua", people of the land. Mountains as 

the most prominent visual feature within that land have always provided a 

special source of wealth emotionally, spiritually and figuratively. Revered and 

respected, mountains are an integral part of Maori personal and group identity. 

Mountains and hills help evoke feelings and recall the past and are therefore a 

strong emotional link with what is important to the Maori (Davis et a l. 1990). 

4.1.2 European Mountain Names 

The British explorers imposed a different cultural grid upon the land to that of 

the Maori. They did this by supplanting various Maori mountain names with 

those from their European culture and heritage, (refer Appendix A). For 

example, when the first European explorers voyaged to New Zealand in 1769, 

they brought with them a collection of mountain names from their homeland 

which they placed in their new environment. Mountains to them provided 

identifiable features that facilitated orientation and provided the cultivation of 

familiarity and belonging necessary when bonding with a new land (Lyndon et 

al, 1962, p 39-40). Humans have long assigned place names to notable features 

in their environment in order to define territory and build feelings of security. 

For a named place is a known place. The Europeans were therefore continuing a 

tradition practised by Maori. Throughout New Zealand, they compared and 

named the geographical features after well known European mountains. Ben 

Nevis for example, was named due to its similarity in height and shape to a well 

known mountain in Scotland. Basically, by placing familiar names within their 

new environment the early explorers and settlers were unconsciously helping to 

establish an automatic feeling of kinship to the land, in much the same manner 

that the Maori had by using traditional names from Polynesia. 



28 

Unlike the Maori names given to the mountains, however, the majority of 

Pakeha mountains names marked individual places and individual memories of 

parcels of history. They generally had no particular connection to each other, 

each standing in its own right. Thus, although some Pakeha place names had 

deep emotional associations for some people, these tended in general to be 

associations important to an individual rather than those shared by a wider 

group. European ties to the land also tend to be spatially controlled. Rarely 

would a Pakeha claim a deep emotional significance to a mountain that was not 

in the near vicinity of their home town, as do Maori. In Western cultures 

however, a mountain can be named for a variety of reasons, of which the 

majority are considered a form of accolade (Table 4 . 1 ) . 

TABLE 4.1 The Reasons Mountain are Named. 

Reason 

I ) The right of Discovery 
2) An Accolade 
3)  Right of Ascent 
4) Self Gratification / Occupancy Right 
5) Similarity to Named Peak 
6) Factual Description 
7) Height 
8) Mood Conveyed 

Example 

Mt. Cook 
Mt. Wakefield 
duFaur Peak (Copland Pass) 
Mt. Richmond, Mt. Erewon 
Ben Nevis, Ben Lomoud 
Mitre Peak 
6- 1 (Rainbow Range) 
Devils Peak, Remarkables 

The origin of many mountain names goes back to the early settlers of high 

country stations, who had a propensity for labelling their local relief features 

after themselves in order to establish their occupancy of the area (Table 4 . 1 ) . 

To Maori, the Pakeha practise of renaming the peaks of Aotearoa could be seen 

as nothing but an affront to their prior claim to New Zealand. Archaeological 

evidence clearly shows that the Maori were familiar with all the major alpine 

passes of New Zealand, long before European settlers started to arrive, having 

extensively explored both the main islands despite their predominant population 

base in the North Island (Anderson, 1992, p 39). The European settlers, may 

have offered to Maori, the full exclusive ownership of Aotearoa's natural and 

physical resources under the Treaty of Waitangi ( 1 840), but in reality their 

practise of renaming the snowy peaks of New Zealand, is a more accurate clue 

as to their feeling of ownership over the land. 
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The names given to the land can often reflect the first impressions a mountain 

makes on the viewer. It is not a coincidence that mountains world wide have 

been called "Devil 's Peak", when you consider that the shape and size of these 

mountains often means they are terrifying to look at. Conversely ,  if you travel 

to Queenstown's Remarkables, you know you are going to be looking at 

something out of the ordinary . The status and prestige that the Pakeha 

associate with mountains is exemplified by the renaming of Maunga Aoraki to 

Mt  Cook in the late eighteenth century, in honour of Captain James Cook's 

rediscovery of New Zealand for the British . To have a mountain named after 

oneself has always been in  western society one of the highest accolades of 

success and achievement. 

Yet just because the early colonists put names to the mountains, i t  does not 

necessarily  follow that they viewed them in a positive light. The imagery and 

writing that has survived from the period of settlement tends to suggest that the 

opposite holds true, and that the earliest colonists considered the mountain 

ranges of New Zealand, dangerous, ugly and visually menacing. This was a far 

different outlook from that developing in their homeland at this time, thus it is 

important to follow the developments in mountain appreciation from the arrival 

of the earliest European Explorers who sent back the first images of the 

mountains of New Zealand and thus encouraged the eventual settlement of 

Aotearoa. 

4.2 Ocean Explorers 

During 1 642- 1 643, the Dutch navigator Abel Tasman voyaged to the Southern 

Hemisphere and took back with him the first images of New Zealand (Figure 

4. 1 ), (Smith, 1 960, p 9). Limited to coastal profiles, due to the fact seamen 

remained aboard ship, the images depicted were the first indicators of the 

mountainous nature of the country. 
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Figure 4.1 Coastal Profiles from Abel Tasman's Journal, ed. J .  Heeres ( 1 898) .  
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One hundred and twenty five years later Captain James Cook made a similar 

voyage in order to observe the 1 769 transit of Venus across the sun and to seek 

the much discussed southern continent that Tasman thought he had found when 

he sighted New Zealand (Smith, 1 960). Promoted by the Royal Society, 

important steps were taken on the Endeavour to advance the techniques of 

objective observation and recording by the use of trained scientific observers 

and professional artists. This approach to nature followed the premises of 

careful observation, accuracy of depiction and experimentation. As an empirical 

approach to nature, this was a far cry from the neo-classical approach and 

practise of landscape painting that existed in England's newly established Royal 

Academy. At the Academy, Claude Lorrain was held up as the model of those 

who sought the perfect art of landscape. This constituted official recognition of 

those neo-classical theories where nature was to be rendered by the artist not 

with her imperfections clinging to her but in her perfect forms, (Smith 1 960). 

Figure 4.2 Claude Lorrain ( 1 600- 1 682), Sunrise, 1 647-48. 

Oil Painting, 1 03 x 1 34 cm, Museum of Art, New York. 

If we compare C laude's mountain landscape, Sunrise, 1 647-48 (Figure 4.2), to 

one of Hodges earliest images of New Zealand, The Entrance of Dusky Bay, 

1 773, (Figure 4.3) we see a major disparity in both technique, style, content and 

thus  attitude. In particular Claudes landscape has been placed in so many 

pictorial devices that the truth of the landscape has been highly compromised. 

Such pictorial devices include the formula of framing side wings (usually trees), 

a brown foreground (with human figures), a green middle ground and a blue 

distance ( including mountain silhouettes). 
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Hodges has done away with such conventions that pertain to picturesque 

assymetry in h is  concern for accuracy. Thus we see mountains that are 

representational , and a landscape that is painted on many horizontal plains, 

instead of three. 

Figure 4.3 William Hodges ( 1 744-1797), The Entrance of Dusky Bay, 1 773. 

Watercolour. 

So why were the first images of New Zealand depicted in such a different 

manner? Basically, Cook's visits to the Pacific required of the artists a new set 

of priorities that differed from those of Britains' neo-classicists. On board, 

professional artists trained in art schools and academies, worked side by side 

with nautical and scientific draughtsman whose training procedures were very 

different. It was to have a significant outcome on the type of work produced by 

the two ship artists, Hodges and Parkinson. In particular their mode of 

perception was less dominated by neo-classical theories of art and more 

influenced by empirical habits of vision,  (Smith, 1960). Neo-classical theory 

had stressed the supreme importance of the unity of mood and expression in the 

highest forms of landscape art. Analytical and empirical observations however, 

tended to lead to the disruption of such unity forcing the artist to look at the 

world as a world of disparate things, (Smith, 1 960). 

On 7th of October 1769 the coast of New Zealand first came into sight. Cook 

recorded into his journal the following day: "The land on the sea-coast is high, 

with white steep cl iffs and back inland are very high Mountains, the face of the 

country is of a hil ly surface and appears to be clothed with wood and verdure. "  

(Eldredge, 199 1 ,  p 5 1 )  Cook later reproduced a number of  his profiles of the 

land in his journal of a voyage to the South Seas (Figure 4.4 ). 



Figure 4.4 James Cook ( 1 728- 1 779), A View of Snowy Mountains, 1 770. 

Pen and Ink, 1 26 x 650 mm. (Kaikoura Coast). 
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As in his description, Cook's profile depicted the mountains devoid of sentiment 

and as accurately as his drawing skills would allow in  order to gain as much 

topographical fidelity as possible . Topographical paintings were used at this 

time to legitimatise the reality of conquest and empire. Thus lands were claimed 

on paper long before settlers actually colonised. In effect, topographical 

painting provided a means of taming the land, by rendering it recognisable and 

habitable, thus giving a sense of ownership to the possessor . A further 

indicator of this relationship is the fact that a large percentage of the imagery to 

come out of this period carries detailed written descriptions of the physical 

features of the mountains, their names, locations and geographic positions. 

Such is the case in Charles Heaphy's watercolour, Coastal Profiles from Mt. 

Egmont to Queen Charlotte Sound, 1 842 (Figure 4.5). 

-·· . 
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Figure 4.5 Charles Heaphy ( 1 820- 1 88 1  ) ,  Coastal Profiles from Mt. Egmont 

to Queen Charlotte Sound, 1 842. Alexander Turnbull Library. 
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On Cook's journeys the intense study of mountains acquired a new significance 

even for the landscape painter. From the mountainous landscapes of the Pacific 

it was hoped that the meaning of nature and the origin of life could be found 

(Eldredge, 1991). Artists were therefore encouraged to depict what they saw as 

accurately as possible, because only " through close scrutiny and careful 

description could they be made to yield their meaning" (Eldredge, 1991, p3). 

Such a detailed analysis of the mountain regions of New Zealand had important 

repercussions in painting in that relationships became apparent in the world of 

nature between certain types of rocks, plants, animals and climates. These 

ecological relationships were quite different from the relationships imposed by 

neo-classical landscape painters in the search for a unity of mood or expression. 

Thus, even though the topographers of this period imposed on the New Zealand 

scene, the forms and light of a landscape tradition they had carried with them 

from Europe, they had in fact disposed of many other conventions in their need 

for accuracy and fact. 

Images of New Zealand were a recurnng motif in England at this time. 

Reproduced by means of engraving in English journals and news papers, 

mountains featured in the majority of published imagery of New Zealand. This 

occurred because mountains dominated the skyline when looking at New 

Zealand from the sea, which was the most common perspective used by ship 

bound artists. Furthermore, coastal profiles were constantly reprinted in England 

in order that navigators could visualise the appearance of the coast. Mountains 

also made good motifs to show ownership, for drawing an image of a new land 

was considered the equivalent of cordonning it off. The roots of this practise 

obviously relate back to the importance of map making in giving power to its 

possessor (Beatson, 1994). 

4.3 Emigration 

In New Zealand, mountains played a prominent role in shaping this country as a 

nation, by dictating where the first European settlements were located. From 

the 1830s to the 1850s, European settlements were founded throughout 

Aotearoa due to the promotion of the newly formed New Zealand Company 

(1825). It was their practice when looking for locales to establish settlements, 
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to choose areas with extensive flat lands.  Locales that were too steep were 

quickly rejected . Thus the Honourable H .  W. Petre states :  " although Port 

H ardy (D'urvil le I sland) is an excellent harbour, with the land surrounding it 

c lothed with timber, it consists of hill s so high and steep as to be scarcely fit for 

settlement" , ( Petre, 1 842, p 1 0) .  

Consequently, the first two settlements, New Plymouth and Nelson were both 

regions with flat lands surrounded by mountains.  The New Zealand Company 

considered it important to have mountains near the settlement areas because 

they made ideal motifs to depict and send back to would be immigrants due to 

the fact they were features easily recognisable to the colonists on ettlement and 

thus  helped establish on arrival and instant rapport with the land (Johnson, 

1 977) .  This l ink between art-making and colonial occupation can be seen by 

the commission of Charles Heaphy and William Fox by the New Zealand 

Company to map the land and to create seductive images that would lure new 

settlers to Aotearoa. The New Zealand Company considered it important that 

all immigrants be familiar with the major features of relief before their arrival . 

They thus made avai lable relevant information, in particular, whether the 

country was flat or hilly, the extent of the mountainous lands and the location of 

the flat or level land . To do this, paintings such as Fox's watercolour, Allington 

in the Waimea Plain, Nelson , 1 840's (Figure 4 .6), and promotional pamphlets 

were distributed describing the notable features of relief. 

Figure 4.6 William Fox ( 1 8 1 2- 1 893), Allington in the Waimea Plains, 

Nelson, 1 840's. Watercolour, 263 x 37 1 mm, Hocken Col lection. 
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The New Zealand Company also selected complimentary pas ages from 

accounts of early explorers . "To those who love wild rocky mountain solitudes, 

with forest masses in their clefts- to whom, in short, the usual characteristics of 

fine mountain scenery are among the things which make life enjoyable- New 

Zealand will probably present more external attractions than any other 

emigration field", (Burton, 185 1 ,  p 4). In an attempt to reassure would be 

colonists as to the suitability of New Zealand for settlement, it was also the 

practice of the New Zealand Company to warn settlers that the first impressions 

of the land, often one of steepne and apparent sterility were false. A the 

Plymouth Company noted in its pro pectus; "The first appearance of the 

Southern Island is uncompromising; a succes ion of apparently barren 

mountains stretching away from the coast. .. But, on nearing the land, you find 

that the whole is covered to the very highest points with timber and 

brushwood ", (Granville, 1840, p 45). 

It is during this period of colonisation that manipulation of our mountainous 

landscapes in painting is at its highest. For it must be remembered at this time 

the New Zealand Company had just about complete control over what image 

were sent abroad. They wanted coloni ts to believe that there were vast plains 

that would be ideal for grazing and development, thus they got artists to mold 

the landscape to fit their ideals. Furthermore, the proce s of commercial 

lithograph reproduction almost completely eradicated the distinctive and 

individual qualities of the original watercolours. 

Figure 4.7 William Fox, Port Lyttleton, Passengers by the Cressy IAnding, 

1851. Etched by Tom Allen. 165 x 277mm, Nat. Lib. of Australia. 
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Engraver' s often embellished features, such as the numbers of people in the land 

and the level of colonisation in order to create the most seductive image . Tom 

Al len's etching of William Fox's 1 85 1  painting, Port Lyttleton, Passengers by 

the Cressy Landini (Figure 4.7) ,  is such an example of a deliberately distorted 

landscape . It supports Appleton's hypothesis that there is a biological base for 

aesthetic preference, in the fact that the landscape has been distorted to create an 

image that is more hospitable to colonists and thus more conducive to survival . 

The fact that economic considerations affected artists perceptions can be seen 

from the frequent exaggeration of the extent of resources which would be 

favourable to the development of the colony (Overton, 1 986, p 82) .  Because of 

the negative l ight that mountains were held in, this meant that grassy plains 

were often accentuated at the mountain's expense. In particular, mountains 

were often ignored or understated by the use of pale colours and shadings, low 

slope angles or decreased relative size. William Fox's watercolour 'On the 

Grass Plains below Lake Arthur [Rotoiti] '  (Figure 4.8) ,  painted in 1 846 is such 

an example of deliberately misleading visual imagery . 

Figure 4.8 William Fox, On the grass plain below Lake Arthur, 1 846. 

Watercolour, 243 x 350 mm, Alexander Turnbull Library. 

In  this  painting we see a wide grassy plain extending for many miles towards 

rolling foothi l ls  and distant mountains .  The left side of the painting is 

unencumbered by hills thus giving the impression that the valley floor continues 

far to the left, when in reality, the valley is surrounded by hil ls and is less than 

five kilometres wide, with the mountain ranges far closer and higher than 

depicted. 
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Much of the sublime power and grandeur of our alpine scenery during this 

period was toned down in order that colonists did not get a negative impression 

that would put them off settlement. In other words settlers were not ready for 

romanticism in their painting as that would mean the accentuation of the wild. 

Writers too favoured a landscape that would be favourable to colonists. They 

did this by tempering their descriptions of the land and using non-descriptive 

terms such as hilly and mountainous, with little attempt to be specific. 

According to Johnston (1990), not only did the terminology when applied to 

mountains remain undefined, but heights and other statistics were generally 

omitted even though several of the early explorers and visitors had attempted to 

estimate height and aerial extent. At this time any positive reference to 

mountains seems to use descriptions such as "strikingly rich and grand" terms 

which pertain to the mountains wealth of resources, in timber and coal, rather 

than their physical beauty. 

The success of the New Zealand Company' s  propaganda can be seen in the 

writings of newly arrived colonists who often wrote of their surprise at the hilly 

nature of the country. Such were William Cullen's first impressions of Nelson: 

"There is some very good land here, but it is very hilly, and the hills are so 

steep, that a person standing on one side of them, would be afraid to look to the 

top lest he should fall and break his neck at the bottom", (Anonymous, Letters 

from Settlers, 1843, p 760). 

The New Zealand Company also encouraged artists and writers to make 

comparisons between the mountains of New Zealand and popular European 

reliefs .  Thus many settlers could only see in the landscape a reflection of 

Europe. A glimpse of Mt. Egmont could recall Mt. Blanc seen from Geneva. 

Writers thus used familiar features of the British landscape ·as a yardstick by 

which descriptions of New Zealand's mountains could be compared, either in 

terms of their similarity to Britain or to emphasise their more exotic character. 

Part of this security blanket that the NZ Company provided was the continued 

depiction of people and human structures in the landscape (Figure 4.7). 

Mountains may have been included to induce an instant bonding with the land 
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as  colonists arrived, but i t  was always assumed that they would need to be  toned 

down by human presence to induce settlement. It is not until later that artists 

depicted mountain landscapes unencumbered by human presence for sale to the 

general public. 

As colonists dispersed throughout Aotearoa, two disparate outlooks towards the 

mountains arose. Basically, settlers in the North Island, viewed mountains in a 

far more positive light than those in the South. There are a number of reason 

for this difference in aesthetic perception. In particular, the volcanic mountains 

that dominated the North were, due to their symmetry, perceived as less wild 

and unruly and therefore viewed more favourably. Heaphy's 1 839 painting Mt. 

Egmont (Figure 4.9) is such an example of an artist's fascinated with the 

symmetry of volcanic forms. 

Figure 4.9 Charles Heaphy, Mt. Egmont Viewed from the Southward, 1 840. 

Watercolour. Alexander Turnbull Library, Wellington. 

In this  watercolour the artist has greatly accentuated the peak's steepness and 

symmetry, to an almost perfect conical form. It is also interesting to note that 

the wild vegetation that existed at the time has been replaced by the ordered 

world of stylised ferns, and park like vegetation that reminded settlers of their 

homeland. Heaphy, like other colonial artists who 'tidied the land', showed his 

nostalgia for the domesticated English countryside by subconsciously imposing 

a sense of order on the more unruly elements of the New Zealand landscape. 
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The fact that groups protect their identities by exercising controls over their 

environment can be seen in Heaphy and other colonial artists' attempts to order 

the vegetation of New Zealand into the park like layouts that reminded them of 

home. This practise clearly gives credence to Costonis's Cultural Stability

Identity Theory, which maintains that aesthetic preference relates to the desires 

of groups to protect their identities by exercising control over their environment. 

In comparison, artists and settlers in the South Island saw the Southern Alps as 

aesthetically unpleasing, due to their jagged appearance. 

Petre (1842, p 87) wrote: "On leaving the South Island, I was forcibly struck 

with the bleak and savage appearance of its chain of mountains covered 

with eternal snow. 11 The fact that mountains in the North Island tended to rise 

in single mounts rather than extensive chains like in the South, was also 

significant in that it meant that travel was not as difficult and the mountains, 

therefore, were not seen as such a barrier to settlement and therefore progress. 

In the North Island the dense bush, and not mountains was the greatest barrier to 

exploration. Other influential factors included the fact that there was enough 

flat land for settlement in the North so that colonists did not resent the 

mountains for the fact they could not be cultivated, as they did in the South 

Island. "As to the hills, why they are the greatest blessing that we can have, as 

the scenery is most beautiful, as the hills are mostly covered with trees. We 

have flat land in abundance, more than can be cultivated for years 1 1 ,  (Letters to 

Settlers, Fellingham, 1843, p 9). 

Basically, the more hilly parts of the North Island were not needed at first for 

cultivation, thus they remained in the hands of the Maori tribes who dwelt there. 

Later when the demand for land intensified, the North Island perceptions of 

mountains changed to a more negative one. In part, the perception changed 

because of the land wars in Taranaki and Waikato. Here the Maori tribes 

refused to give up their land to the settlers, making a stand against their 

continued alienation from the land. The mountain landscapes thus became the 

scene of violence and a symbol of the shortage of land. 

During the 1860's when the land wars were at their most violent there was a 
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significant drop off in the number of depictions of Mt. Taranaki. The settlers 

now uniformly viewed the mountains of New Zealand as a vast inhospitable 

wilderness that they viewed as a threat, and a place to be reclaimed and 

redeemed from the predations of Maori. Consequently, romantic imagery was 

not at all part of New Zealand painting in the early stages of settlement as the 

amateur painters of the time were to concerned with sending back factual 

records to their kinsfolk in England or otherwise too busy carving out a living 

from the land. 

The attitude of the early colonists to the mountains around them can be best 

summed up by the 1860 writing of the early run holder and philosopher, Samuel 

Butler on Mt Cook: " I  am forgetting myself into admiring a mountain which is 

of no use for sheep, This is wrong. A mountain is only beautiful if it has food 

or grass on it... If it is good for sheep, it is beautiful, magnificent and all the 

rest of it; if not, it is not worth looking at", (Butler, 1860). 

4.4 Consolidation and Exploration 

By the late eighteenth century, however, European nature-romanticism had 

found followers among the growing leisure classes of New Zealand. Thus was 

initiated a demand for a type of landscape painting that incorporated their new 

feelings towards the land. The artists that best met this call, were foreigners who 

had no difficulty in depicting New Zealand as the scenic wonderland of the 

Pacific. Basically, a gap in environmental mountain evaluation had been 

created between the farmer settlers who struggled against the wilderness and the 

cultured townspeople who lived in the city and praised the mountain landscape 

as an attractive form scenery. Mountain often seem much larger and closer than 

they are, especially when viewed from a plain. This added to their attraction as 

background scenery which was the greatest pleasure they provided for the 

majority during the 1860s. 

By the 1870s New Zealand had established extensive local and international 

tourist circuits, where individuals could enjoy the thrill of being at "one with 

nature" from a position of safety and comfort. The land had become a place to 

enjoy not fear. Painters such as John Gibb, Charles Bloomfield and John Gully 
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looked at the landscape and recorded the facts as they saw them with touches of 

romance colouring their vision. They painted images using pictorial 

conventions of famous artists from their homeland, artists such as Turner and 

Constable. They thus moved closer to a style the Royal Academy dictated as 

acceptable in landscape art . In England the Royal Academy dictated the 

conventions for depicting the land, in much the same way that the art societies 

of New Zealand did when they were established around the turn of the century. 

The move towards more traditional and conservative mountain imagery was 

thus a reflection of the cultural blinker placed on artists depictions of the land. 

In order to gain respectability in the art scene, many artists found it neces ary to 

limit their styles to those deemed acceptable culturally. In order to do this, they 

chose according to Brown et al, ( 1 969) romantic themes such as mist shrouded 

mountains but linked them to naturalistic detail. Guerard' s  Milford Sounds 

with Pembroke Peak and Bow Falls, 1877-79 (Figure 4. 1 0), is an ideal example 

of this new type of landscape imagery, which depicted New Zealand as a magic 

land of romance, glamorizing both the native scenery and the mountain ranges. 

This painting, completed in an Australian studio toured the world in 1886 and 

was the most intensely viewed painting to come out of New Zealand, having 

been exhibited in Paris, Melbourne, Sydney and London. 

Figure 4.10 Eugene von Guerard ( 18 1 1 - 1 90 1 ), Milford Sound, New Zealand, 

1877-79. Oil on Canvas, 992 x 1 760 mm, Art Gallery of N.S.W. 

------------ - --
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At this time, the majority of mountain scenery was completed in the studio, with 

the artist only working out doors to complete the initial sketches. When John 

Gully was commissioned by Canterbury to complete a series of large scale 

images of the region, he used sketches made by the explorer Julius von Hasst 

(Figure 4 . 1 1 ) to complete his painting, Godley River, Classen and Godly 

Glaciers, 1 862 (Figure 4. 1 2) .  Gully never visited the source of Haast's sketches 

to check their accuracy, thus it can be assumed that it did not matter how 

accurate his paintings were as long as they depicted the land in a romantic 

manner that would attract tourists to the area. 

, 

Figure 4.1 1  Julius Von Haast ( 1 822- 1 887), Three Sketches. Sources of 

Godley River, Classen and Godley Glaciers. 

Figure 4.12 John Gully ( 18 19- 1 888), Sources of the Godley River, Classen 

and Godley Glaciers, 1864. Watercolour, 265 x 574 mm, Well .  
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John Gully's monumental watercolour, In the Southern Alps, 1 88 1  (Figure 4 . 1 3) 

was also a response to the public 's growing taste for a more romantic outlook. 

Viewed at the time as an ideal example of the wild exotic beauty of New 

Zealand, it was still a mountain landscape put through the European filter. 

Gully, tempered his images by placing them in traditional english formulae 

derived from English artists and writers such as Turner and Ruskin. In the 

Southern Alps is an obvious adaption of Joseph Mallard Turners Ben Arthur, 

Scotland, 1 8 1 9 (Figure 4. 14). 

Figure 4.13 John Gully, In the Southern Alps, 1881. 

Watercolour, 455 x 600 mm, National Art Gallery, Wellington. 

Figure 4.14 Joseph Turner ( 1 775-1851), Ben Arthur, Scotland, 1819. Oil. 
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At this time, Europe was still looked to as the arbiter of taste. Artists who 

depicted the mountain landscapes without the conventions of English tradition 

were therefore considered inferior and primitive. The colonial artists, were thus 

translating into the New Zealand mountain landscape, a style of painting that 

was conditioned by nostalgia for a land thousands of miles away, a place still 

referred to as home, to which everything else was measured and compared. 

Because God in Nature, was one of the most pervasive European frames of 

mind about nature, it appeared everywhere the Europeans went. Consequently 

part of the growing outlook towards the land was the belief that the mountains 

of New Zealand were the pyramids of God's handiwork. According to William 

Hodgkins address to the Otago Art Institute in 1880: "the mission of the 

landscape painter is to make us acquainted with the beautiful places on God's 

earth, and so render us more grateful to Him who has placed us here by 

affording us the means of contemplating the presentment of His handiwork", 

(Pound, 1983, p 1 9). Artists therefore, considered it important to paint subjects 

whose size, elevation, nobility or grandeur would inspire awe and wonder in the 

viewer. The foreign artist Petrus Van der Velden, saw such a subject matter in 

the mountains of Otira Gorge. According to Francis Pound (1983), he 

recognised in the mountain forms of New Zealand, monumental symbols of 

human passion, hope and suffering. The sublime had come to New Zealand. 

Van der Velden's 1893 work, The Otira River (Figure 4.15) is a clear emotive 

response to the New Zealand landscape. 

Figure 4.15 Petrus Van der Velden (1837-1913), The Otira River, 1893. 

Oil on Canvas, 39 x 66 inches, Robert McDougall Art Gallery. 
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Dark and moody,  it deals with the turbulent weather effects of the alpine regions 

and depicts the mountains as dark silhouettes dominating the sky line. To Van 

der Velden mountains offered the exclusive subject of reverent contemplation. 

According to Pound ( 1 983, p 1 9)" the antithesis was constantly observed 

between the temples merely of man's making and those made by god where man 

might more truly worship". Van der Velden made a similar antithesis by taking 

his children to Nature, not Church. It was during this period that certain 

mountain landscapes began to be adopted into our sense of national identity, 

thus leading them to be depicted to a greater extent. Photography greatly aided 

in this, as more images of mountains became available. Accuracy of depiction 

often increased as artists began to take photos of the mountains they were 

painting, images which meant they no longer had to rely solely on their memory 

when working from their studios. John Kinder, for instance, had relied on 

photographic imagery since the early seventies as seen by his 1 87 1  painting and 

photograph of Manaia, Whangarei (Figure 4. 1 6). 

Figure 4.16 John Kinder (1819- 1 903), Manaia, Whangarei, 1 871. 

Watercolour, 242x325, Albumen Print, 2 1 2x290, Auck Mu eum. 
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Many artists, recognising that recognition sells art, were more than willing to 

limit their subject matter to the more popular and thus marketable images. 

Charles Bloomfield for instance, continued to paint the Pink and White Terraces 

of Rotomahana long after the 1 886 eruption of Mount Tarawera had obliterated 

them. An example of this is his 1917 painting The White Terrace (Figure 4.17) 

where he clearly relied on his memory, imagination and photography. 

Figure 4.17 Charles Bloomfield (1848-1926), The White Terrace, 19 17. 

Oil on Canvas, 440 x 595 cm, Private Collection, Masterdon. 

The romantic-realist artists of the late 19th century and early 20th century did 

not look at the landscape with the same practical intensity and map-like 

descriptive vision of the earlier artists. Painters of this period no longer limited 

themselves when depicting an actual landscape to what is naturally present. 

Artistic licence led them to synthesise the land to its underlying forms, 

reducing the landscape to its very essence, conjuring up in the viewer images of 

a region without the use of any distinctive features. There was also a strong 

search for a type of imagery that was wholly New Zealand in nature. Artists no 

longer limited themselves to working in dark studios, instead they painted 

plein air, capturing the ambience of New Zealand's mountains on site, thus 

greatly increasing the accuracy and spontaneity of their depictions. 



-------- -------·--- �------ ·-·--··--- -

47 

It is during this period that we see a significant increase in the number of 

individuals attempting to climb to the top of our tallest ranges. The culmination 

of which was the scaling of Mt Cook by three New Zealander' s  in 1 894. 

Racing against foreigners it was deemed important at the time that a New 

Zealander be the first to reach this country's highest peak. This attitude, 

however, was only adopted after an European nearly reached the peak. Until 

then it was not a priority. The fact that individuals were now willing to get out 

and roam on the mountains instead of admiring them from the base is a clear 

indication of the substantial shift in attitude towards mountains. According to 

Tuan ( 1 974), mountains constitute permanent fixtures in the human world 

whether we like them or not. Thus it stands to reason that climbing to the top of 

a mountain, is an act of conquering an element of nature that defies easy 

control. 

Basically, as the first generation of New Zealander' s were born and bred here, 

there developed a pride in the country's natural landscape. In other words 

Mountains were beginning to be adopted in to New Zealander's sense of self. 

Artists recognising this fact, sought in the land symbols which would define 

New Zealand and themselves as New Zealander' s. The art work produced was 

the first truly national art. 

4.5 National Identity and Art 

This development of a national style of art was important in changing the way 

New Zealander' s perceived mountains, as it created a demand for images of the 

surrounding landscape without the cultural filter of Europe. It was during this 

period that picturesque and romantic imagery of mountains was introduced to 

the symbolic. A mountain, could now conjure up the New Zealand landscape 

in its entirety. In particular, artists began to associate with their regional 

landscape. They moved away from the more traditional scenic spots depicted in 

the last century, instead concentrating on painting new areas and lesser known 

peaks. Cecil Kelly's, painting The Dome Southern Alps, 1 925 (Figure 4.1 8), 

selected physical features that were characteristic of the region in which he 

worked. It was a clear attempt to show his identification with the area' s  natural 

forms. 



Figure 4.18 Cecil Kelly, (1879-1954) The Dome, Southern Alps, 1925 . 

Oil on Canvas, 613 x 764 cm, Robert McDougal Art Gallery. 
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The artists of Canterbury for instance made repeated images of the Arthurs Pass 

region. Colin Lovell-Smith's oil painting Craigiebum, painted in 1932 (Figure 

4.19) was a clear move away from the glamourised idealised imagery of the last 

century. He, like other artists of the time had noted that one of the characteristic 

features of New Zealand mountains was their geometric rigidity and their 

distinctive erosion patterns, (Fairburn, 1934). The use of a more realistic palette 

that included ochre and blue also portrayed their recognition of the hard, sharp 

clear light of New Zealand. In effect, the move towards regionalism in art 

meant that artists had a better understanding of their local landscape, which 

enabled them to simplify it to its very essence. 

Figure 4.19 Colin Lovell-Smith (1895-1960), Craigieburn, 1932. 
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Rita Angus's (nee Cook), watercolour, Mountains, Cass, painted in 1 936 is 

such a simplification of the land (Figure 4.20). The mountains have been 

reduced to stylised bands of colour. With linearity of form over riding 

factuality of representation. According to Hipkins (1948, p 1 1 1  ), "Angus's vision 

carried her beyond externals to the basic forms of the earth, transforming peaks 

into a fantastic terrain, yielding not the tourist's view but a personal conception, 

achieved over time and realized through concentration. and distillation." The 

land is devoid of human presence and lacks distinguishable features with the 

exception of one hut. Yet it is clearly a depiction of the hinterland of foothills 

and snow capped Southern Alps. 

Figure 4.20 Rita Angus (1908-1970), Mountains, Cass, 1936. 

Watercolour 37 x 50 cm, Robert McDougall Art Gallery. 

Basically, the regionalist artists of Canterbury were no longer concerned with 

the old picturesque or romantic ideas of wilderness and untouched land, land 

ready for the imprint of civilisation. According to Dunn (1991, p 84), they 

signify a relationship between people and the landscape where neither holds 

sway, but is in a state of uneasy truce. Basically, they tried to realize the 

essence of the land through the simplification and baring of its essential forms. 



. .. -- -------·-· - ·---· . -----

Figure 4.21 Colin McCahon ( 19 19- 1 987), Takaka: Night and Day, 1 948. 

Oil on Canvas, 885 x 1 1 65 mm, Auckland City Art Gallery. 
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Colin McCahon's Takaka Night and Day (Figure 4.2 1 )  completed in 1 948 is 

very much a symbolic landscape, completed from memory and sketches. It deals 

with the sublime, with its contrasts of hills and valleys, light and dark. This 

painting owes a great deal to C. A Cotton whose book on the geomorphology of 

the area was an important reference source for McCahon and many other artists 

of the time. For in this work consideration of the landforms dominates symbol, 

subject and style. The very ambiguity of the hills was the basis of their appeal, 

McCahon called them: "Monotonous, yes, but with a cumulative grandeur, 

like Bach . "  Cottons work clarified and confirmed a direction toward structure 

in the land in which McCahon was already moving. In particular the tendency 

towards generalised forms (Figure 4.22). 

Figure 4.22 Illustrations from C.A., Cotton, Geomorphology: 

An Introduction to the study of La.ndforms, 1922. 
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According to Eldredge (1991, p 37) :  "Cotton's illustrations brought to the 

adventurous a mix of diagrammatic clarity, a geologist's sense of landscape 

forms and their underlying structure-the slope of a hill, the mountainess of 

mountains which the painter could then summarise and simplify in memorable 

composition." For McCahon this meant that: "All had to be swept aside in 

order to uncover the structure of the land", (McCahon, 1963, p 34). The 

repercussions for his work were significant as McCahon himself went on to 

note: " Certainly the landscape is New Zealand, but in an amalgam of both 

North and South. Nor is this the tourist's landscape we so often see painted. I 

am dealing with the essential monotony of the land, a landscape with too few 

lovers", (McCahon, 1963, p 34). 

In effect, the ability of artists to generalise mountain forms to their very essence, 

was a clear indication of New Zealander's new found awareness and 

understanding of the land in which they had settled. Mountains, had lost their 

mystique but also their ability to terrorise. New Zealanders' had discovered a 

pride in their national landscapes and adopted many of our more well known 

peaks such as Mount Cook and Taranaki as icons of our nation. When Sir 

Edmond Hillary, became the first person to reach the top of Mt. Everest in 1954, 

New Zealand's pride in mountains reached an all time high, thus further 

sparking the world's interest in New Zealand as a mountainous country of 

unparalleled beauty. 



Chapter five 

Mount Taranaki: Images of a Mountain 

5.1 Introduction 
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Elevations, particularly those conical or pyramidal in shape have always had a 

powerful capacity for capturing the attention of the observer. Thus they are 

among the most common and persistent components of landscape painting of all 

periods and cultures. Artists unconsciously select the best developed and most 

impressive features in the land for examples of what they find appealing in their 

everyday environment. In New Zealand, there are many active and inactive 

volcanoes and mountain peaks that provide the conical and pyramidal formations 

that so fascinate artists. It is not surprising therefore, a great deal of New 

Zealand mountain imagery produced before 1 950 depicts features of the land 

that are pyramidal or conical in shape. This is significant as it means there are is 

a high percentage of paintings completed by different artists depicting similar 

mountain scenes, often from the same perspective. 

Mt. Taranaki in the North Island for instance, has long fascinated the people of 

New Zealand due to its near perfect symmetry and the fact it rises directly from a 

lowland base and stands as an isolated singular peak. As one artist wrote: "The 

exotic and very thrilling beauty of Mt. Egmont, in which a perfection of 

geometric form has been achieved by some exceptional refinement of nature, 

may be compared with the Japanese Fujiyama, which has accepted the homage 

of poets and artists for centuries", (Robertson, 1 93 1 ). This chapter follows the 

development of Mt. Taranaki as a recurrent motif in landscape painting, enabling 

us to analyse the popularity of one mountain through time whilst establishing 

how individual preference in aesthetic mountain scenery leads artists to depict 

the same image in such an individual manner. Tracing individual artist's 

perceptions of the same mountain should elaborate the extent to which individual 

aesthetic orientation overrides cultural considerations. Basically, no two artists 

ever produce the same painting despite similar cultural constraints. Individuality 

must play a large part in shaping the type of image constructed. 
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5.2 Emigration 

Figure 5 .1  George Baxter ( 1804- 1867), The Rev. J. Waterhouse 

Superintending the Landing of the Missionaries, Rev. Charles and 

Mrs Creed at Taranaki, NZ. Oil, Nat. Lib. Australia, Canberra. 

From the moment colonists first arrived in the newly established township of 

New Plymouth images of Mt. Taranaki have dominated European depictions of 

the area (Figure 5. 1 ) . Rising over 25 1 8  metres into the sky, Mt. Taranaki's 

symmetrical shape and geographic isolation have long fascinated those 

individuals who have come to live under its shadow. It is not surprising 

therefore, that it has been adopted by colonists as the perfect motif of the area's 

uniqueness, a view instigated by the New Zealand Company in order to entice 

colonists to the area and implemented through the art of landscape painters. 

Basically, the New Plymouth Company wanted images that would entice settlers 

to the area, and they felt the best way to do this was to familiarise all intending 

emigrants with the prominent landscape features of the area, in this case 

Taranaki, so they would feel an instant rapport with the land on arrival in New 

Zealand. Consequently, a vast majority of the first images of the region included 

Mt. Taranaki in the composition. 

5.2.1 Charles Heaphy 

At a time when artists were producing works to fit into the New Zealand 

Company's agenda, Charles Heaphy's 1839 painting Mt. Egmont from the 

Southward, (Figure 4.9, p. 39) is highly avant-garde. Instead of reducing the 

slope angles and overall size of the mountain in order to create a false impression 

of extensive flat lands available for settlement, Heaphy has greatly accentuated 

the peak's steepness and symmetry in order to make a more dramatic image. 
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Heaphy has also failed to include signs of settlement and the prosperity of the 

land which were necessities in commissions by the New Zealand Company. 

This work, therefore, was clearly not painted as a propaganda piece and thus 

must have been created for private pleasure. 

Like other artists of this period, however, Heaphy has not completely escaped 

the conventions of his European culture, as he has imposed on the wild 

vegetation the ordered stylised ferns, and park like vegetation that reminded 

settlers of home. Culturally, this piece also owes a great deal to the Claudian 

landscape of the seventeenth century, including its compositional formula of a 

brown foreground, green middle ground and blue distance. It also follows the 

Claudian practise of enfrarning the side wings, yet it breaks convention by the 

fact both wings are in the foreground, instead of one being smaller and off in the 

middleground. Heaphy has also broken with tradition due to the fact that the 

near perfect symmetry of his peak is a far cry from the dictates of Claudian 

Picturesque assymetry (Pound, 1983). 

From the Renaissance until the 1960's such symmetry was reserved exclusively 

for fine art icons and images of sacred personages intended for contemplation. 

The fact that in this painting, the sacred personage is the mountain, elevates it to 

symbol of eternity and breaks dramatically with European artistic traditions and 

its dictates on mountain landscapes. According to Minson (1980, p 71), "Heaphy 

saw the landscapes of New Zealand with fresh eyes unclouded by pretty wisps 

and without the prejudices of manifestos and sentiments that often clouded later 

artists depictions". Heaphy was clearly in awe of Taranaki and has created this 

impressive painting to convey his wonder and admiration of the new land in 

which he had recently settled. 

5.2.2 William Fox 

William Fox's 1849 watercolour New Plymouth, painted ten years after Heaphy's 

depiction is a more mainstream depiction of Taranaki (Figure 5 .2). In this 

painting Taranaki is used as a suggestion of the dramatic quality of the New 

Zealand landscape, but the main focus of the work is still that of a prosperous 

settlement and not awe of this country's mountain environment. Painted to look 

like an English countryside this work is clearly intended to induce further 
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settlement. Fox, may have been as enchanted with Mt. Taranaki as Heaphy , yet 

in this painting his primary objective was not to convey his feelings towards the 

landscape but those of the New Zealand Company's who as his patrons dictated 

what was acceptable in his watercolour. When looking at the work of artists it 

must never be forgotten in what context the work was created. Personal 

creativity is often compromised in order to earn a reliable income. 

Figure 5.2 William Fox, New Plymouth, 1 849. 

Watercolour, 1 65 x 10 15  mm, Hocken Library, Dunedin. 

In this work the New Zealand Company has stipulated that the viewer 1s 

interested in specific information that can only be gained through clarity of 

depicition. Taranaki thus remains bathed in light without the shroud of clouds 

that are so characteristic of the area. Devoid of vegetation, there are very few 

elements in this work to suggest the unique nature of the New Zealand 

landscape. Basically, Taranaki has been Europeanised. In Heaphy's work this 

was largely unintentional, a factor of cultural conditioning and the artists 

inability to escape his training. In Fox's work, however, such tendencies were 

clearly derived from the paintings hidden agenda. Heaphy also painted for the 

New Zealand Company, but in such works Taranaki never remains as devoid of 

feeling and sentiment as Fox's 1849 rendition. 
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For example, in Heaphy's 1843 woodcut View of New Plymouth, 1843 (Figure 

5.3), Mt. Taranaki's conical shape is highly exaggerated, emphasising Heaphy's 

belief in its uniqueness. Published in the Illustrated London News to alleviate 

settlers fears that they would have nowhere to stay on arrival, it is significant that 

Heaphy has not compromised his own fascination with the mountain in order to 

give the pioneer settlers a more familiar and safer image of the region. In this 

work, the mountain dominates the land, and looks ready to shower the newly 

established buildings with ash and lava. 

Figure 5.3 Charles Heaphy, View of New Plymouth, 1843 . 

Woodcut, Housed Taranaki Herald Co., Ltd. 

Compositionally, the earliest representations of Mt. Taranaki all portray the 

mountain from the valley floor looking up, usually from a great distance, which 

was the every day perspective colonists had of Taranaki. As a mountain it was 

thus still predominantly considered as backdrop scenery, a distant vista. Artists 

were more concerned with showing the degree of control colonist had over the 

natural landscape, rather than portraying Taranaki for its own beauty. Artists 

achieved this by making repeated images of settlers altering the appearance of 

the land, usually by way of felling trees, burning bush and human settlement. 

Thus in all the images of European colonisation of the area, Taranaki looms 

large on the horizon such as in Henry Warres, 1862 watercolour Mt. Egmont 

from the Camp near Stony River (Figure 5.4). Basically, Mt. Taranaki was the 

one constant factor in a landscape that was being continually modified. Artists 

therefore used it as the backdrop to change, a constant feature to measure up 

colonists degree of development and progress. 



Figure 5.4 Henry Warre (1819- 1 898), Mt. Egmont from the Camp near 
Stony River, 1862. Watercolour, Nat Lib of Australia, Canberra. 
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Images of human settlement under Mt. Taranaki were also used from the first 

interaction between Maori and European as a claim to ownership, in a similar 

manner that map makers gave power to the possessor. The earliest images 

therefore depicted an association linking Maori with the land and in particular 

Mt. Taranaki (Figure 5.5 and 5.6). 

Figure 5.5 George French Angus, (1822-1886), Taranaki or Mount Egmont, 
War Canoe, 1844. Watercolour. 

Figure 5.6 Artist Unknown, Pah, or Fortified Village, of the Natives in 
the Province of New Plymouth, New Zealand. 
Engraving, The Illustrated London News, 27 October, 1860. 
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5.3 Consolidation 

As European settlements surrounding the base of Mt. Taranaki started to increase 

more and more images started to depict European ownership of the land. In 

effect a direct challenge was being made to the right of Maori ownership, with 

images of the time reflecting the continued alienation and displacement of Maori 

from their once exclusively owned lands. 

5.3. 1 William Strutt 

When the Land wars of Taranaki broke out, images of fighting and unrest in 

front of Mt.Taranaki became a recurring image in many artists paintings of the 

period. William Strutt, 1867, Oil painting, View from Mount Egmont from New 

Plymouth, with Maori Driving off Settlers ' Cattle (Figure 5.7 )  is such an example 

of this type of imagery. 

Figure 5.7 William Strutt ( 1 825- 19 15), View of Mt. Egmont from New 
Plymouth, with Maori Driving off Settlers ' Cattle, 1867. Oil. 

In this and other similar paintings of the time, Taranaki represents the prize for 

which Maori and Europeans were fighting. Strutt has thus painted Taranaki, 

dominating the centre of the composition, rising high into the sky, bathed in a 

golden light, a prize worthy of a fight. When the land wars finally ceased, 

European settlements expanded at an even greater rate than before. Wealthy 

settlers called for images that showed off their pride in the region and the victory 

which they believed they had won them the right of settlement. The call for 

imagery that showed the exceptional natural beauty of the volcanic cone of 

Taranaki had been made. Paintings that were both picturesque and romantic, 

images made them forget the unpleasantness of the skirmishes, concentrating on 

the prosperity and fertility of the region. 

J 
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5.3.2 John Gully 

John Gully's, Mt.Egmont (Figure 5 .8 ), is such a picturesque depiction of Mt. 

Taranaki. It shows clearly the colonists new feelings of sympathy towards the 

mountain and the land at its base . Realistic in detail, the mountain has been 

clouded with sentiment. The vegetation has retained some of its thick density 

which characterises it as a New Zealand bush, yet it is very much a romantic 

image. 

Figure 5.8 John Gully, Mount Egmont, 

Watercolour, 315 x 660 mm, Suter Art Gallery, Nelson. 

Taranaki has been greatly idealised and glamorized as has the landscape around 

it. All signs of human modification of the environment have been glossed over as 

has the recent unrest with local Maori tribes. Gully may have included a Maori 

settlement, yet he has still called his work Mt. Egmont rather than Mt. Taranaki, 

thus showing where his allegiances lie. The Maori settlement is merely a 

pictorial device, pandering to settlers self delusion that harmony had been 

achieved between local Maori and European. In effect, Gully, who was an artist

colonist-farmer-surveyor, saw the land as an empty commodity inviting 

acquisition and development. His picturesque gaze has been described by 

Beatson (1994, p 76) as: "a statement of ownership and possession, with every 

painting therefore an act of power and a claim of ownership". 
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William Fox's Mt Egmont with Train painted in 1880, is another work that was 

produced at a time when the public was calling for romantic imagery (Figure 

5.9). Unlike Gully's work, however, the romantic nature in which the land is 

depicted overrules all concern for fact. Mt Taranaki, is thus highly idealised into 

a unrealistic steep peak, that dominates the surrounding mountains. This work is 

clearly an early advertisement for tourism and travel, thus again Taranaki has 

been used to convey the exotic in nature. No artists before the turn of the 

twentieth century portrayed Mt. Taranaki without some hidden agenda or social 

commentary. Artists find it impossible to escape their artistic training and 

background. Thus despite an awareness of the artist Alfred Sharp that : "to 

represent accurately the scenery of a totally new country we must divest 

ourselves of old world and antiquated notions of art and begin de novo at Natures 

shrine, "  the majority of artists could not divest themselves of their old world 

values. 

Figure 5.9 William Fox, Mt Egmont with Train, 1880. 

5.4 National Identity 

The period of cultural naturalism which began in the 1930s, culturally shifted the 

pride in Mt. Taranaki from that of the region to that of a nation. At a time when 

New Zealanders' were desperately searching for national icons, Mt. Taranaki 

was adopted as one of the new symbols of this countries' pride in i tself. 

Landforms that were unique to New Zealand were no longer considered inferior 

if they did not have parallels in the rest of the world. They could now be admired 

for their own uniqueness and individuality. 
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5.4. 1 Christopher Perkins 

The importance of mountains in developing a sense of identity in New Zealand 

can be seen in Christopher Perkin's work, Taranaki painted in 1 93 1  (Figure 

5. 1 0). Perkins believed Mt Taranaki to be 'the most striking natural object in the 

New Zealand landscape. ' Perkins however, despite being attracted to the beauty 

of the conical form, accurately depicted the mountains secondary peaks and 

valleys. His work is thus less idealised than Heaphy's and Fox's. Furthermore, 

Perkins has drawn on the story that Taranaki was the cloud-gatherer who drew 

moisture to her slopes. The clouds that ring the peak are thus a reference to 

localised meteorological effects and a indicator of the prosperity of the region. 

As a painting it is a far more accurate representation of the mountain itself and 

the environment in which it stands. According to Eldredge ( 199 1 ), Perkins has 

conveyed an aesthetic terrain as well as a nationalistic one. 

Figure 5 . 10  Christopher Perkins ( 1 89 1 - 1968), Taranaki, 193 1. Oil Painting. 

Collectively, Mt. Taranaki has been perceived by settlers and artists alike as 

more beautiful than most mountains due to its near perfect symmetry. It is thus, 

along with Mt. Cook the most frequently occurring mountain image in New 

Zealand, having been adopted by artists and used in advertising as an eternal 

symbol and icon of New Zealand (Figure 5 . 1 0) .  Historically, each artists 

depiction of Mt. Taranaki owes much of the manner in which it portrays this 

great icon to the dictates of the time in which it was painted. All art is a mixture 

of cultural influences and matters of artistic individuality. 



Figure 5.1 1 Taranaki-Mt. Egmont used in advertising 

Illustrations from Pacific Parallels, Eldredge ( 198 1,  p 156) 

James Berry, Airmail issue stamp, 1935. Drawing. NZ Post. 
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There can be no doubt that cognitive experience affects patterns of association 

with the land. We cannot ever assert with conviction that our emotional reaction 

to a mountain landscape has nothing to do with what we know about it and our 

everyday society's views towards it. The more information about the land that 

becomes available the higher our preconception will be, and in general the 

higher our knowledge thus understanding and acceptance. Basically , the time in 

which the painting was completed culturally controls the overall style of the 

painting. For instance the earliest works, with the exception of Heaphy's avant

garde depictions have been shaped by the need for fact. 
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Chapter Six 

Perception Studies 

6.1 Introduction 

In the preceding chapters it was noted that during the period of European 

colonisation to 1950, settlers attitudes towards New Zealand's mountain 

environment underwent a substantial transformation in popularity. Initial 

feelings of apathy and ambivalence gave way to those of admiration, awe and 

national pride. Individually, every mountain may have had a champion from the 

beginning of European settlement, but collectively the dominant view started out 

as that of distaste. It was only when emigrants became accustomed to their new 

surroundings and started to admire landscape features for their uniqueness rather 

than their similarity to mountains of their homeland that New Zealand's 

mountains began to be admired for their aesthetic appeal. 

According to Price (1986) certain mountain qualities that have special appeal 

eventually enter into our collective consciousness in the same way that we 

acquire certain ideals about beauty. It seems likely, therefore, that as our tastes 

adjusted to the dominant features of New Zealand, certain mountains will have 

entered into the popular imagination, thus leading them to receive greater levels 

of depiction in painting and a higher degree of national popularity. Analysing 

why certain mountains appeal more than other is problematic as aesthetic 

appreciation is continually changing through time and in different contexts. For 

the sake of this thesis however, we will gauge popular tastes by looking at the 

landscape paintings housed at the three most prominent South Island Art 

Galleries. This will allow us to determine which mountains have found their 

way into New Zealander's collective consciousness. Art galleries collect works 

that are considered of national significance and historical importance, and by 

analysing different artists portrayals of New Zealand's mountains through time, it 

should be possible to gauge whether there is a collective ideal about the 

attractiveness of certain mountains? what that landscape consists of, what its 

characteristics are? and whether it has changed over time?. 
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6.2 Methodology 

To find answers to the above mentioned questions, field work was completed in 

the three main South Island art galleries. The Suter Art Gallery in Nelson, the 

Robert McDougall Art Gallery in Christchurch and the Dunedin Public Art 

Gallery. These locations were chosen not only for the size of their permanent 

collections, but the fact they spatially divide the Island into three equal parts. A 

separate study was also completed on modern day post cards by Bob Beresford 

to analyse modern day modern preferences. 

The perception study completed in the three art galleries, involved the 

development of a classification system which enabled an analysis of different 

artists attitudes towards the mountain landscape to be made. In order to do this, 

only paintings that included mountains were chosen, with each painting being 

classified into ten categories and three distinct time frames (Appendix B). The 

first category determined the type of mountain depicted, which fell into six 

distinctive mountain landscapes. The second category determined the overall 

style of the painting. This is important as the mood the mountain conveys to the 

viewer is very much dictated by the style in which the artist works. 

Paintings that include elements of the sublime for instance, depict mountains in 

heightened weather conditions to convey feelings of awe and terror in the 

viewer. Romantic, picturesque and classical renditions are a more neutral 

depiction of the land, and are most linked with historical attitudes towards 

mountains. Topographical artists by contrast minimise their artistic licence in 

order to convey the mountains as accurately as possible. Such works are 

traditionally taken from a higher view point. Impressionist painters are 

concerned with colour, feelings and mood. Mountains in their works are often 

reduced to ou.tlines and shapes. The mood of the land is the essence of abstract 

artists and stylised mountain landscapes. In order to reduce a landscape to its 

very essence you must have complete familiarity and understanding of it, thus 

abstract artists display a greater understanding for the land despite the fact they 

convey the specific rather than the particular. 

Category's three and four dealt with the artists perspective and composition 
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choice. In particular whether the artist depicted the mountains from the valley 

looking up, the summit looking down or a vantage point of equal height. 

Following this the spatial dispersal of the mountains was classified in order to 

gauge whether the artist favoured individual mountains and peaks, a cluster of 

mountains or extensive mountain ranges with interconnecting ridges. The season 

portrayed in the work was also considered as was the artists inclusion of snow. 

Other elements of artistic licence included what landscape features the artists 

coupled with the mountains portrayed. Whether their were any signs of a 

behavioural choice for aesthetics was also decided, by way of Appleton's 

prospect refuge theory. The inclusion of human settlement was also considered, 

for in chapter four it was suggested that when individuals are afraid of a new 

landscape they will highlight human settlements as a form of refuge against its 

hazards. The results pertaining to this classification system are included in 

Appendix C, D and E, whilst results to the postcard study compile Appendix F. 

The spatial distribution of mountains in contemporary post card imagery and 

gallery paintings is the subject of the four maps in Appendix G. 

6.3 Analysis of Results 

It has already been established in chapter four that during the settlement period 

(1850-1880), the New Zealand Company was the driving force behind the type 

of mountain imagery produced. The desire to promote further colonisation 

limited artists under their control to non threatening mountain imagery. The 

high percentage of paintings produced at this time portraying round foothills as 

opposed to rugged mountain ranges is clearly a reflection of this marketing 

strategy. In Nelson 75% of all paintings favoured this type of landscape, 

compared to 50% in Christchurch and 36% in Dunedin, (Appendix Ca, Da, Ea). 

The strong regional differences clearly parallels the types of land forms that 

dominate in each of the three regions. In Nelson for instance, there is none of 

the pyramidal and jagged peaks that are so characteristic of the more southern 

districts. It is not surprising therefore, that the Suter Art Gallery was found to 

contain a higher percentile of lower altitude round, non threatening mountain 

imagery, thus highlighting art gallery's  propensity for collecting regional works 

which feature local mountains reliefs (Appendix G). Hence the choice of three 

evenly dispersed art galleries. 
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By 1880, artistic freedom had broadened the types of mountain imagery being 

produced and accepted by the general public. As settlers became less threatened 

by their new surroundings, the type of mountain landscape they found appealing 

changed. In particular, there developed a taste for the alpine landscapes that had 

previously been perceived as wild and threatening and therefore unattractive. 

Consequently, by the consolidation period (1880 to 1920), the number of images 

depicting foothills had dropped in Nelson and Christchurch by 2 1  % and in 

Dunedin by 19%, whilst jagged pyramidal mountains had increased in Dunedin 

by 26% and a staggering 43% in Christchurch, (Appendix Ca, Da, Ea). Nelson 

by comparison only increased by 5% which again is attributable to the regions 

lack of such high alpine features. 

The compositions of the mountain ranges depicted also went through substantial 

changes from 1850 to 1880. In 1850, mountains were consistently portrayed as 

isolated relief features arising from the land in singular isolated formations. 

Such compositions were considered less threatening and more acceptable to the 

early viewer. However, by 1 880 the increased interest in alpine scenery, led to 

the preference for mountain ranges with inter connecting ridges. Hence in 

Christchurch, compositions of isolated mountains and singular peaks dropped 

from 60% of all images, to only 2 1  % , whilst the number of paintings depicting 

mountain ranges intensified from 20% to 7 1  % (Appendix Dd). 

Similar results were also found in Dunedin where the depiction of lone reliefs 

dropped from 55% to 39%, with a comparative rise in ranges from 45% to 6 1  % 

(Appendix Ed). Again the exception to this trend was Nelson, which lacking 

individual mountains showed a preference for mountain ranges throughout the 

settlement period (75%), (Appendix Bd). 

In effect, New Zealander's were starting to show a clear preference for the more 

rugged alpine imagery, epitomised by the extensive mountain chain known as 

the Southern Alps, (Appendix G). This preference continued throughout the 

period of 'national identity' and is still evident today by way of the high 

percentage of modem day postcards that depict pyramidal mountains (68%)  with 

interconnecting ridges (76%), (Appendix Fa, Fe) .  
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The last category worth mentioning, is mountains of volcanic or conic shape. As 

expected, with the exception of Nelson, conical and volcanic forms generated 

and sustained a reasonable level of interest in the newly arrived colonists. In 

general however, they never became overly popular. This probably reflects the 

lack of such mountain features in the South Island, for if we look at post card 

imagery which is more dispersed between the two islands, a much higher 

percentage (21 %) compared to Dunedin's  (11 %) depicts volcanic shapes 

(Appendix Ga). We have already noted in chapter five, that volcanic cones have 

a powerful ability to capture our attention, yet in terms of our ideal, they do not 

seem to compare with the spectacular landscapes created by the erosion process 

of glaciation. Price (1986), argues that it is volcanic mountains' compact 

individuality and lack of interconnecting ridges that keeps volcanic cones from 

qualifying as ideal mountain landscapes. 

In terms of the painting style in which mountains were displayed, the period 

under consideration went through significant trends. Basically, during the 

colonisation period, the highest percentage of images were painted in styles that 

enabled facts about the land to be conveyed to the viewer. It just so happened 

that these styles also portrayed mountains in the least threatening manner, with 

idyllic weather and intensive glamourisation. As time progressed however, a 

wider range of styles were used to depict mountains. The more accustomed to 

the land settlers became the greater the degree of synthesis mountains went 

through (Appendix Ca, Da, Ea). 

By the period of 'national identity' (1920-1950) there had developed a taste for 

generalised mountain imagery. The popularity of these mountains that portrayed 

a region rather than one locale was relatively high. In Nelson 73% of all 

imagery fell into the three categories that synthesised the land, namely 

impressionist, stylised and abstract. Furthermore, this interest intensified the 

further south the paintings were housed, rising to 81 % in Christchurch and 89% 

in Dunedin, (Appendix Cb, Db, Eb). In effect, individuals had become so 

accustomed to and familiar with the New Zealand mountain landscape, that 

artists had enough confidence to synthesis mountains into geometric shapes and 

other painterly styles that detracted from the fact of the image. 
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In all three galleries the predominant imagery of the settlement period portrayed 

mountains in the fine weather of summer and spring. In Nelson, this constituted 

75% of the collection compared to 80% in Christchurch and 73% in Dunedin, 

(Appendix Ce, De, Ee). At this time only a quarter of all paintings produced 

included snow on the mountains (Nelson (25%), Chch (20%) and Dunedin 

(27%)), (Appendix Cf, Df, Ef). This fact is consistent with their preference for 

fine weather scenery and reflects the association new colonists made with winter 

and hardship. Snow for instance, destroys live stock and crops, thus it was not 

surprising that the newly arrived settlers determined to eke a living from the land 

perceived it in a negative light. 

It was not until 1880 that the public began to respond to elements of the sublime 

in nature, which was characterised by moody weather patterns. It was during 

this period that the love of winter scenery emerged, with its came a strong 

emphasis on snowy mountain landscapes. In Christchurch and Dunedin this led 

to a 51 % increase in snowy mountain imagery. Thus 71 % of all paintings in 

Christchurch and 78% in Dunedin came to include snow in their compositions, a 

trend that continued well into the next century (Appendix Df, Ef). Nelson, by 

contrast never adopted the love of snowy scenery that the more southern regions 

had adopted, this was probably because the warmer climate made snow a rarer 

phenomenon and more of a distant vista (Appendix Cf). 

In all three galleries however, even in the mountain landscapes painted during 

winter, there developed a strong bias towards fine weather scenery. This practise 

probably reflects the fact that bad weather obscures peaks in clouds. It does 

however, give the viewer a more positive impression of the mountain landscape, 

which probably explains why there is a greater percentage of summer and 

autumn paintings during the settlement period of 1850 to 1880, than later when 

New Zealander's had accepted the mountain landscape for what it was including 

its harshest conditions. 

The landscape features artists liked to couple with mountains, also changed 

considerably over time. Basically during the settlement period 100% of images 

housed in the Christchurch and Dunedin Art Gallery's contained water, 

compared to a much lower 75% in Nelson, (Appendix Ch, Dh, Eh). This 
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emphasised to the viewer that mountains play a dominant role in the water cycle. 

Hence, the role of mountains in sustaining human life was continually 

accentuated in landscape art with the majority of paintings depicted mountains 

rising above lakes and the ocean. This visual relationship had its origins in 

classical painting as artists greatly emphasised the connection on settlement in 

order to make similarities with the new landscape and that of their homeland. 

It was not until the 1880's that what was different in the 'New Zealand landscape' 

came to appeal and be played upon in art. The significant rise of imagery that 

coupled rivers with mountains is a legacy of this search for New Zealand's 

uniqueness. Basically, the braided rivers of New Zealand had begun to find 

admirers in much the same way that the rugged mountain chains had. Paintings 

that included all that what considered unique to this country were thus twice as 

popular as · images that only contained singular elements. Thus from 1880 

onwards mountains were continuously coupled with river imagery. In general 

however, society seemed to accept any type of mountains scenery so long as the 

mountains dominated the sky line, rising above the viewer. 

A major factor in mountains' appeal seems to be the degree of challenge they 

offer, their aloofness and the fact they provide us with the thrill and pleasure of 

being close to danger without actually being hurt. Mountains are also significant 

in Appletons' prospect refuge theory in they provide the element of prospect that 

Appleton declares is necessary in depicting a landscape that will aesthetically 

appeal. In chapter two it was noted that if there is a behavioural aspect to 

aesthetic choice, it should be apparent in colonial art work where the need for 

such biological factors is at its greatest. When looking for indicators of this 

behavioural element to aesthetics, I found that 70% of imagery collected in 

Christchurch contained elements of Appletons' Prospect Refuge Theory, 75% in 

Nelson and only 18% in Dunedin (Appendix Ci, Di, Ei). 

Elements I was particularly interested in were those of water availability the 

opportunity to see and hide and the inclusion of hazards in the painting. 

Basically, as expected there was a significant drop off in these features after 

1 880, which practically fell away to nothing by 1 920. However, this cannot be 

taken as proof that there is an innate reason for landscape preference as the 
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inclusion of such features in landscape painting could just as easily be attributed 

to factors of cultural conditioning as to innate behavioural patterns. 

In terms of human settlement we see a considerable drop off in human presence 

over time. In Nelson for instance, people and human structures were evident in 

50% of all imagery to come out of the settlement period. However, by 1880, this 

figure had dropped to only 29% and by 1920 was as low as 19%. Basically, as 

time progressed the refuge element that such structures provided were no longer 

needed to provide comfort in the viewer. Similar results were also found in 

Christchurch and Dunedin (Appendix Cj, Dj, Ej). 

When we look at the spatial distribution of the mountains analysed we find that 

over time a wider variety of mountains began to be depicted (Appendix G). This 

result could be indicative of the increased development of transport frontiers, the 

fact that more paintings survive or the fact that public acceptance of what is 

beautiful in nature widened over time. In general however, there seems to be a 

definite concentration of paintings depicting mountains in the Southern Alps. If 

we look at the various mountains that are most consumerised we find that they 

are all very different. Indeed it seems to be their very uniqueness that places 

them in our collective consciousness. 

Mitre Peak for instance, in the Milford Sounds rises almost sheer for 1695m out 

of the waters of Milford Sound. Mt. Aorangi (Mt. Cook), is this country's tallest 

mountain at 3764m and forms an impressive pyramidal formation, whilst Mt. 

Taranaki (Mt. Egmont) dominates the land due to its isolation, symmetry and 

height. Surprising enough these mountains were consumerised from the start of 

the settlement period, increasing in popularity over time. Their one common 

element is the fact that all three dominate the skyline in which they stand. The 

degree of access does not seem to be of major consideration as Mitre Peak is in 

an extremely remote location yet it was depicted the most in postcards of New 

Zealand's mountain ranges. Artists, clearly have a propensity for working in 

groups, thus much of the reason different time periods seem to cluster towards 

certain mountains is a reflection of where the artist communities of the time were 

working. 
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6.4 Conclusion 

From an analysis of painting of the three main South Island Galleries it becomes 

apparent that the primary factors in the aesthetic appeal of mountains as 

background scenery are local relief, their skyline form, and the presence or 

absence of snow. New Zealander's have got a clear preference for mountains 

that are pyramidal in shape and are interconnected into extensive mountain 

chains rather than isolated relief features. Aesthetic appeal also requires fine 

weather and the presence of snow on the mountain tops. It has been noted by 

Price (1986), that snow covered mountains seem particularly pure, aloof and 

other-worldly, thus transforming an otherwise dull landscape into one of 

excitement and enticement. Mountains today are perceived as a place of leisure, 

pleasure and fun, and mountain snow and the contrast in environments that it 

provides is an integral part of this image. Hence the fact 70% of the postcard 

imagery today includes snow covered peaks. 

Just as mountains divide reg10ns and create rivalry between different 

communities due to enforced isolation and separatism, mountains affect the 

spatial distribution of where artists paint in a similar manner. It has been found 

that there is always a local demand for images of the region in which the artist 

lives. In all three galleries this local effect became evident, with a high 

percentage of paintings housed depicting local mountains. In Nelson, this had a 

significant effect on the results as there was a number of images showing the 

Takaka range (Appendix G) despite the fact its characteristic do not fit in with 

New Zealander's collective ideals about what is attractive in a mountain. 

Similarly, Christchurch was found to have a bias towards the Port Hills in the 

same way the Dunedin did towards Mt. Cargill. Basically, familiarity was found 

to be a key attribute in determining which mountains became popular. This is 

probably an indicator that artists find it easier to travel within their own region 

and the fact their buying public demands imagery of the region in which they 

live. 
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Chapter Seven 

Conclusion 

7 .1  Introduction 

This thesis assessed the changing views and representations of New Zealand' s 

mountains in landscape painting from the period of colonisation to 1950. The 

following chapter is a summary of the main findings. 

7 .2 Summary of Main Findings 

7.2.1 When and how were New Zealand's mountains identified? 

Since the first European explorer Abel Tasman discovered the shores of New 

Zealand in 1643, images of this country's mountains have been a recurring motif 

in overseas journals and newspapers . Dominating the skyline, detailed 

representations of mountains were recorded to encourage further exploration and 

aid navigation. Consequently, the mountain ranges of New Zealand as seen from 

the coastline were familiar to people overseas long before images of the interior 

became available. 

The accuracy of these first impressions was extremely high. It was not until later 

that more distorted New Zealand mountain imagery began to be produced and 

circulated. For in order to encourage settlement it was believed that the 

mountainous nature of the country would need to be minimised. Artists 

therefore, reduced the elevation of mountains in order to exaggerate the extent of 

flat land available. 

In terms of the European names New Zealand's mountains received, it was not 

until the arrival of Captain James Cook in 1769 that the relief features of this 

country came to be catalogued. In quick succession existing Maori names were 

replaced with European equivalents. Placing familiar names within a new 

environment helped acquaint the early explorers and settlers with an unfamiliar 

landscape and thus develop an automatic feeling of kinship with the land. It was 

also an important part in facilitated orientation and defined territory. 

I 



7.2.2 Have New Zealand's mountains always been viewed positively or 

have our collective ideals about what is beautiful naturewise 

changed over time? If so what factors caused that change? 
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In New Zealand, our collective ideal of what is beautiful in nature has changed 

so dramatically from the period of colonisation to 1950, that it is hard to pin 

point any one contributing factor responsible for that change. Culturally, our 

attitudes towards mountains have progressed from on of ambivalence, fear and 

distaste to one of pride and enjoyment. 

Regionally, however, there has always been significant disparity in colonists 

attitudes to mountains. In the North Island, settlers viewed mountains in a far 

more positive light than those in the South. The reason for this were found to be 

many and varied. The volcanic mountains that dominated the North for instance, 

were �ue to their symmetry, perceived as less unruly and more favourable than 

the do · nating Southern Alps. 

The mountains in the North Island tended to rise in single mounts rather than 

extensive chains thus they were not perceived as a barrier to travel and 

settlement. More importantly however, colonists in the North had enough flat 

land for settlement and so they did not resent the mountains for the fact that they 

could not be cultivated, as they did in the South Island. It was only when land 

demands intensified in the North that settlers' perceptions of mountains altered to 

a more negative view point. The mountain landscape had become a scene of 

violence and a symbol of the shortage of land. 

By the late eighteenth century, however, the growing leisure classes began to 

praise the mountain landscape as an attractive form of scenery. Tourist circuits 

started to develop and the mountain environment became a place to enjoy not 

fear. There was also a resurgence in the belief that mountains were the pyramids 

of God's handiwork. Basically, as the first generation of New Zealanders were 

born and bred, the initial aversion towards things that were not similar to those in 

their homeland dissipated. Consequently, their developed a sense of pride in the 

distinctive natural landscapes of New Zealand, with mountains viewed as a 

symbol of this countries uniqueness. 
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7.2.3 Why are New Zealand's mountains significant? 

Basically, topographical images of New Zealand's mountains were used to 

legitimatise the reality of conquest and empire, giving evidence of ownership 

long before settlement actually took place. This country's mountains were also 

important because they played a dominant role in shaping this country as a 

nation, by not only dictating where the first European settlements were located 

but by giving New Zealanders' a sense of pride in the unique landscape of this 

country. 

7.2.4 Were New Zealand's mountains ever commodified? 

A more accurate question would in fact be whether there was ever a period in 

New Zealand's history when mountains were not commodified. From the 

beginning of European colonisation images of mountains were used by the New 

Zealand Company to promote and encourage further colonisation. It was their 

belief that by familiarising colonists with the relief features of New Zealand, 

they would encourage instant feelings of rapport with the land on settlement. 

Furthermore as settlements expanded during the 1880s, images of mountains 

were used by regional authorities to promote tourism and to attract visitors to the 

area. The conversion of Julius von Haast's sketches of Canterbury, by John 

Gully into large scale romantic oil paintings was such an example of the new 

type of regional promotion using mountains as a draw card. 

Lastly, during the 1920s, mountains were used by artists to develop a sense of 

national identity. A mountain could now conjure up the New Zealand landscape 

in its entirety. Repeated images of mountains were made in advertising, 

highlighting the uniqueness of the New Zealand landscape, with mountains 

being adopted as national icons. The fact that mountains are powerful symbols 

internationally ,  can be seen by the fact that the pyramid is a hierarchical symbol 

with the apex or· peak being the the pinnacle of success and therefore the most 

coveted and prestigious. This concept has clearly come from mountain imagery. 

7.2.5 Why do New Zealander's like some mountains more than others? 

Familiarity seems to be the key factor in determining what mountains individuals 

find appealing. Local mountains clearly hold a higher fascination than similar 

sized mounts in distant regions. This fact was clearly evident in the propensity 
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of the three art galleries studied to have a higher proportion of paintings showing 

local relief features. The fact that certain mountains are consumerised to a higher 

extent than others was also a significant factor. Tourism, for instance, has used 

images of Mitre Peak, Mt. Aorangi and Mt. Taranaki as recurring motifs in the 

promotion of New Zealand since the early 1880's. It is not surprising therefore, 

that New Zealander's have been convinced by their own advertising that these 

mountains epitomise the New Zealand landscape, thus ensuring their continual 

portrayal and popularity. 

7.2.6 Do New Zealander's have a collective image of an ideal mountain 

Landscape? 

New Zealander' s collective consc10usness about what constitutes an ideal 

mountain landscape has changed greatly over the time frame under 

consideration. When the European settlers first arrived in this country, there was 

a clea.r preference for low altitude relief features. Foothills and isolated 

mountains were viewed as being more aesthetically attractive due to the fact they 

seemed less threatening to the settlers survival. They were also seen to be more 

useful to colonists every day lives. Trees could easily be logged from such 

landscapes, providing wood and the necessary setting for farming. 

The ideal mountain landscape of this time also include considerable elements of 

Appleton's prospect-refuge theory. The predominant view point may have been 

from the valley floor looking up but there were still at this time a high proportion 

of art work providing the viewer with the ability to see without being seen. 

Water was also a requirement in the ideal landscape as were signs of human 

settlement all factors associated with human survival. The ideal landscape of the 

settlement period was therefore, a mountain that promoted survival and could be 

beneficial to settlers. 

By the 1880s New Zealander's ideal mountain landscape had altered 

substantially. Settlers new found feelings of security and well being meant their 

ideal mountain no longer had to promote elements of survival. Instead it was the 

more rugged aspects of mountains that came to appeal. In particular, high 

altitude mountain scenery with jagged pyramidal peaks and interconnecting 

ridges, epitomised by the Southern Alps. 
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Snow, previously a negative feature now became a crucial element in this 

mountain ideal. The inclusion of water and human settlement dropped to an 

inconsequential level as did the necessity for fine weather scenery. There were 

however, a few elements that retained their aesthetic appeal including our low 

land perspective of mountains. New Zealander' s  like their ideal mountain to 

loom over them and provide an imposing facade, thus they prefer to view it from 

the valley floor. The preference for fine weather scenes also continued despite a 

more even dispersal of winter / summer imagery. Consequently, it can be seen 

that New Zealander's  do have an ideal mountain landscape which has altered 

significantly over time. 

7 .3 Recommendations for Further Research 

Areas that could be expanded on for a better understanding of New Zealander's 

changing attitudes towards the mountain landscape include the differences 

between North and South Islander's perceptions. To expand on such differences 

it would be necessary to undertake a similar study to that completed in this thesis 

on paintings housed in North Island art galleries. Results collected from the 

three main South Island art galleries indicates that the collective ideal mountain 

landscape parallels characteristics displayed by the Southern Alps. It would be 

interesting to see whether art works housed in the North Island had a similar 

bias, considering the North Island is dominated by volcanic rather than alpine 

mountains. 

Another area worth consideration is the changes Maori had towards the 

mountains of this country once European settlers began to arrive. This thesis 

clearly shows how the European colonists developed a proprietorial role towards 

the land on settlement. It seems likely, therefore that the attitudes Maori held 

prior to their arrival, would undergo significant transformations, a fact indicated 

by the land wars of Taranaki and recent claims to return the land to Maori 

custody. 
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Appendix B. 
Classification System Framework. 

CLASSIFICATION 

A) Mountain Type 
a) Conical, Volcanic 
b) Pyramidal, Alpine, Jagged 
c) Foothills, Rounded, Coastal 
d) Glaciated 
e) Kaast 
f) Generalised 

B) Painting Style 
a) Sublime, Terrifying, A we 
b) Picturesque, Romantic 
c) Classical 
d) Topographical 
e) Impressionist, Colour, Texture 
f) Cubist, Geometric, Abstract 
g) Stylised 

C) Perspective 
a) Looking Up 
b) Looking Down 
c) Looking Across (Eye Level) 

D) Composition 
a) Single Peak, Mountain 
b) Group of Mountains 
c) Mountain Range, Interconnecting Ridges 

E) Season 
a ) Winter, Autumn 
b) Summer, Spring 

F) Snow Covering 
a )  No Snow 
b) Snow 

G) Looking Through 
a) Foothills, Mountain Base Up 
b) Lake 
c) River, River Bed, Gorge 
d) Ocean, Sand dune 
e) Forest 
f) Vegetation, Open Areas 
g) Rocks 
h) Tussock, Grasslands 
i) Glacier 

H) Water 
a) No Water 
b) Water 

I) Prospect-Refuge Theory 
a) No 
b) Yes 

J) Human Settlement 
a) No 
b) Yes 

GALLERY 

Nelson (Nelson Suter Art Gallery) 
Christchurch (McDougall Art Gallery) 
Dunedin (Dunedin Public Art Gallery) 

PERCENTAGE OF TOTAL PAINTINGS 

1820-1880 1880-1920 1920-1950 

NUMBER OF PAINTINGS IN GALLERY 

1820-1880 1880-1920 1920-1950 
4 1 3  1 1  
J O  24 36 

1 1  1 8  27 
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Appendix C. 

Nelson, Results Collected from the Suter Art Gallery 

CLASSIFICATION PERCENTAGE OF TOTAL PAINTINGS 

1820-1880 1880-1920 1920-1950 

A) Mountain Type 

a) Conical, Volcanic 8% 

b) Pyramidal, Alpine, Jagged 25% 30% 27% 

c) Foothills, Rounded, Coastal 75% 54% 73% 

d) Glaciated 
e) Kaast 8% 

f) Generalised 

B) Painting Style 

a) Sublime, Terrifying, A we 8% 9% 

b) Picturesque, Romantic 50% 60% 18% 

c) Classical 8% 

d) Topographical 50% 8% 

e) Impressionist, Colour, Texture 8% 9% 

f) Cubist, Geometric, Abstract 8% 55% 

g) Stylised 9% 

C) Perspective 
a) Looking Up 50% 77% 99% 

b) Looking Down 50% 1 5% 9% 

c) Looking Across (Eye Level) 8% 

D) Composition 

a) Single Peak, Mountain 25% 23% 1 8% 

b) Group of Mountains 8% 9% 

c) Mountain Range, Interconnecting Ridges 75% 69% 73% 

E) Season 

a ) Winter, Autumn 25% 54% 36% 

b) Summer, Spring 75% 46% 64% 

F) Snow Covering 

a )  No Snow 75% 77% 73% 

b) Snow 25% 23% 27% 

G) Looking Through 

a) Foothills, Mountain Base Up 55% 

b) Lake 8% 

c) River, River Bed, Gorge 1 5% 1 8% 
d) Ocean, Sand dune 23% 9% 
e) Forest 8% 1 8% 

f) Vegetation, Open Areas 1 00% 46% 
g) Rocks 
h) Tussock, Grasslands 
i) Glacier 

H) Water 

a) No Water 25% 3 1 %  73% 

b) Water 75% 69% 27% 

I) Prospect-Refuge Theory 

a) No 25% 46% 1 00% 
b) Yes 75% 54% 

J) Human Settlement 

a) No 50% 69% 9 1 %  
b) Yes 50% 3 1 %  9% 
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Appendix D. 

Christchurch, Results Collected from the Robert McDougall Gallery 

CLASSIFICATION PERCENTAGE OF TOTAL PAINTINGS 

1820-1880 1880-1920 1920-1950 
A) Mountain Type 
a) Conical, Volcanic 30% 8% 14% 

b) Pyramidal, Alpine, Jagged 20% 63% 55% 

c) Foothills, Rounded, Coastal 50% 29% 19% 

d) Glaciated 3% 

e) Kaast 6% 

f) Generalised 3% 

B) Painting Style 

a) Sublime, Terrifying, Awe 2 1 %  3 %  

b) Picturesque, Romantic 60% 50% 1 0% 

c) Classical 20% 17% 6% 

d) Topographical 20% 1 2% 

e) Impressionist, Colour, Texture 28% 

t) Cubist, Geometric, Abstract 1 4% 

g) Stylised 39% 

C) Perspective 

a) Looking Up 60% 80% 8 1 %  

b) Looking Down 1 2% 9% 

c) Looking Across (Eye Level) 40% 8% 1 0% 

D) Composition 

a) Single Peak, Mountain 60% 21 % 25% 

b) Group of Mountains 20% 8% 9% 

c) Mountain Range, Interconnecting Ridges 20% 7 1 %  66% 

E) Season 
a )  Winter, Autumn 20% 7 1 %  75% 

b) Summer, Spring 80% 29% 25% 

F) Snow Covering 

a )  No Snow 80% 29% 3 1 %  

b) Snow 20% 7 1 %  69% 

G) Looking Through 

a) Foothills, Mountain Base Up 1 0% 8% 3% 

b) Lake 20% 12% 3% 

c) River, River Bed, Gorge 20% 47% 44% 

d) Ocean, Sand dune 20% 2 1 %  

e) Forest 1 2% 10% 

t) Vegetation, Open Areas 20% 28% 

g) Rocks 3% 

h) Tussock, Grasslands 6% 

i) Glacier 1 0% 3% 

H) Water 
a) No Water 8% 44% 

b) Water 1 00% 92% 56% 

I) Prospect-Refuge Theory 
a) No 30% 83% 90% 

b) Yes 70% 1 7% 10% 

J) Human Settlement 
a) No 50% 79% 8 1 %  

b )  Yes 50% 2 1 %  19% 
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Appendix E. 

Dunedin, Results Collected from the Dunedin Public Art Gallery 

CLASSIFICATION PERCENTAGE OF TOTAL PAINTINGS 

1820-1880 1880-1920 1920-1950 

A) Mountain Type 

a) Conical, Volcanic 1 8% 1 1 %  1 1 % 

b) Pyramidal, Alpine, Jagged 46% 72% 70% 

c) Foothills, Rounded, Coastal 36% 17% 1 1 % 

d) Glaciated 

e) Kaast 

t) Generalised 7% 

B) Painting Style 

a) Sublime, Terrifying, Awe 4% 

b) Picturesque, Romantic 64% 76% 7% 

c) Classical 27% 6% 

d) Topographical 9% 6% 

e) Impressionist, Colour, Texture 6% 59% 

t) Cubist, Geometric, Abstract 

g) Stylised 6% 30% 

C) Perspective 

a) Looking Up 100% 94% 8 1 %  

b) Looking Down 6% 19% 

c) Looking Across (Eye Level) 

D) Composition 

a) Single Peak, Mountain 55% 39% 37% 

b) Group of Mountains 

c) Mountain Range, Interconnecting Ridges 45% 6 1 %  63% 

E) Season 

a ) Winter, Autumn 27% 72% 59% 

b) Summer, Spring 73% 28% 4 1 %  

F) Snow Covering 

a )  No Snow 73% 22% 30% 

b) Snow 27% 78% 70% 

G) Looking Through 

a) Foothills, Mountain Base Up 1 1 % 

b) Lake 46% 50% 1 1 % 

c) River, River Bed, Gorge 9% 33% 4 1 %  

d) Ocean, Sand dune 36% 6% 7% 

e) Forest 9% 

f) Vegetation, Open Areas 1 1 %  30% 

g) Rocks 
h) Tussock, Grasslands 
i)  Glacier 

H) Water 

a) No Water 6% 37% 

b) Water 1 00% 94% 63% 

I) Prospect-Refuge Theory 

a) No 82% 67% 1 00% 

b) Yes 1 8% 33% 

J) Human Settlement 

a) No 55% 50% 67% 

b) Yes 45% 50% 33% 



Appendix F. 

Contemporary Post Cards by Bob Beresford. 

CLASSIFICATION 

A) Mountain Type 
a) Conical, Volcanic 
b) Pyramidal, Alpine, Jagged 
c) Foothills, Rounded, Coastal 
d) Glaciated 
e) Kaast 
f) Generalised 

B) Perspective 
a) Looking Up 
b) Looking Down 
c) Looking Across (Eye Level) 

C) Composition 
a) Single Peak, Mountain 
b) Group of Mountains 
c) Mountain Range, Interconnecting Ridges 

D) Season 
a ) Winter, Autumn 
b) Summer, Spring 

E) Snow Covering 
a )  No Snow 
b) Snow 

F) Looking Through 

a) Foothills, Mountain Base Up 
b) Lake 
c) River, River Bed, Gorge 
d) Ocean, Sand dune 
e) Forest 
f) Vegetation, Open Areas 
g) Rocks 
h) Tussock, Grasslands 
i) Glacier 

G) Water 
a) No Water 
b) Water 

H) Human Settlement 

a) No 
b) Yes 

PERCENTAGE OF TOTAL POSTCARDS 
(%) 

21% 
68% 
9% 
2% 

88% 
1 2% 

17% 
7% 

76% 

5 1 %  
49% 

30% 
70% 

2% 
35% 
1 7% 
7% 
7% 

23% 

7% 
2% 

6% 
94% 

73% 
23% 
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Appendix G. 

Spatial distribution of mountains depicted in paintings housed at the 

three South Island art galleries. 

I Pa Hill 
2 Tan.wera 
3 Crawford 
4 Tongariro 
S Ngaurahoe 

6 Ruapchu 

7 Tarana.ki 
8 Pukctcitei 
9 Takaka Hill 

IO Arthur 
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36 Mt Ea.mdaw 
37 Pcnbroke 
38 Miltc Peak 
39 Mt Elliol 
40 Mt Selwyn 
41 Coronet Peak 
42 Mt Cadrona 
43 Rcmarkablcs 
44 Ben Nevis 
4S Mt Cargillc 
46 Waihola Hill 
47 Snowden Peak 
48 Excelsior Peak 
49 Hokonui Hill, 
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