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      This thesis is on small press literary publishing in New Zealand in the last thirty years. The method of information gathering is  mainly primary resource material in the form of questionnaires sent to those directly involved as small press publishers during that period. The overwhelming response to the twenty five questionnaires (twenty three positive replies, the two who couldn’t respond gave full support for the project) shows a need in the small press fraternity to give their view and to have their contribution to New Zealand literature more broadly acknowledged.

      The brief historical background to the history of literary publication in New Zealand since 1830 briefly touches on the lack of Māori small press publishers, seemingly non-existent until the advent of Huia Publishers in 1991. Huia being one of my respondents makes the issue of Māori publishing relevant to small presses in New Zealand, both in an historical and contemporary sense.

      That the 1960’s cultural ‘revolution’ influenced the small press movement is a major theme, a fact borne out time and again from the primary source material. This thesis recognises people who dedicate so much time and resources to ensure that our literature is vibrant and alive. The protagonists from the 1960’s era who had a profound effect on the ‘youth culture’ like Bob Dylan and John Lennon are shown to have had a significant influence by simply showing that “You can do it.” That waiting for official sanction was not necessary - a major underlying catalyst to those involved in small presses.

      The respondents challenge the myth that self-publishing is somehow inferior, asserting that small press publishing allows the artist control over their work, and that this is a positive and desirable thing.
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      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 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 cross-overs 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 Pakeha ‘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 down town 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 tried to allude 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.
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            Chapter One

          

          IN THE BEGINNING WAS THE (PRINTED) WORD

        

      

    

    
      “The history of small, private presses in this country is also (largely) the history of our literature.”1 While particularly referring to poetry this quote from Michael Gifkins' 1990 ‘Bookmarks’ column in the New Zealand Listener graphically states the case for the important place small press publishing has in the literary culture of New Zealand Aotearoa. Expanding this further, it is true to say that without the existence of such presses many of our writers, both well-known and obscure, may never have had the opportunity of being published authors, especially at the fledgling time of their career. This thesis  will endeavour to prove that our literature would be the poorer if such publishers didn’t exist, that we may have little literary industry or culture without them.

      The wing-and-a-prayer, number-8-wire, shoe-string budget, do-it-yourself Kiwi approach to the practicalities of publishing in a mini-market environment has its genesis in the very first printing done here.  In 1830 the Rev W. Yate published his Catechism in Māori, a six page tract of which it has been said “their struggle with press, ink and paper must have been heroic, and certainly proved disastrous.”2  The effort in labour, artistry and resources in book production, both printing and publishing, in this country from these early times up to the present day can often be seen in such terms.

      The second printing press arriving in New Zealand was brought to dry land by lashing two Māori canoes together, a dangerous and precarious practice and one which serves as a useful image for future enterprises in the publication of works through to the present day, as our small presses negotiate the waves and tides of small markets, difficult distribution, high unit cost of production, prejudice against buying local works by both the public and booksellers, and lack of academic appraisal.

      However, it is these very difficulties which ensure in some unspoken way that the people drawn to the small press fraternity, who are often tough, rugged individualists, thrive on the non-conformities and insecurities inherent in this mercurial activity.  The majority of them are poets and writers themselves and therefore have a natural and intimate insight into the very real problems of becoming a writer, and more importantly, getting published in New Zealand.  As Alan Loney of Hawk Press intimated to me in a recent telephone interview that if we hadn't done it (i.e. published our own and our fellow writers’ works) ourselves, probably nobody would have.3

      It is with these things in mind that we can look back over the historical development of small press publication in New Zealand and trace the philosophical as well as the practical lineage which follows from the first endeavour of Yate in 1830 through to the present day.  Indeed, what will become increasingly clear is that most, if not all, publishing in New Zealand can be considered under the banner of “small publishing” and it is this fact which underpins the whole industry in this country.

      To define what constitutes a “small press” is as difficult a task as it is to pigeon-hole the individuals involved.  Indeed, Cave in his book Private Presses  suggests that “waywardness and eccentricity are in the traditions of the material”.4 He adds that such presses are unofficial presses which do not run for profit, but rather produce literary works of an aesthetic nature for a small or restricted audience.

      It will be seen as this work progresses into the post-1969 period, which is eventually its main concern, that Cave’s idea is apposite and generally fits the period and people as a definition.  However, before this arises it is important to enter into a general historical background to small press publishing over a period of 170 years in New Zealand.

      New Zealand small press publishing falls into three broad, distinct periods, each of which is a continuation of, and a separation from, the period which preceded it.  The first section of time covers almost exactly the first century of publishing in New Zealand, that is 1830 to 1930, give or take a year or two.  The second covers the years 1930 to 1970, the period when New Zealand publishing came of age in the literary sense.  Finally, the time from 1970 to the present day, which has seen an explosion of small press publishers experimenting with many different forms of typography, technology and literary production.

      As we have seen in the Yate experiment the birth of New Zealand ‘literature’ was not an easy one.  Indeed, the first few years of printing / publishing in our country was largely defined by and confined to political and religious tracts of one form or another (particularly in relation to Māori language works).  One could argue that this was small press publishing at its rawest edge, shaping and moulding the intellectual life of a young nation without anything to compare it to previously.  It was practical, propagandist, and altogether concerned with the arguments involved in setting up a new society.

      In December 1834 William Colenso arrived in Aotearoa.  Not only was he a printer-craftsman, but he was an innovative and ingenious improviser who built a working press out of the incomplete machinery he was given to work with.  On “the 17th of February 1835 the proofs were pulled of the first ‘book’ published in this country, a sixteen page version of The Epistles (of Saint Paul) to the Ephesians and the Philippians,”5 of which two thousand copies were made. It was the machine that printed this work which had been brought ashore with the help of the two Māori waka.

      Colenso lost a lot of the original cold type overboard, which made an already tough task even more so, given the lengthy delays in getting replacements and his overseas suppliers’ lack of knowledge of the requirements for Māori language printing. Also, he employed and developed several Māori apprentices to assist in the production of his first book, which had its own set of problems.

      Generally, however, Māori people took very readily to the printed word and it is an unfortunate aspect of the history of presses in New Zealand that more Māori literary publishing houses have not been part of the development of New Zealand literature, until recently with the advent of concerns such as Huia Publishers.  This might be an indication of just how badly affected by war, poverty and the policy of assimilation,  the indigenous people were in the early days of New Zealand.

      With the printing of the New Testament in Māori, Ko te Kawenata Hou, in 1837, Colenso steadily increased the volume of his production.  By 1843 he had produced over sixty items, ranging in number per book from one hundred to twenty thousand copies. Colenso used his press to come to Governor Hobson's aid by printing a circular in 1840 exhorting the Māori Chiefs to attend the meeting at Waitangi, which would lead to the signing of the treaty.  He also printed two hundred copies of the Treaty of Waitangi.

      There was an early acceptance in New Zealand of the notion of what would later be disparagingly referred to as “vanity press” publication. For example, it has been acknowledged that most early works such as political pamphlets “were certainly paid for by the authors.”6 It was not until 1852 that the first book of poetry was written and published in this country.  Entitled New Zealand Minstrelsy, it was by the poet William Golder who “followed the old balladmonger’s tradition of personally canvassing for subscribers and hawking his books for sale.”7

      While not significant as a literary work Minstrelsy does mark the beginning of the long struggle involved in publishing poetry in New Zealand Aotearoa The fact is that many such works are published and sold in a similar manner by small presses even today.

      This was also the case with one of the most famous and ornate literary publications of the first hundred years of printing and self-publishing in New Zealand.  While Thomas Bracken's Musings in Maoriland was the result of an elaborate printing job carried out in Leipzig, and bearing the imprint of Arthur T. Keirle of Dunedin, it was “probably essentially self-published.”8 Certainly, a hint of the shapes of things to come, and an indication that not much has changed in the publication difficulties of poetry production and distribution in New Zealand from 1890 to 1990 and beyond.

      As New Zealand society developed after the Treaty of Waitangi had been signed, printers began to appear in ever increasing numbers.  Newspapers, political and religious tracts, and provincial propagandists began using the emerging print media to put forth their various concerns. One of the least known and acknowledged areas of this was the way Māori used the written word.  Most historians see the Land Wars, for example, in terms of the physical acts of warfare.  However, Māori people, whose enthusiasm for reading and the written word had been fuelled by the missionaries with their zealous productions of Bibles and other religious writings, had begun to realise the power of the printed word in their increasing struggles with the Crown and the settlers.  In 1861 a Waikato Chief, Waata Kukutai, set up a press in Auckland known as Ko Aotea.

      Ko Aotea (The Māori Recorder) proved to be too suspect and subversive for the Government and in 1865 C.O.B. Davis, a long time fighter for Māori causes who had encouraged Kukutai to set up the press, was charged with seditious libel for the publication of a leaflet which was not even his. Such an over-reaction to an incident like this shows how sensitive the authorities were when dealing with Māori publishing.

      One reason for such disquiet was possibly the fact that a few years before in 1858 two young Māori from Waikato, Wiremu Toetoe Tuaone and Te Hamara Perehau Paraone, had been to Austria to learn printing. After leaving they were presented by their hosts at the Imperial Royal Printing House with a press.

      On their return to Aotearoa they began practising their trade,  firstly at Mangere in 1860 and later at Ngaruawahia in 1862.  They established Te Hokoio, a pro-Kingitanga newspaper, which circulated up to ten issues between June 1862 and May 1863.  The two young men might well have been influenced by the revolutionary ideas which were prominent in Europe at the time of their visit and transported them back to the situation of their own people. If so, their views would have coincided with the growing tension in New Zealand over issues of land and sovereignty.9

      The Government tried to counter this publication by bringing out their own newspaper Te Pihoihoi Mokemoke i Runga i Te Tuami  under the stewardship of John Gorst.  However, a group from Maniapoto carried out their own form of censorship by seizing the press and taking lock, stock and cold type back to Ngaruawahia for their own use.  It obviously had become a dangerous business this dealing with the printed word.  It could even be surmised, given the laws of tapu and mana that after the land wars of the 1860's and 1880's many Māori people felt that not only had they lost their land, but also the intellectual and political power which the printed word had seemed to promise.

      However, Apirana Ngata has a different interpretation of why Māori people didn't take to the printed word and benefit from it.  He asserts that “‘education through the ear, conveyed by artists and interpretation and gesticulation’ was preferred by the ‘genius of the race’ to ‘mute transference through the eyes’.”10 Thus, Ngata implies that Māori were not suited to learning from books because of their long-standing oral tradition of passing on knowledge.

      While there was a later Kingitanga newspaper, Te Pakio Matariki, which lasted from 1891 to 1902, the Māori publishing presses never really recovered, and even today it is only Huia Publishers who are dedicated to the exclusive publishing of Māori literature. A further consideration in relation to Māori writers is that there may be many unpublished and untranslated  manuscripts. According to Otago historian Bill Dacker, whom I interviewed recently,11 these still remain in whanau or hapu hands and have often not been disturbed since the writer last touched them over a century ago. These taonga remain part of the unseen legacy left over from the land wars and exemplify the lack of trust and loss of mana engendered by the loss of land. Further to this Dacker, in his 1994 publication Te Mamae me te Aroha, offers evidence of a printing press purchased by Ngai Tahu in the 1860's which lay unused for many years as the people grappled with poverty and the trauma which befell them. With the death of Tiramorehu, the main visionary behind the printing press for Ngai Tahu, in 1883 at Moeraki, so the dream of the tribe having its own voice in the new world died also. “Sadly, he did not live to establish a printing press at Moeraki as he had hoped.”12 This may have been the case in other tribal areas also. Again this may offer some understanding of why there was no substantial Māori literature up until the last twenty years or so, beyond the ‘oral tradition’ explanation proffered by Ngata, a possibility that clearly warrants further investigation.

      In the phone conversation previously mentioned Dacker cited a document (Beattie MS 181, Notebook 4, Sections 10,11,12 ) held in the Hocken Library in Dunedin, in which Herries Beattie met someone who had seen the printing press at Moeraki on which Tiramorehu hoped to establish a Ngai Tahu newspaper. He also planned to write and print his own history of the tribe according to the source. Tiramorehu is said to have slept in the same room as the press and to have built a Whare Parehe (Press House) especially to shelter his precious machine.

      Dacker also spoke of a woman, Vivienne Leonard, who he interviewed during his gathering of oral history material. The woman said she remembered seeing the remnants of the press outside Uenuku, the meeting house at the Moeraki Marae. The source of the interview is the Oral History section in the McNab Room of the Dunedin Public Library: (He Whanau a ka Korerorero - OMH9).

      After the wars of the 1860's New Zealand settled into developing a nation along the lines that the Pakeha victors had in mind all the time.  The empire builders with their large presses such as the daily newspapers in the main metropolitan areas like the Otago Daily Times and the New Zealand Herald began to dominate. Also, there was the development of the Government Printers and up to the 1930's publishing in New Zealand seemed to be largely dominated by the concerns of commerce and politics.

      The writing which did appear during the post-land war period was often the writing or re-writing of the history of New Zealand by the Pakeha victors.  Frederick Manning's Old New Zealand, George Grey's Polynesian Mythology and Edward Tregear's The Aryan Māori look back on a great, noble race of people as though
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