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        Kia ora tātau

        He mihi kia koutou

      

        

      
        Mā te ako ka mārama

        Mā te mārama ka mātau

        Mā te mātau ka ora

      

        

      
        Horahia te marino

        Horahia i Rotorua

        Tukua te rangi mo te ruri

        Kia rerehu – i.

        E hinawa – e!

      

        

      
        Nō reira: tēnā koutou, tēnā koutou, tēnā koutou katoa.

      

        

      
        By learning comes understanding

        Through understanding comes knowledge and wisdom

        Through knowledge and wisdom comes life and well-being

      

        

      
        Spread out below lies Rotorua Lake.

        How calm and still it lies!

        This is our day for dance and song

        How far will the sound travel!

      

      

      

      My name is Michael O’Leary, I was born in Auckland in 1950, the Year of the Tiger, in October, the Month of Our Lady. I am from Irish ancestors. The whakatauki or proverb from Te Arawa I have introduced myself with is a mixture of two works: the first tells of the importance of knowledge and wisdom as life-affirming aspects of being a human in this world, the second comes from understanding and experience and tells of the natural world, and how we must celebrate both the natural and human worlds in song and dance, and most writers, academic or otherwise, often ask the question: ‘How far will my voice and words travel?’ I include this whakaatu kupu (word introduction or greeting) as a way of expressing my underlying weltanschauung as a writer and artist

      It is no coincidence that I use a whakatauki from Te Arawa. Our grandmother on our mother’s side was a Fitzgerald, and she would tell me stories of her husband’s family and how they escaped the Tarawera Eruption and other stories around the Rotorua rohe. Recently, I came across a book by Te Arawa historian, D.M. Stafford, who wrote another book as well as the tribe’s official history. This book was called The Founding Years in Rotorua and in it Stafford quotes from a person who witnessed the eruption, Richard Griffiths. He says: “Altogether it was a sight as glorious as it was terrifying … at that moment a well-known settler, Mr Tom Fitzgerald [my great, great grandfather], came running down the street as though he had a legion of devils after him. He called, ‘For heaven’s sake clear out of the place; it’s going down!’ I remember how the thought flashed through my mind that the place was not likely to go down, but to go up!” Mr Griffiths obviously had little notion of Irish logic.

      I am a writer, poet, novelist, artist and publisher, my Earl of Seacliff Art Workshop imprint has published over 250 titles of New Zealand literary works and this year we celebrate 40 years of publishing. My own writing includes 6 novels, ten volumes of poetry, short stories, plus several non-fiction publications, including my academic work. My writing has been published in anthologies and my artwork has been shown in galleries. I have collaborated with many musicians, producing seven CDs of songs based on my lyrics. In the words of the Irish writer, Samuel Beckett: ‘Make sense who may’.

      I now put into book form some of my non-fiction writings as I hadn’t noticed until recently that I had developed a considerable amount of work in this genre, having concentrated mainly on poetry and fiction, plus my publishing of other peoples’ works. I include in this tome some of the obituaries I have had published over the years dedicated to my friends in the literary world who have died, several of whom became close personal friends also. I include some of the book reviews I have done, plus sections from my MA and PhD theses which were later published as books. Extracts from the two Waitangi Tribunal reports I wrote for the Crown Forestry Rental Trust also make a brief appearance. Add to the mix a section from my autobiography, plus extracts from the books I have written about the village I have lived in for over 25 years. A full bibliography of my mahi to date completes the book. I hope this collection is informative and entertaining as it provides another form of expression to my literary life, to wit: A DIFFERENT HAT.

      

      
        
        Ave Atque Valete

        Michael O’Leary

        Paekākāriki

        April 2024
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            1-AN INTRODUCTION TO AN INTRODUCTION

          

        

      

    

    
      In presenting this thesis for examination my concern is to put on record the contribution to our literature made by what Alan Loney refers to as ‘“the other tradition” in New Zealand.’⁠1 The approach of this work to the subject of ‘alternative’ publishing may be in some respects unorthodox, in the sense that a questionnaire sent to participants is usually not correct procedure for an English degree but is rather the domain of the social sciences where strict protocol and procedures are adhered to.

      However, this thesis was always intended as an ‘introduction’ to the subject. It is therefore entirely appropriate that the main thrust and achievement of the present document is focused on the presses themselves and the people who were involved in alternative publishing. It is hoped that the data collected in the often-candid responses to the questions and the information provided in the bibliographies which accompany each of the publisher’s replies will be of assistance to future scholars.

      Many of the principal protagonists in this survey are getting to an age where other interests and responsibilities, loss of memory, or even mortality itself threatens to make such intimate details which emerge from the questionnaires almost impossible to recreate if future studies were to be attempted. Unlike past generations who left behind diaries and correspondence, the communications revolution in the twentieth century means that many details now go unrecorded. Where someone like Keats or Wordsworth may have written to a publisher in relation to aspects concerning the publication of a new volume of poetry, nowadays a poet will probably do the same thing by telephone or other electronic form of communication. It is highly unlikely that future scholars will be able to trace such phone calls, and even e-mails may be considered too ephemeral for preservation by many.

      The question of what constitutes an ‘alternative small press’ and why some publishers were chosen to answer the questionnaire is important. As this study is seen by its author as the beginning of further research, rather than a definitive academic treatise, much of its methodology is tentative. In fact, it is more akin to an oral history project than a conventional English thesis, in that its primary aim is to capture the thoughts and ideas of the participants. Its value may be seen in the light of the death of one of the founders of a press which it was hoped could be included in the study: Don McKenzie of Wai-te-ata Press died during the preparation of this thesis, and it was thought inappropriate to send the questionnaire to anyone else because it is now a distinctly different operation than when McKenzie began it. People such as Bob Gormack (Nag’s Head), Niel Wright (Original Books), Bernard Gadd (Hallard Press), Oz and Ruth Kraus (Brick Row) — all people who have contributed to small press publication in this country over the past thirty years — are at an age where their motivations and ideals could be lost to the public record.

      The questionnaire was designed and distributed to collect a sample of the prevailing types of small press publishing and writing during the period 1969 to 1999. In no way does it claim to be definitive or even representative of any particular movement or tradition. Of the twenty-six questionnaires sent to small press publishers only three could not reply. Those three (Alister Taylor, Quentin Wilson of Hazard Press, Wendy Harrex of New Women’s Press) all supported my project and expressed interest in replying but were too busy with other work to meet my deadline.

      However, a preliminary bibliography of their presses is included in the Supplementary Bibliographies section to give something of an indication of their contribution. To receive a return rate of twenty-three out of twenty-six replies from such a group of busy people is an indication of how these publishers felt about the importance of this project and how overlooked by the literary establishment some of them felt they were. Again, this written form of oral history has proved its worth.

      So, what is “alternative” publishing, and who are the “establishment” they are providing an alternative to? These questions are not easily answered and there appears to be many crossovers between several of the publishers who responded. Broadly there is three types of perceived establishment publishers: commercial, literary, and academic.  Other factors influence such classifications. For example, Huia Publishers, who on the face of it seem to be straight commercial publishers, are alternative because they were established in the face of what was a perceived Pakeha establishment of publishers.

      As Robyn Bargh states, in the response to the first question about becoming involved in publishing, she “set up Huia Publishers in 1991 because I considered that New Zealand literature did not adequately represent the views, values and attitudes of Māori people I knew.”⁠2 Thus, it is quite fitting that Huia should be included in a work on alternative publishing; and with a kaupapa which states that works published by Huia Publishers “have to contribute in some way to the development of Māori writers or literary thought”⁠3 her fight against the Pākehā ‘establishment’ seems set to continue.

      Another form of alternative versus establishment publishing can be seen in the presses founded during the drive in the seventies for equality between men and women by members of the women’s liberation movement. Wendy Harrex of the New Womens Press was a prime mover in this field. Another important woman in the struggle to have women’s work taken seriously is poet Heather McPherson of the Spiral Collective. Early on in her career she realised that she would have to take up the fight against the male establishment when she told Leo Bensemann, then editor of Landfall, that she had a collection of poetry and would he look at them. “I mentioned that I had become a feminist. He said that Rita Cook - Rita Angus - had become a feminist ‘but it didn’t do her any good either.’”⁠4

      In the face of attitudes like this (even though Bensemann said her poems were publishable) the battle lines were drawn. McPherson states that after joining a group to fight for homosexual law reform “with a number of talented women artists in the group, with their stories being turned down for publication or by art galleries, I thought I would rather be working with/for women artists.”⁠5 Thus, the Spiral Collective was formed to a provide an alternative to the male literary and artistic establishment.

      Traditionally, however, when speaking about established versus alternative publishing, definitions need to be addressed. This is difficult, especially when talking about small press publishing in a diminutive market such as New Zealand. Two major categories emerge from the questionnaire respondents. Firstly, presses such as Alan Loney’s Hawk Press are dedicated to a type of production of literature using aesthetics as a guiding force for both presentation and selection of material. Loney states that “there was worthwhile poetry being written that was not getting published, and that books that were being published could be better designed and produced than was the case at the time.”⁠6 This type of operation is often seen as the genuine expression of a “small press” as their production methods include hand-setting of text and art house design standards.

      Secondly, there are what is termed non-commercial presses such as One-Eyed Press and Amphedesma Press. These often arise out of situations where someone knows of a piece of writing that they think should be published but is unlikely to be touched by any commercial operation. These presses employ whatever technology is expedient to get the job done, hopefully at the lowest cost. C.E.G. Moisa’s One-Eyed Press illustrates this. Moisa recalls “Mark [Williams] one day [saying] that he would have liked me to illustrate a book of poems that he was hoping to publish.”⁠7 After looking around at options Moisa decided on approaching “a fast print place (IMPRINT) down where the bus depot is in downtown Auckland.”⁠8 He got a quote, published Abecedary and One-Eyed Press was born.

      Meanwhile, at the same time twelve thousand miles away, Bill Manhire and Kevin Cunningham were engaged in similar activities establishing Amphedesma Press. Manhire explains how they used “office facilities (mostly the electric typewriters) to prepare photo-ready texts and took them off to a local fast copy shop (these were just getting in London in the early 70’s). We bought our own cover card - mostly in the Tottenham Court Road at a place called (I think) Paperchase.”⁠9

      I have alluded to a few of the many ‘alternatives’ in NZ publishing in this short introduction. Several others will reveal themselves either through the text of the thesis or in the responses to the questionnaires. Whether it be alternatives in technology, philosophy or literary taste and judgement it is hoped that the present document will provide a starting point for further study and discussion on the field of alternative publishing within the wider world of publishing and writing produced in this country. The fact that I have chosen to present this material as a university thesis may appear incongruous to some. The main reason for doing this work within an academic framework is to have the endeavours of all these small press publishers recorded as part of a public archive.

    

    
      
        
        

        
          1 Questionnaire response - Hawk Press, Q9, p110.

          

          2 Questionnaire response - Huia Publishers, Q1, p117.

          

          3 Questionnaire response - Huia Publishers, Q3, p117.

          

          4 Questionnaire response - Spiral Collective, Q1, p164.

          

          5 Questionnaire response - Spiral Collective, Q1, p166.

          

          6 Questionnaire response - Hawk Press, Q1, p108.

          

          7 Questionnaire response - One-Eyed Press, Q1, p132.

          

          8 Questionnaire response - One-Eyed Press, Q1, p132.

          

          9 Questionnaire response - Amphedesma Press, Q6, p62.

          

        

      

    

  


  
    
      
        
          
          

          
            2-BRICK ROW PUBLISHERS

          

        

      

    

    
      Ruth and Oz Kraus made a lasting impression on the New Zealand small publishing scene in the 1980’s and 90’s, not only for their own important publications but also by taking on the most difficult problem NZ publishers face, distribution. Thus Brick Row is cited throughout the period as being the distributor for many of the independent presses of the time and it is widely acknowledged that without them many of the literary works of the last twenty years would not have been as widely available as they were.

      1 - What was your initial reason for getting involved in publishing? Please try to think of this in the spirit of what you were thinking and doing at the time.

      I think I was born with a desire to be a publisher. At age 9, I was one of the many boys working in our spare time for the Curtis Publishing Co. selling subscriptions to the Saturday Evening Post. My first real job in publishing was with the McGraw-Hill Book Co. in 1957 working in the 29-story green building on West 42nd. St., the first building in the U.S. built and designed for a publishing company. I joined the American Branch of Cambridge University Press in 1959 and remained with the world’s oldest publishing house until I left for New Zealand in December 1970. Ruth also did some interesting work at home for Cambridge. From the end of 1970 I was with A.H. and A.W. Reed, then New Zealand’s premier publishing house, until I was fired 3 or 4 years later. Before establishing Brick Row I was engaged as a consultant by Stuart Parker then MD of Macmillan NZ and set up the first Macmillan distribution centre in New Zealand. Brick Row began in 1977 and became a registered company, I think in 1977 or ‘78.

      2 - Who or what was your main influence behind your decision to publish? These may include literary or non-literary influences.

      I am enclosing a letter* which may answer this question and another one raised in your letter.

      * The letter follows…

      Books and publishers have been a life-long interest for me. I began collecting books when I learned to read before I was six. My father died when I was eleven and my mother was diagnosed with Parkinson’s Disease in the same year. I guess reading was a kind of escape for me. I used to read all the books by my favourite author and then look up the publisher’s address, take the subway downtown and call into the publisher’s office to request a seasonal catalogue to see if any new books by my favourite author were scheduled for publication.

      I discovered English literature in my early teens and began developing an interest in old editions. I often frequented second-hand bookshops until I discovered there were antiquarian booksellers who specialized in older books. I was given the name of a shop located on the fifth floor of a building on lower Fifth Avenue called The Brick Row Book Shop. I could not have been more than 15 or 16 years old at the time. The Shop was owned and operated by an elderly Irish scholar who seemed surprised by my interest in books and was very friendly. Most of the books which interested me were priced way beyond my means, but I was delighted to examine and handle them.The owner, Byrne Hackett, became a friend and I remember visiting him on several occasions just to handle a first folio Shakespeare with price tag of $12,000. I found myself going down to visit The Brick Row Book Shop almost monthly and, on several occasions, Byrne Hackett took me to lunch at his favourite Italian restaurant. I think Byrne took a fatherly interest in me and gave me a real appreciation for old books. I believe he proved to be something of a romantic because a few years later he wanted me to meet a young lady who worked at the United Nations in New York. She had been educated in Ireland and was the younger daughter of an English earl. We met and dated a few times, but I guess the chemistry wasn’t there though Byrne said to me once that if I developed a serious interest in this girl and decided to marry, he would let me have his summer country home as a honeymoon cottage.

      Some years passed when I met Ruth and we married. The company I was working for closed down shortly after we married and when Byrne heard about it he sent us a very warm, sympathetic letter expressing his concern. After finding another job in a few weeks I thought it time to take Ruth downtown to meet Byrne Hackett only to find that he had died. The shop was still open, and the former assistant was packing things up.

      Byrne Hackett had been with Yale University Press in 1915 when he was advised of the need for a scholarly second-hand bookshop for the Yale faculty. He opened such a shop in a building at Yale called Brick Row and later opened another at Harvard and a third at Princeton and then one in New York. All were closed after the depression except the one Fifth Avenue in New York. I named our publishing company in memory of Byrne Hackett as I knew he did not want the Brick Row Book Shop to continue after his death.

      In San Francisco there was an antiquarian bookshop next to our hotel. They didn’t have anything of interest to me but recommended another shop a few blocks away. Back in our room at the hotel I looked up the phone number in the yellow pages and discovered there was also a shop in the building called The Brick Row Book Shop!

      I phoned and Ruth and I went over to meet the proprietor the next morning to find that it was indeed the original Brick Row Book Shop. Byrne Hackett’s assistant bought the shop from his widow. He sold it a few years later to a man who moved it to Austin, Texas and then to San Francisco. It was then sold to the present owner who had a photograph of Byrne Hackett on the wall behind his desk. So our visit to San Francisco was not only a pleasant one but brought back lots of memories . . .

      Letter ends.

      3 - In your choice of authors was the main consideration for inclusion philosophical, literary or pragmatic?

      Our choice in publishing was always literary which of course included philosophical. However most of our training in publishing came from Cambridge University and I guess I was influenced by the charter given to the university by Henry V111 in 1534 which was in fact a license to print and publish “all manner of books”.

      4 - “...and if there is still a number of commissioned works which seem to have been dreamed up by a sabotaging office-boy on an LSD trip, there are now each year a growing quantity of books which worthily add to our literature.” Professor J.C. Reid from an article introducing New Zealand Books in Print, written in 1968. I interpret Reid’s assessment as an indication of the rift between the acceptable ‘worthy’ literature as endorsed by academia, and the new wave of sabotaging office boys and girls who at that time commissioned publishers to put out their works, or simply published things themselves, and in many cases the work of their friends.  Comment on this quote in relation to the ‘Vanity Press’ vs ‘Real Publishing’ debate.

      I never presume to know exactly what is on a writer’s mind, especially Professor Reid’s. Nevertheless I have much to say about Vanity Press publishing. For many years I had nothing but contempt and scorn for vanity publishing. In the early years of Brick Row we were approached by several New Zealand writers who had books produced by a vanity press but we politely declined to distribute them. However as the shape of publishing changed in the later ’70s most major NZ publishers were absorbed by the larger commercial publishing interests in Britain and Asia. New Zealand readers no longer had to wait a year after publication for popular books.

      Overseas publishers had a ready market in New Zealand enabling them to increase their print runs, reducing the unit costs of all their books. A small and relatively insignificant number of NZ authors were (and are) published by these houses but with very few exceptions the books of NZ authors got no further than New Zealand’s shores. The overseas traffic was strictly one way! Even in the case of some of these authors, their work may not have been published without an Arts Council grant. Since market-led forces demanded a high rate of financial success it became nearly impossible for new writers to find a publisher. This became increasingly apparent to us at Brick Row, but we employed a very old-fashioned publishing strategy. Profits from successful books were used to subsidize worthwhile books we felt would probably not pay their own way.

      We never engaged in vanity publishing but from then on, we encouraged good writers to consider self-publishing. Those who could afford to take our advice were guided by Brick Row through the intricacies of book design and other aspects of production. We never charged for this service, but it was understood that Brick Row would have exclusive distribution rights. At one point we devised the Southern Lights imprint to distinguish these titles.

      5 - Initially, was your focus outwardly cosmopolitan or inwardly New Zealand looking, and how has this emphasis changed over the years?

      Our focus was always on New Zealand writers and New Zealand readers. However most of our revenue was derived from the distribution of the output of small NZ presses and from a few major American and British publishers. We were never successful in getting our own overseas publishers to take any New Zealand books. We were successful in bringing into New Zealand valuable books which otherwise would not have been found in New Zealand. These included self-help books for children with learning difficulties, books for gifted children, books on teen suicide and professional books. NZ publishers who specialized in related areas were uninterested in these books owing to the small size of the market, while we found a ready market and did quite well with them. In the case of our poetry journal, Poetry NZ, we introduced some U.S., British, Australian writers and as a result found a small but growing market overseas and especially in the U.S. where I am promoting this journal at present.

      6 - What were your methods of printing and distribution as a publisher? Did you receive any financial or other assistance from either public organisations, or private sponsorship?

      We began to develop a distribution network before we published our first book. From about 1984 we used commission reps. We received Arts Council grants for a number of our books and journals, some assistance for one book from a public organization.

      7 - How much of your publishing was commissioned and paid for (either fully or partially) by the author? Was your operation helped by the voluntary work of friends and family?

      No publishing was ever commissioned or paid for by an author and we were never helped by voluntary work from anyone.

      8 - What has been the cost to you personally in terms of time, money and resources, of being involved in publishing in New Zealand? You may consider this in relation to more difficult areas such as relationships with friends, family etc. also.

      Brick Row began without any investment of capital, and we introduced minimal funds only once or twice in the early days of Brick Row as bridging finance. Involvement in Brick Row, the extraordinary service we provided for customers, authors and would-be authors required almost all our time but the rewards in personal satisfaction in giving assistance in a small way to New Zealand literature, helping authors and proving to ourselves that we could do a better and more efficient job than our publishing colleagues, by far outweighed the cost of our time. I must confess, however, that although we had no plan to retire, by the time we reached our mid-70s I was beginning to tire a bit.

      9 - Where do you place yourself and your achievements as a publisher (and as a writer if applicable) in the history of the modern-day New Zealand literary scene? Do you feel that your contribution has been adequately acknowledged.

      Our contribution was never acknowledged except by one or two close friends who were aware of how much we were doing. However, we neither sought nor thought we deserved recognition. We kept too busy for such vanity.

      O.K. Los Angeles, 2000.

    

  


  
    
      
        
          
          

          
            3-PHD INTRODUCTION

          

        

      

    

    
      In her introduction to Feminist Research in Theory and Practice Gayle Letherby stresses the need ‘to acknowledge the location of ourselves in research and writing’, and earlier she states that ‘our personal biographies are also relevant to the research that we do in terms of choice of topic and method’ (Letherby, 2003: 9), hence this introductory note. Also, as a publisher it has been my philosophy to include and encourage as many women writers as possible, depending on the material available. In the history of my Earl of Seacliff publishing house published last year, The Earl is in … 25 Years of the Earl of Seacliff, it is noted of the 61 authors 26 are women (Pirie, 2009). In the 1992 anthology I edited, Wrapper, of the 35 contributors 15 are women (O’Leary, 1992).

      This thesis explores the reasons why so few women writers in New Zealand appear as prominent figures in the literary scene during the period from the end of World War Two up to the time when the second wave of the New Zealand feminist movement began, in the late 1960s and early 1970s. It discusses the evidence on whether women writers were deliberately under-represented, and their work trivialised by the male writers and publishers of the time. What were the factors accounting for this under-representation?

      I provide an overview of the women writers and their acceptance or otherwise in New Zealand literature from 1945 to 1970, based on an investigation of the literary world of the time, plus one example from the art world which in many respects is similar in attitude and underlying conditions. This includes an examination of the evidence regarding the extent to which many New Zealand women writers felt excluded or belittled by their male counterparts and their analysis of the reasons for this – together with discussion of the accuracy of their perceptions. What are the factors accounting for their seeming lack of representation and how significant is each?

      To what extent were there successes and achievements, literary, commercial, and academic, for the women writers of the time, despite any real or perceived exclusions? The significance and importance of my thesis lies in the evidence and the documentation of the questions and answers I provide. Such documentation will contribute to the knowledge of this important era in the development of our literature. The dates selected are significant for it was in 1945 that Allen Curnow’s anthology of New Zealand verse appeared for the first time. One of the striking things about the collection, as previously stated, is that only two of the sixteen poets, Robin Hyde and Ursula Bethell, represented are women. Curnow’s book went into a second edition in 1951 with twenty men and three women included, Ruth Dallas being the third. Were more women asked to contribute to the anthology but refused and, if so, why? This is discussed later in the thesis in relation to Eileen Duggan.

      Because this thesis deals with litterateurs, literary writers, documentation is an important element in the presentation of the writers and their work. Literary writers by definition create public documents, over what may be a long lifetime, including manuscripts, working papers, and letters. The existence of such records means that, perhaps more so than for many groups, we have evidence regarding attitudes, intentions, motives and responses to situations of the individual women writers of this period. The appendices included in this thesis are designed to provide information not freely available thus far. As with this thesis as a whole, they are laid out for future scholars and researchers to use as a springboard for further work. It is hoped that this thesis will bring an awareness of the issues I address for future reference, and it in no way claims to be definitive or exhaustive.

      Subsidiary questions relate to specific issues and groups of women writers. 1945 saw the end of WW2 and the return of many thousands of servicemen from Europe. Did their return also mean a return to traditional family gender roles, not just in the home but also outside the domestic situation, including the literary world? Was there a residual resentment held by the men returning from the war towards the women who stayed at home, and did such attitudes also cross over into the post-war literary environment? Beyond individual women writers there is evidence to suggest that in the period 1945 to 1970, different groups of women were treated differently, or simply ignored as being ‘other’, in particular, Māori women writers and lesbian writers.

      Motivation for writing this thesis

      One of the motivations for me to write a PhD. thesis on this topic came from my MA thesis in English at VUW. The subject for that thesis was small press publishing in New Zealand from 1969 to 1999, subsequently published as a book by Wellington publishers Steele Roberts in 2007. My introductory chapter outlined some of the history of New Zealand literature as printed word up to 1969. What struck me was the under-representation of women writers in that period before the 1970s, according to most of the literary commentators.

      However, I knew this to be untrue because of my many years as a second-hand bookseller. I realised this was an area that needed further investigation, and that the questions raised in my Master’s thesis signalled a direction for important new research. The time period of this thesis ends in 1970. It is outside the scope of this study to cover the explosion of energy running through the 1970s in what is often referred to as Second Wave Feminism. Yoko Ono in her 1972 song ‘Sisters o sisters’ brought into popular culture some of the frustrations and sentiments that women were feeling at the time:

      
        
        
        We lost our green land, we lost our clean air,

        We lost our true wisdom, and we live in despair.

        O sisters, o sisters, let's stand up right now,

        it's never too late to start from the start

      

        
      
        (Ono, 1972: song lyric)

      

      

      

      During this period women in New Zealand began to ‘start from the start’ with the Women’s Art Movement that set up art galleries, holding their own exhibitions so they were no longer reliant on gallery owners and art dealers who were predominantly men. At the same time women writers established publishing houses and bookshops, no longer reliant on the male publishers (Dann, 1985). These responses in New Zealand and elsewhere came as a reaction to the treatment of women during the period of this study 1945 to 1970 and changed the position of women writers.

      Another more recent event which made me want to write this thesis was the twentieth anniversary of Keri Hulme’s The Bone People winning the Booker Prize, the only New Zealand book to have done so. A symposium was held to celebrate this achievement at Victoria University and apart from myself, none of the male university literary academics, VUP writers or other male writers in the Wellington region turned up to honour Hulme. When I asked Lydia Wevers, one of the conference organisers, what she thought about this situation she told me that they had certainly been invited. As, despite this, they did not attend, I conclude that the silencing of the ‘other’ (in the case of women, half the population) continues despite such international success.

      
      Why write this thesis in GWS

      I decided to write this thesis in the Gender and Women’s Studies Department of Victoria University as it is a department better suited to understanding the issues involved for individual women writers through a feminist critique, than through a narrowly focussed ‘literary’ study which another department might demand. For it is that very ‘literary narrowness’ and subjective viewpoint of ‘good literature’ that has, perhaps, robbed many of the women writers of their proper status and contribution to the New Zealand literary canon. I am aware of differing views on men undertaking a study of what may be seen as a ‘feminist’, study but I make no apologies for this.

      As a man interested in literary subjects and possessing a sense of fairness, I feel qualified to undertake this study. I feel that many of the women covered by this study were treated badly, and this is my response. While I agree to a certain extent when Reinharz cites Mary Daly’s claim ‘that men can support feminism but cannot be feminists because they lack women’s experience’ (Reinharz, 1992: 14), I feel that a more apt expression of what I am attempting is described by Renate Klein’s belief that ‘we cannot speak for others, but that we can, and must, speak out for others’ (Klein in Reinharz, 1992: 14).

      While there has been a body of published work on New Zealand women writers in recent years, including those of the period I am investigating, such work is to a greater or lesser extent deficient in feminist critique. It does, however, provide the raw material for such a critique. Throughout the thesis I also investigate the sociological, economic, class, racial, and cultural pressures which either hindered or encouraged women writers, including norms related to gender division of labour within families and their impact on women’s opportunities to put writing at the centre of their lives. In particular, several of these issues are investigated in Chapter 3 which addresses the social and historical themes. The issues relating to Māori women writers are discussed in Chapter 8.

      I investigate the apparent marginalisation of women writers by male writers, critics and publishers. One example I will investigate in some depth involved the poet Ruth Gilbert. In 1957 the literary magazine numbers published a letter by Willow Macky in which she ‘criticises the critics’ of the New Zealand literary scene, as will be discussed in the study of the poets in chapter five. Gilbert, whose work sparked this controversy, will be examined in some detail. There were also some interesting marriages between creative people during this period. For example, poets James K. Baxter and J.C. Sturm, Meg and Alistair Campbell, and artists Anne and Colin McCahon.

      I examine the work of Māori women writing in English during the period, in particular the works published in Te Ao Hou, including waiata and reviews. For example, J.C. Sturm was writing book reviews and Arapera Blank short stories. The waiata of women such as Rangi Dewes and Erihapeti Murchie, whose husband has given me access to her unpublished waiata, and the influence of Māori women’s writing on cultural and sociological subjects is also relevant during this period and will be explored. Having access to unpublished written material has allowed this thesis to discover
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