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Preface




Dennis McEldowney
					
				




1


The history of the book is not bibliography, although it often relies on the careful description of books given by bibliographers. It is not textual criticism, although it both draws on the work of textual critics and supplies them with information. Its focus goes beyond the content of books to the book itself as an object, to its history, to the interrelated details of its gestation and production, and to its influence on readers and the world. It covers therefore an almost unlimited variety of subjects as they are touched by books, a variety illustrated in this book. So is the wealth of detail that must be investigated before anyone can confidently write 'a' history. The essays have been selected from papers presented to a conference on the history of the book in New Zealand held in Auckland in 1995 that was convened by 
Alan Loney. Most of them have been rewritten to a greater or less degree to suit the printed page rather than the lectern, where in some the narrative had been slotted around a collection of slides. One criterion of selection, and of the original invitations to deliver papers, was that they should not be specialists talking to other specialists. Each of the essays has a story to tell which will engage anyone with the most general interest in the topic.


The essays fall into several natural groupings. There are three on the meeting, sometimes the collision, between Māori oral tradition and the written and printed word. Jane McRae's general survey shows the complex relationship which has developed



over nearly two centuries in which the tradition and the book have come to depend on one another. Danny Keenan detects Māori resistance to the print medium, which he describes (though with a question mark) as an 'aversion to print'. He extends 
D. F. McKenzie's work on the Treaty of Waitangi negotiations to the more fundamental hapu level, at which the government's determination to record land ownership in legal documents clashed with the 'more flexible accommodations' of the oral tradition. Peter Lineham shows how rapidly the first complete translation of the Bible into Māori became sacred scripture, resulting in the almost complete rejection of the 1887 revised translation.


Two essays show the desirability to colonials of books as objects. The most surprising revelation in 
Donald Kerr's minutely researched study of Sir 
George Grey as book collector is how much he was able to acquire in New Zealand from people with similar interests. Books like pianos arrived in both their physical and their mental luggage. From the early 20th century Margery Blackman has discovered the fine leather bindings with intricate gold and blind tooling produced in Dunedin by Eleanor Joachim, who learned in London from tutors closely associated with the Arts and Crafts movement. The book as a tool of trade is the background of Jocelyn Cuming's essay. A heavily used and worn copy of 
The East India pilot, which she describes delicately conserving, included navigation charts of New Zealand and was probably used here.


The focus then shifts to authors and publishers. There are two essays on women novelists of the 1930s: 
Terry Sturm writes about the warfare between 
Edith Lyttleton (who wrote as G. B. Lancaster) and her publishers in Britain and America as she asserted her right to fair contract terms. Patrick Sandbrook traces through the long gestation and successive drafts of 
The godwits fiy, the parallel development and 'intertextuality' of nearly everything 
Robin Hyde wrote in her short but crowded literary career.


Several of the new writers of the 1930s and beyond were typographers and printers; all were aware of the aesthetic dimension of the craft. Alan Loney shows the intimate relation between writing poetry and its typography, in which as in other respects New Zealand poets were following the lead of their English contemporaries. 
Lawrence Jones, on 
Denis Glover's repudiation of 'Mulgan, Marris and Schroder', the literary establishment of the generation before his — which was a preliminary to establishing his own —



has made a close study of a period and people many have written about from a more patchy acquaintance.


Peter Hughes is concerned to restore the balance between 
Bob Lowry's well-known and stormy career through successive presses and partnerships, and the work he achieved in the course of it; and between his 'typographical excesses' and the 'equally assured works' in a more classical style. Compared with Glover and Lowry, 
Bob Gormack and his long-lived Nag's Head Press have been less well-known, partly, 
Noel Waite suggests, because he didn't take either himself or Glover too seriously. The fact that Glover, Lowry and Gormack were all typographical clowns on occasion is one thing (and the reason is worthy of study in itself), but the beauty of most of their work is something else.


There are two essays which, although widely separated in time, are both about learning to read in specific social contexts. Describing an illustration in a medieval Book of Hours, of 'St Anne teaching the Virgin to read' (relating to New Zealand because it is in the Reed collection in the Dunedin Public Library), Elizabeth Eastmond links it both to the growing literacy of middle-class women in the Middle Ages, and to images of learning to read she has found on the Internet. 
Anne Else, on the Janet and John series, is firmly anchored in New Zealand. She shows how these books exactly suited the aspirations of the 1950s but became progressively less relevant to succeeding decades.


Finally, in a subversive and provocative essay, 
Roderick Cave warns against looking at what was happening in New Zealand in isolation from what was happening elsewhere, especially in other colonial societies, and against allowing the history of the book to become a hobby divorced from history in general. This is a salutary reminder of the complex relationship of the book and history, which goes beyond even the cataclysmic effects of printing and books on social, religious and political life in the century or two after their arrival.






2


In writing of the growing literacy of the middle classes in the Middle Ages, when every home had to have a Book of Hours, Elizabeth Eastmond points directly to the invention and spread of printing. The strain which the demand for books put on the resources for inscribing them by hand was the reason printing



from movable metal type was so readily taken up and spread with such extraordinary rapidity. When she introduces the electronic media she carries the story on to where many do not want to go.


In September 1999 the Government Statistician sent shivers down a good many spines by revealing that the 1999 
New Zealand official yearbook would be available only on the Internet. This seemed to be definitive evidence of the feared Death of the Book. (More immediately it was evidence of the commercial model imposed on government departments.) According to the report in the 
New Zealand Herald of 21 September, 'Statistics NZ said it had been unable to negotiate an arrangement for the book to be printed. It had borne the cost of preparing the contents, but had wanted a publisher to bear the cost of printing and distribution. 
GP Publications, which published the 1998 yearbook, did not want to do so this year. Statistics NZ says it is keen to print a yearbook for the millennium and is looking at sponsorship and other arrangements to defray the cost.'


The 
New Zealand Herald headed its editorial the following day, 'When a book is not a book'. The Department, it said, 'has an obligation to ensure that all the details that make us what we are will be found in forms to which all New Zealanders have access. One of the forms is a book, an object with print on paper, between two covers, readily available for scientific research or casual perusal. It may exist only in every library in the land, but we need to have such a book to hold in our hands and say: this is New Zealand.' There are signs here of that attachment to the form of the book, to its look, weight and even smell, which technocrats despise as sentimentally Luddite.


Len Cook, the Government Statistician, was more positive in a letter published on 29 September, in response to the editorial. He undertook that there would be a millennium 
Yearbook in 2000, 'and I expect one at least every second year afterthat. However the market for books is affected by at least two trends, one being the volume of up-to-date information we can now deliver at minimal cost through the Internet, and secondly the variety of other reference books now available.' But he also said, 'If we are to continue [publication in book form] we need people to keep on buying it. For most of the decade the sales of the 
Yearbook were around 5000 a year. About 10,000 sold in 1990 but that plummeted to 2000 last year.' Citing the 1990 
Yearbook is a red herring: it was a sesqui-centennial souvenir with historical summaries and photographs. Its



sale was a one-off. Nevertheless the decline in average sales is significant.


The delivery of up-to-the-minute statistics is in fact one field in which the Internet is undoubtedly superior to the printed book. The 
Yearbook is often outdated by the time it appears. Mr Cook's intention to print a book at least every two years may not survive a further decline in sales, and a clear demonstration that the latest statistics are not last year's or the year before's but last week's, will probably ensure that decline. Even if 'every library in the land' continued to buy it, every publisher knows there are just too few libraries to sustain a publication by themselves.


The sentimental attachment to the book is not enough. There is a more cogent question to be asked. If the 
Yearbook is available only on the Net, how long will each version stay there? For every edition of the 
Yearbook leaves a legacy of itself, in the year-by-year rows in public libraries, or even the odd copies on private shelves, 'for specific research or casual perusal'. It is essential for the historian; it is gives the casual browser the raw taste of a period.


The advent of printing and the book must have been equally unwelcome to scribes and connoisseurs of illumination. Its unintended, unforeseen consequences were only beginning to be explored in the 20th century. One of the greatest of them was in giving ordinary readers a sense of history. Before the printed book there was the present and there was a semi-legendary past. Some of the specifics, the ways in which one period and one place differed from another, were known to some scholars, but books were needed to make them widely known. The process began remarkably quickly. The chief difference between Chaucer's dealings with the past and Shakespeare's historical plays is that Shakespeare had more books to read. As books accumulated in libraries and were used to write more books, the sense of the past as a foreign but discoverable country spread. This depended not only or even primarily on 'history books', but on books (including fiction) recording an author's present, in details which the author (however consciously writing for posterity) would often think nothing of, because they were taken for granted.


The development and influence of the Internet is certain to be equally unintended and unpredictable. Anything predicted about it now, even by knowledgeable people, may be laughable in 50 years or even 10. But at this time the question is whether the Internet has the capability of recording its own history. What is



certain is that the book recorded and preserved its own history even when nobody intended it. Now that this history is seen to be a key in many respects to understanding history and literature in general, manuscript sources are being sought for and mined, but the primary resource is still the book itself.
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One: 
Māori oral tradition meets the book




Jane McRae
					
				




The history of the transition of Māori oral tradition to the published book is clearly underwritten by the 19th-century circumstances in which Māori as oral indigenous people and Pākehā as literate colonisers met and lived. Their extraordinarily different lives and the political drama which changed Aotearoa into New Zealand ensured that all their encounters would be tentative and mediated, including those over utilisation of the book as a new means of preserving and publishing Māori knowledge. At the end of the 20th century tentativeness and mediation remain in book production as much as politics and other media capture the oral tradition.


A full account of this publishing and a history of Māori acquisition of literacy which would ideally inform it have yet to be written.

1 I will report on three aspects of the shift from the memorised, voiced performance to the typeset and published book: 19th-century book production by Pākehā and Māori; the book's impact on the content and practices of the oral tradition; and the progress of the 20th-century and future book.


In this partial history of the transformation of oral compositions to print, I am principally concerned with books of quality, and with especially composed texts: whakapapa, karakia, whaka-tauki, waiata, kōrero (genealogies, incantations, sayings, songs, narratives).

2 If not exact equivalents, these are genres of the kind that engage scholars of fine literature. For Māori they are also a



source of knowledge. The literate qualification of, for instance, novels and poetry as fiction, history and scientific tracts as non-fiction, has no strict counterpart in Māori oral tradition. Genealogy or narrative may explain the evolution of the world, a poetic song or saying teach tribal history. This was to be problematic for those of oral and book cultures alike when they came to publish, as was at least one philosophical difference about publication.


In a literate tradition an excellent book is the apotheosis of knowledge. The process of its production is by and large secular and the author admits the widest possible reading and response. A fine oral performance — an expert's long oration on tribal history, a kinswoman's poetic lament for her chief — might be equated with such a book in the compositional skill, intentional public delivery, critical attention and reply. But the oral production has a pervasive religious strain and a circumscribed audience. In ancient Māori society, ritual frequently played a part because language and knowledge had been acquired from the gods. Today there is strong feeling for the ancients' beliefs, but observance of them swings between what might be termed the old and oral and the new and literate. At the most conservative (perhaps by reason of losses from colonisation rather than tradition), acquisition and dissemination of texts is held to be private.

3 In contrast liberal opinion approves the book although, like all authors of family records, Māori are highly selective about what comes to press, and they frequently pay homage to the sacred by prefatory observances.


A Māori oral tradition developed after the settlement of Aotearoa ca.8oo 
ad, modelling and incorporating its Polynesian precursor, which has been described as 'one of the two finest oral historical traditions in the world'.

4 The residue of this time-honoured orality is apparent in late 20th-century society, most obviously in the formal speeches, songs and chants which are habitual when Māori meet. Continuance of the oral arts depends on the questionable matter of survival of the language,

5 but books at least offer the opportunity of preserving them as a refined literature. Several 19th-century Pākehā, notably the printer and typographer Robert Coupland Harding,

6 recognised in the oral compositions a comparison with the highly regarded Greek and Roman classics. It is a comparison which, although recent scholarship has made it demonstrable,

7 might be received sceptically in our country simply because of a lack of books to confirm it.





Well-produced books of the oral tradition, in Māori or English, are relatively few, hard to find (many are out of print), little read. Quantity, accessibility or popularity may be regarded as trivial measures of worth but they reveal currency, importance, appreciation. The paucity of either popular or serious books partially explains, and is explained by, the rarity of Māori oral tradition as a subject of study in our schools and universities. Print-centred scholars want books for thought. Conversely, a respected Māori proverb professes, 'Ko tā te rangatira, ko tāna kai he kōrero' (As for the chief, his food is speech).






Māori oral tradition as books in the 19th century


Sir 
George Grey during a term as Governor of New Zealand in the 1850s produced the first books of Māori oral tradition. He compiled two volumes of songs, 

Ko nga moteatea, me nga hakirara 0 nga Maori
						 (1851) and 

Ko nga waiata Maori
						 (1857) and one of sayings, 
Ko nga whakapepeha me nga whakaahuareka a nga tupuna 0 Aotearoa (1857), and he edited a collection of narratives about ancestral life, 

Ko nga mahinga a nga tupuna Maori
						 (1854). They are remarkable as more or less direct witness to the oral repertoire of the day and for being in Māori (the sayings had English translations).

8
					


Grey schooled himself in the traditions to improve his governing. In publishing them, in part for goodwill between Māori and Pākehā, he remarked on their artistic merit, complexity and purpose.

9 Most material for his books came from Māori writers throughout the country who, on request or out of respect, wrote down what they had once sung, chanted, recited, narrated, taught. One prolific writer was 
Wiremu Maihi Te Rangikāheke, from Ngāti Rangiwewehi of the Te Arawa people, well-known within his tribe and amongst scholars of the oral tradition.


Te Rangikāheke, in his mid-thirties, spent from at least 1849 to 1856 writing for Grey who paid him with money, goods and accommodation. The prose following the songs in 

Ko nga moteatea
						 can largely be attributed to him, and his manuscripts were one source for the narratives and songs. It is not surprising for the time that neither Te Rangikāheke nor other writers were acknowledged by name in Grey's books.

10 With the easy moral rectitude of retrospect, Grey is often upbraided for this. We cannot be sure, however, that the writers themselves were perturbed. They may



have regarded his name on the title page as a virtue of his collation and editing, and his revision like their own habit of telling anew. Authorship, an imperative for the book, is often unremarked in the oral tradition. Exceptional composers might become famous or authority be ascribed for learned dissertation, but the archetypal re-creation of a text for a new event reduces the chance of an original composer's name enduring.


Te Rangikāheke was certainly aware that his writings were intended for all to see. He addressed specific audiences; he made wry or informative asides for Pākehā who were unfamiliar with Māori custom, and he obliged his two readers with comparisons between them.

11 But if a book had gone out under Te Rangikāheke's name Māori would have read it as a Te Arawa work for, as he made clear, that was his perspective. A feature of books from this time (indeed until well into the 20th century), however, was the conflation of tribal records to a generalised cultural life which prosecuted a sameness across the traditions. Yet, although themes, conventions and even wording in compositions can be remarkably similar, the point of view, authority, and emotional thrust are autobiographical — they are variously composed, intensely felt, and jealously guarded as tribal.


Until he came to Grey's intentions, Te Rangikāheke's experience of the book would have been the Bible, for it is likely that he was tutored in reading and writing by missionaries at a Church of England Mission Station in Rotorua in the 1830s. Quotations from the Bible in his conversation and oratory

12 suggest he was as assiduous in his reading as in his writing. But he was not writing a book,

13 although he was aware that one would result. He wrote about one piece '. . . meake anoo i taaia ki te perehi' (soon it will be printed on the press),

14 and this newly coined phrase with its loan-word for the press, must have brought some satisfaction, even distinction. Te Rangikāheke was one of many Māori in his century occupied in writing out their knowledge towards books initiated and brought to print by Pākehā. We have little to support the notion that they had reason, proficiency, or a serious mind to publish their own.

15
					


Sir George Grey's role as mediator between two very different means and styles of publication and the intellectual curiosity he and Te Rangikāheke cultivated about each other's habits and philosophies were also typical of others. John White's six-volume, bilingual rendition of tribal records, 

Ancient history of the Maori



(1887-90) resulted from such collaboration. In an evaluative study 
Michael Reilly relates how from the 1840s to the 1890s, by payment, cajoling and friendship, White procured information from some 300 Māori.

16 In 1879 the Government, with a typically literate desire for exhaustive recording, looked to put 'the whole of the matter' of Māori history on record,

17 and gave White the means to see his material into a book. Publication in the 19th century was acquisitive and archival and it may have been thought that this printed containment of their life would move Māori beyond it to European civilisation.


Reilly's scholarship is rewarding for Māori views on collecting and publishing and hence the negotiations between oral and literate minds.

18 White met varied responses: refusal to submit esoteria, demand for discussion to select material, questioning as to the purpose of a book and its circulation (with a suggestion that it was vulgar curiosity) and, perceptively, concern about how White would write up the information. Those who knew that their material was destined for the book worked to be in time for publication, criticised material already published, requested a delay to printing so that corrections could be supplied. Such 19th-century meetings between those of radically dissimilar habits, skills, and world-views brought together the oral tradition and the book.


Māori compilation of their own manuscripts indicates their transitional thinking about the book, as one published collection attests. Two bilingual volumes of traditional knowledge 

The lore of the whare-wānanga
						, were published between 1913 and 1915 by 
S. Percy Smith.'

19 The material from which he worked was produced during meetings held from the 1860s onwards by Waira-rapa elders, with the express intention of creating written records. There was something of book production in their methods. Names of contributors were cited; the books were scrutinised and approved by a kind of editorial committee who wished the work published.

20 
J. Prytz Johansen said of this self-conscious and independent project, 'The idea probably was that of creating a national Maori work, a book about religion and history with an authority which could be contrasted to that of the Bible.'

21 But it was Smith who did it.


Such manuscripts became the 'book' but there was apprehension about control of this replica of memory. Of the writing taking place in the meeting-house, one Wairarapa elder commented that



'... in olden times the house was closed by 
karakia to men outside and to those who would desecrate the house; now, because the talks were to be written, the house was open forever'.

22 Written out on the page the proud tribal personality, personified in the meeting-house and obliquely portrayed in oral compositions, was dangerously exposed, and would be more so by the book. The written accumulation of traditions and the issue of public access are highly significant to a history of Māori participation in book production.


Māori literacy and zest for books have been made much of in histories, but 
D. F. McKenzie's astute review of this reporting demonstrates that much needs re-examination. Little is known of their purchase, use, and opinion of 19th-century books apart from Peter Lineham's careful documentation about the Bible.

23- The missionaries wanted Māori to find in the Bible a way out of their culture, and to this end they discouraged access to other books. Māori wanted it as a way into European culture, as Grey had wanted to know theirs. The oral tradition met another of its kind in the Bible: the genealogies, songs, moral stories, and an opaque, lyric mode of telling. But the missionaries were not of a disposition and Māori arguably not sufficiently trained to make a different mythology, another bible, of the oral tradition. This book, however, in generating intellectual, spiritual and political debate over interpretation, gave Māori and Pākehā 'some common roots and shared understandings';

24 it entered into the oral tradition and became the model for the manuscript and the later book.






The impact of the book on the oral tradition


In their first century of literature Māori were clearly wise to many aspects of books and to the potential and pitfalls of publishing their highly prized inheritance. But neither they nor others could write manuscripts or publish without alteration to the form, meaning and practices of the oral tradition. Adaptation to the oral texts was not new — Te Rangikāheke's account of the culture hero Māui had that in common with Homer's Odysseus — but it had been slight, conservative, highly patterned, and executed by those in a tribal world and homogeneous culture. Those same texts published by 19th- and 20th-century Māori and Pākehā encompassed a new sphere of reference, and changes to them reached



beyond form and wording to new attitudes to and ways of using them. The European settlers, their language, knowledge and technologies, and the larger world they brought into view, made an impression on content before it reached the book. Conventions of writing and print, different composers and audiences, the portability and distribution of the book, all played a part in the modification. To assess the extent and effects of such alteration I will follow the course of Te Rangikāheke's writing and Grey's books through and alongside subsequent literature.


If we examine how Te Rangikāheke's oral tradition has been put to use in books,

25 we find it influential but subject to rather than independent of authors and editors. Comparison of manuscripts with the narratives in 
Ko nga mahinga, for instance, reveals that Grey greatly edited Te Rangikaheke's and others' writing. He changed words, names, grammar, the order of events; he obscured and excised — especially sexual references.

26 Further variation was made by his English edition, 

Polynesian mythology
						 (1855). Neither Te Rangikāheke's voice nor tribe emerged from books under Grey's name. As 
D. F. McKenzie cogently argued in 
Bibliography and the sociology of texts (1986) (in which Māori and Australian aboriginal oral traditions play a part), editorial and typographic practices, read in the context of the social setting, make a considerable impression on the content and reception of a text. Grey's intervention to suit the book was more extensive than any one person's re-creation of a text passed on within the milieu of the tribe. Readers' interpretations altered them again. Grey's 
Polynesian mythology, long regarded as authoritative, and White's voluminous 
Ancient history to a lesser extent, underpin New Zealanders' general knowledge of Māori life and thought,

27 for they have been the foundation for much of the diverse reworking to English of the oral tradition.


The literature in English offers another measure of the book's impact. It is evidently contrived — a rewriting of myths and legends, ethnographic portraiture, reconstituted tribal history. The book of mythological narratives — of the gods and ancestors in the Polynesian homeland 'Hawaiki', of the canoe voyages to Aotearoa, of encounters with the supernatural, especially in the 19th century — emphasised the romantic and picturesque over the explanatory or educative. Charming, lucid, storybook narration replaced the terse, cryptic and audience-centred originals. Gradual realisation of greater import in the tradition is told by



titles — 
Edward Tregear's 

Fairytales and folktales of New Zealand and the South Seas
						 (1891) contrasts with 

Maori myths and tribal legends
						 (1964) by Antony Alpers whose critical appraisal of the Grey practice led him to versions which accentuated cultural values and the poetry of oral composition.

28 In the second half of the 20th century the English literature rendered down the tradition still farther to allusion, occasionally to a new version, and into new genres — novels, short stories, plays and poetry.

29
					


Ethnographies and tribal histories depended on and made an imprint on 19th-century Māori writing. The ethnographies summarised and quoted the ancient lore as evidence of Māori life,

30 thereby masking their aesthetic qualities and the functions of the oral texts as Māori used them — in tribal and individual versions for imaginative and entertaining, as well as illustrative and documentary purposes. As the 20th century advanced, anthropologists began to treat the manuscript writers on their own terms: 
Bruce Biggs in his book 

Maori marriage
						 (1960) let Te Rangikāheke perform by simply transcribing and translating his engaging narrative of marriage conventions. The tribal histories borrowed from the oral genres but with their linear chronology and encyclopaedic intent could not reflect the situational, episodic, variant oral narratives or convey their complex referentiality.


The language of these books brought the oral tradition to national and international notice but (as Michael Cronin observes in a history of translation in Ireland), while paying tribute to the indigenous language and culture, translation also strengthens the position of English.

31 Although they have assisted survival of the language, the books in Māori have not been canonical. As less Māori has been spoken, the English versions have claimed the readership and authenticity. And, in the subtle, impressionable way of books, and because people's faith in them is often greater than deserved, this has led to a shallow appreciation of the traditional knowledge. Another effect of the Māori and English literature was to set that heritage apart from the reality of Māori life.

32 Archaeological, facsimile, retrospective, the books press the antiquity of the people and their culture. To the contrary, a distinctive Māori way of life endures and the oral tradition should not be thought archaic. Both languages brought the tradition into print but, although essential to retain the information, Māori do not use



print as the major medium for practice of the tradition. It is not just that many books disappoint, but that they are a poor substitute for speech.


Apirana Ngata, eminent leader of Ngāti Porou, government minister, and promoter of books as guardian of the oral tradition for the future, noted in the 1940s that, although Māori were impressed by print, they preferred to hear words read and to memorise them for 'it was nearer to the old-time narrative of adept raconteurs or of poetical and priestly reciters. More than that, the genius of the race preferred education through the ear, conveyed by artists in intonation and gesticulation'.

33 The same is said today. Without voice, performative gesture and an emotional and informed kinship with the speaker, the oral texts lose what — in reference to material symbols which have become codified in societies more ruled by reason — 
Henri-Jean Martin terms their 'evocative resonance'.

34
					


This goes some way to explain Māori apprehension about, criticism of and lack of interest in the book as repository. The separate, silent, printed text lacks the presence, passion and rhythm of spoken words which evoke and affirm Māori and tribal identity,

35 and which keep open the lively possibility of new versions. The contemporary oral tradition persists in rituals at Māori meetings and in the teachings by elders to select pupils; it is reiterated in carving, artwork and landscape. The book cannot quite replace it. These are the felt ideas, but they change as the book's value is reassessed. Ngata's kinsman, 
Reweti Kohere, lamenting the few Māori books in a preface to his own writing, lauds their value because they allow those who have passed on to speak.

36
					


The physical form of the book and reading also inculcated new thinking in Māori about the traditional knowledge. The Bible offered the first opportunity for a comparison with books of like and different kinds which brought ideas from outside the conventional schooling and fostered objective and individual over subjective and collective opinion. Orality and performance taught a provocative, rhetorical mode of composition aimed at engaging the heart of the listener; literacy and the book played it cool and led, as some scholars of oral tradition claim and others dispute, but which 20th-century books by Māori will exemplify, to a new kind of critical thinking in the making of and response to the book.
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In a further example of the impact of the book, oral publication depended on and was rendered dramatic by that essential feature of the tradition, poetry. It is not exaggerated, I think, to claim that, amongst other causes, the book served to diminish that poetry. 
George Steiner, in a treatise on the death of tragedy, makes a relevant point when he writes of a change in western sensibility, 'Verse no longer stands at the centre of communicative discourse. It is no longer, as it was from Homer to Milton, the natural repository of knowledge and traditional sentiment .... Verse has grown private'.

38 Martin has writing as the cause of this when he proposes that societies without writing created the most beautiful human songs, inspired by divine rather than temporal power.

39 Argument there might be about this, assuredly from poets, but as a reader of Māori oral literature you cannot fail to notice not only how some of the most affecting aspects of the oral delivery are effaced on the page, but also that (even taking into account language loss) literate Māori society produces lesser songs. It is ironic that the power of the public oral text is reduced by the public reach of the book.


Secular, literate organisation of knowledge took charge of both Te Rangikāheke's and Grey's work and irrevocably changed much about the oral tradition. The book, however, ensured the life of some traditions. Paradoxically it obscured Te Rangikaheke's name for some 100 years while it was kept alive in the tribal memory and preserved in his manuscripts. But the book also brought his name and genius back to readers in the 20th century and in a way which might better reflect his intent for a book.






The 20th-century and future book


In this century scholarly editions of annotated translations, a small-book literature,

40 the anthropological works, English renditions and diverse fictional writing already mentioned, all go into the library of Māori oral tradition. As in the previous century, the church, government and education stand behind authors and presses. Pākehā continue to publish from the traditions, there is joint publication by Māori and Pākehā of the kind which began with Grey, but notably there is publication by Māori,

41 predominantly by those well-versed in literate scholarship as university lecturers, ministers of church or government, tribal elders. Their books, usually of their own tribe, arise from a commitment to



secure and revitalise the language and traditions. But this singular and local desire is matched with approval of a wider readership.


The immense importance of song is given appropriate emphasis in the 20th century and brought the first Māori scholar's book. 
Apirana Ngata began the formidable task of collection, translation and annotation of the sung poetry that led to the four volumes of 

Nga moteatea
						 (1959, 1961, 1970, 1990). He published the texts first in the 1920s in a popular Māori journal 
Te toa takitini
						, not as hesitation about the book but rather as a strategy to gain information to improve it. As his Preface to the first volume indicates, Ngata's purposes were retention and revival of the songs, but he was also aware of the book's advocacy of this poetry, and he answered anticipated criticism of money-making from the exercise;

42 objection to the commercialisation of the traditions sometimes attends a reluctance to publish.. Another Māori scholar, and author of English versions of the traditions, Pei Te Hurinui Jones of 
Ngāti Maniapoto, completed this work after Ngata's death. They were mediators amongst their own people as they gathered material from elders, books, private and public manuscripts (including Te Rangikāheke's), and selected, edited and censored for the book as Grey had. But their work went farther in elucidating the remarkable diversity, rich poetics and allusiveness in the songs, and in establishing their potential as active oral tradition and artistic literature.


Books of songs from Māori have also arisen out of contemporary practice: Tīmoti Kāretu's dissertation as tutor and composer of the posture dance song 
Haka (1993), popular songs with performers' interests at heart, a tribal group's collection as dedication to an admired composer.

43 Analysis and collection bring translation and commentary by literary historians such as 
Margaret Orbell, and inclusion in anthologies of New Zealand verse.

44 The tradition is retained by such different books as those which Māori compile for their own oral and tribal purposes and those which speak to the world. They are interdependent as sources of information about the songs, and they are also evidence of the diminishment of them and the book's limits as performer.


Books, however, serve crucially as repositories of knowledge as the library gains the edge over memories and manuscripts. And a vital cultural purpose in them is as aid to composers, orators and singers, as in collections of sayings, of the myriad set expressions that are integral to the formulaic character of traditional speech.





The educative, archival and tribal function of books of sayings is realised in 
Reweti Kohere's 

He konae aronui
						 (1951) which he wanted the young and orators to learn from, while Neil Grove and Hirini Moko Mead's series 

Ngapepeha a nga tupuna
						 (1981), aimed at researchers as much as speakers, is salvaged from the copious literature about Māori.


Prose takes a good share of the book tradition and exemplifies intellectual and stylistic adjustments made in writing the oral. University scholars' editions of manuscripts set a pattern of translated, annotated reproduction, as in Margaret Orbell's 

Traditional Māori stories
						 (1991) and the grand tribal history 

Nga iwi 0 Tainui
						 (1995), a combination of Pei Te Hurinui Jones's manuscripts and Professor of Māori language, 
Bruce Biggs's translation. These are books as relics, and towards the end of the century Māori produce them too. 
Anaru Reedy's transcription and translation of his ancestor's writings, 

Ngā korero a Mohi Ruatapu
						 (1993) is one example

45 that comes out of a university setting and press. In his introduction, Reedy expresses the hope that others of Ngāti Porou will publish their manuscripts adding, perhaps with a mind to the predominance of books in English and by Pākehā, that it is important for tribes to have access to 'authentic accounts of their own traditions, as recorded by their own writers'. But his vision of the scope and purpose of the book is greater, too, as part of human history:



It is my wish that the great bulk of 
Ngāti Porou writings should be made available through publication to all of Ngāti Porou, and to all others, as well, who desire to read them. These taonga [valuable possessions] of Ngāti Porou have a crucial importance for our own people, one which I believe will become increasingly apparent in the years that lie ahead. At the same time, it should be recognised that they have great significance as well to many others, Māori and Pākehā, who have a serious interest in traditional Māori thought, religion and society. These writings are part of the literature of Aotearoa. As well as this, along with other Māori writings they form a part of world literature.

46
						

					


His illustrations — maps of the territory, photos and carvings of ancestors — are explicative for many readers and revive something of the contextual and spatial experience of the oral tradition as it was known to an audience. Although a tribal 'act of retrieval',



Reedy's reproduction of the ancient accounts is not the tradition working in its original way, that is, his own retelling. This, although an oral practice, is very unusual as a book.

47
					


Two books of narratives, one by a Pākehā, one by a Māori, typify the situation at the end of, and likely beyond, the 20th century. I began with Te Rangikāheke's writing on the way to Grey's book, and I now turn to the same work brought to a quite different book. In 1984 
Agathe Thornton published a transcription and translation of his accounts of the culture hero Māui, entitled 

The story of Māui by Te Rangikāheke. Her intention, like Grey's, was to bring Te Rangikaheke's writing into a book, but because of what I would call a shift from autocratic to democratic scholarship, the outcome is very different. Thornton gives back the authorship, voice, tribe and personality to Te Rangikāheke. His text is reproduced without the additions and deletions that Grey preferred. Editorial marks are minor and explicit; interpretative insight illuminates the innovative and traditional in Te Rangikāheke's writing, and the value and beauty of his and the oral texts. The English translation is sensitive to the sound and form of the original.


The second book is 
Ruka Broughton's 

Ngaa mahi whakaari a Tiitokowaru
						 (1993), a biographical history of his ancestor, a renowned leader and prophet. Highly regarded as an orator, Broughton's writing proclaims his time in academia. In his introductory chapter he expresses a desire to work the oral style into his written history by including the sayings, songs, genealogy, and incantations which express Māori knowledge.

48 In the conclusion he reflects on the difficulties of this because of the very nature of the oral tradition — the many genres, the episodic character of narration, the situational stringing together of diverse texts as opposed to the cumulatively summarising drive and thinking which distinguish written composition.49


Like Te Rangikāheke, Broughton tried to bridge the gap between the oral storyteller and writing historian but the gap had closed over time. He shows a greater awareness than Te Rangikāheke of the implicit agreement between writer and readers, in writing the tribe's history at once for himself and for others who will read it differently. But he is already on the path to the history book of scientific scholarship in taking up the use of references. For this, as Anthony Grafton puts it in his exquisite study of the bookish ornament, the footnote, moves him from the



rhetorical tradition to critical and systematic scrutiny, from narrative composition to reporting. Grafton surely has a Broughton in mind when he writes 'the historian who had eaten from the tree of source-criticism could not regain the innocence needed to write a simple narrative'.

50
					


There is perhaps nothing new in my brief, selective overview of the transition of Māori oral tradition to books that has not been recognised before in other such histories. The association between this oral tradition and the book is circumstantial, shaped by social, political and literary influences. The means to the book has been mediated in distinctive ways by the 19th-century coloniser and Māori scribe, the 20th-century academic and the tribal scholar. There is the thought, borne out by the Māori authors cited, that purpose and teaching lead towards the book and can effect sophisticated authorship rather quickly. There is also the proposition that Māori oral tradition is a long way from being replaced by the book and equally that it depends on it for its preservation if not for its public performance. The contemporary reality remains, however, that the lack of books and interest in them endangers an inheritance of intrinsic value to Māori and a great poetic statement of the Māori view of our humanity.











1 Contributing to such a history are: 
Michael Jackson, '
Literacy, communications and social change', 
Conflict and compromise
								, ed. by I. H. Kawharu (Wellington: A. H. & A. W. Reed, 1975), PP-27-54; D. F. McKenzie, 

Oral culture, literacy & print in early New Zealand: The Treaty of Waitangi
								 (Wellington: Victoria University Press with the Alexander Turnbull Library Endowment Trust, 1985), and my article in 

Book & print in New Zealand: A guide to the print culture of Aotearoa
								, ed. by Penny Griffith, Ross Harvey & Keith Maslen (Wellington: Victoria University Press, 1997), pp.17-40.

						




2 Thus excluding slight books, and oral documentation about custom, crafts, etc.

						




3 For contemporary views, see 'Foreword: learning and tapu', 
Te ao hurihuri
								, ed, by 
Michael King (Auckland: Methuen, 1975), pp.7-13.

						




4 H. M. & N. K. Chadwick quoted in 
Bruce Biggs,'The oral literature of the Polynesians', 

Te Ao Hou, 49 (1:964), 23-5,42-7.

						




5 A 1970s survey reported most native speakers over 30 years of age and only two per cent of children with Māori as their first language. A 1995 survey noted a continued decrease in fluent speakers, but an increase in learners.





6 
R. Coupland Harding, '
Unwritten literature', 

Transactions and proceedings of the New Zealand Institute
								, 25 (1892), 439-49.

						




7 Notably 
Agathe Thornton, see e.g., 
Maori oral literature
								 (Dunedin: Otago University Press, 1987).

						




8 All out of print in 1999. A 3rd edition of 

Ko nga mahinga a nga tupuna Maori
								 was
revised by 
H. W. Williams in 1929 as 
Nga main a nga tupuna., the last edition reproduced in 1971. Its English version 

Polynesian mythology
								 (1855) had several reprints, the last in 1988 under a new tide, 
Legends of Aotearoa
								 (Hamilton: Silver Fern).

						




9 See comment in Preface to 

Polynesian mythology
								, reproduced in 
Nga main a nga tupuna (Wellington: A. H. & A. W. Reed, 1971), pp.xi-xvii.





10 Names survive in manuscripts and in 
D. R. Simmons's '
The sources of Sir George Grey's 
Nga mahi a nga tupuna
								', 

Journal of the Polynesian Society
								, 75 (1966), 177-88.

						




11 Refer Agathe Thornton, 
Maori oral literature, pp.59ff, 73, 75 and Jenifer Curnow, 'Wiremu Maihi Te Rangikaheke: His life and work', 
Journal of the Polynesian Society, 2 (1985), 120-3. Norman Simms, 
Points of contact (New York: Pace University Press, 1991), pp.105-24, reviews such changes in terms of moving from a rhetorical self as oral performer to a central self as writer.





12 
Jenifer Curnow, '
Wiremu Maihi Te Rangikaheke: His life and work', p.101.

						




13 Refer discussion by Norman Simms, 

Points of contact
								, chapter 4, on the development to a book culture.

						




14 
Jenifer Curnow, '
Wiremu Maihi Te Rangikaheke: His life and work', p.121.

						




15 Māori did contribute traditions to the Māori newspapers (1840S-1930s) and to early volumes of the 
Journal of the Polynesian Society (1892-).

						




16 
Michael Reilly, '
John White: the making of a nineteenth-century writer and collector of Maori tradition', 

New Zealand journal of history
								, 23 (1989), 157-72, and '
John White: seeking the elusive mohio: White and his Maori informants', 

New Zealand journal of history
								, 24 (1990), 45-55.

						




17 
Johannes C. Andersen, 

White's 'Ancient history of the Maori'
								 (Wellington: Beltane Book Bureau, [1947]), p.i.

						




18 See in particular 
Michael Reilly, '
John White: seeking the elusive mohio: White and his Maori informants', p.47. Bookish pursuit of traditions by Pākehā remains suspect to some Māori who regard it as appropriation and it is contentious in discussion of intellectual property rights.

						




19 See Bruce Biggs and D. R. Simmons, 'The Sources of 
The lore of the Whare-wānanga", Journal of the Polynesian Society, 79, (1970), 22-42.





20 For this suggestion and some history of the compilation, see 
D. R. Simmons, '
The words of Te Matorohanga', 

Journal of the Polynesian Society
								, 103 (1994), 115-70.

						




21 
J. Prytz Johansen, 

Studies in Maori rites and myths
								 (Kobenhavn: E. Munksgaard, 1958), p.41. Agathe Thornton gives support to his suggestion in her forthcoming 

Ancient Maori cosmologies from the Wairarapa.
							

						




22 
D. R. Simmons, '
The words of Te Matorohanga', p.116.

						




23 In 

Bible and society (Wellington: Bible Society in New Zealand, 1996) especially regarding printing, markets and distribution; also 'To make a people of the book' and 'This is my weapon: Maori response to the Maori Bible', in 

Mission and moko, ed. by 
Robert Glen (Christchurch: Latimer Fellowship, 1992), pp.152-69, 170-78.

						




24 
Peter Lineham, 

Bible and society
								, p.6.

						




25 
Jenifer Curnow lists published editions, '
Wiremu Maihi Te Rangikaheke: His life and work', pp.115-9.

						




26 Noted by Jenifer Curnow, 'Wiremu Maihi Te Rangikaheke: His life and work', Agathe Thornton, 
Maori oral literature, pp.74-5,81 and D. R. Simmons, 'The sources of Sir George Grey's 
Nga mahi a nga tupuna', pp.177-88.





27 See comments by 
Antony Alpers, 

Maori myths and tribal legends
								 (Auckland: Longman Paul, 1964), p.23, and Agathe Thornton, 
Maori oral literature
								, p. 10.

						




28 Rewriting by 
A. W Reed in books from the 1940s to 1970s is a substantial part of this literature, and rare evidence of an authorial desire for it to be valued as part of the national literary heritage.

						




29 Particularly in Māori writers, e.g., 
Witi Ihimaera and 
Patricia Grace, and in children's literature. New media include a comic book of Maui, videos and film.

						




30 Especially notable in 
Elsdon Best's work





31 Michael Cronin, 
Translating Ireland
								 (Cork: Cork University Press, 1996), p.92.

						




32 Ibid, p. 106; Cronin argues that translation as an act of retrieval suggests the culture is lost.

						




33 
Apirana Ngata, '
The Maori and printed matter', in 

A history of printing in New Zealand
								, ed. by R. A. McKay (Wellington: R. A. McKay, 1940), pp.48-9.

						




34 
Henri-Jean Martin, 
The history and power of writing
								 (Chicago: University of Chicago Press, 1994), p.5.

						




35 On the importance of voiced rhythms as symbols of cultural continuity, see 
Ahuvia Kahane, '
Hexameter progression and the Homeric hero's solitary state', in 

Written voices, spoken signs
								, ed. by 
Egbert Bakker & 
Ahuvia Kahane (Cambridge, MA: Harvard University Press), pp.110-2.

						




36 

Nga korero a Reweti Kohere ma
								, ed. by 
Te Ohorere and 
Wiremu Kaa (Wellington: Victoria University Press, 1994), p.7.

						




37 For discussion of changes in interpretation and readings possible with the text on the page in relation to Homeric epic, see the essays of Andrew Ford and 
Ahuvia Kahane in 

Written voices, spoken signs
								, and to Maori literature, Norman Simms, 
Points of contact, p.105ff.

						




38 
George Steiner, 
The death of tragedy
								 (London: Faber & Faber, 1961), p.309.

						




39 
Henri-Jean Martin, 
The history and power of writing
								, p.510.

						




40 Slight books using the oral repertoire, produced locally or privately in small numbers, for instance, to commemorate the opening of a meeting-house, are part of the scope of the book literature. For analysis of examples with regard to Māori literacy and adjustment of their 'non-book knowledge and system of knowledge onto the book', see Norman Simms, 

Points of contact
								, especially pp110ff, 138ff.

						




41 Apart from historical interest in Māori acquisition of literacy, it is a reflection of our unease that talk of the book is often couched in oppositional terms of production by Māori and Pākehā. Māori are anxious about dealing only with their own tribal accounts, Pākehā about dealing appropriately with them rather than as appropriation. A reprint of A. W. Reed's 
Legends ofRotoma (Auckland: Reed, 1997) expresses such anxiety in a statement on the verso of the title page: 'This book is a facsimile of a book published in 1958, reprinted by popular request. The language and illustrations reflect the attitudes of the time.' It is hard to imagine such a disclaimer on a translation or rewriting of 
The Odyssey.
							

						




42 
Apirana Ngata, 

Nga moteatea
								, Vol.1 (Wellington: A. H. & A. W. Reed, 1959), pp.riii-xv.

						




43 For other examples, see my '
Maori literature: a survey' in 

The Oxford history of New Zealand literature
								, 2nd ed., ed. by 
Terry Sturm (Auckland: Oxford University Press, 1998), pp.19, 23.

						




44 For instance, 
Mervyn McLean and 
Margaret Orbell, 

Traditional songs of the Maori
								' (Wellington: A.H. & A.W. Reed, 1975), and 
Ian Wedde & 
Harvey McQueen, 

The Penguin book of New Zealand verse
								 (Auckland: Penguin Books, 1985).

						




45 It was common in the 19th century for the words 'tuhituhi' (writings) or 'pukapuka' (book) to be used in titles of collected writings. This and other recent reproductions prefer 'Ngā kōrero a ...', meaning 'The words of...' — a shift back to an emphasis on speech.

						




46 
Anaru Reedy, 

Ngā kōrero a Mohi Ruatapu
									 (Christchurch: Canterbury University-Press, 1993), p.10.

							




47 An example of a new creative gloss is 
Hirini Moko Mead's 

Tāwhaki-nui-a-Hema
								 (Auckland: Reed, 1996).

						




48 
Ruka Broughton, 

Ngaa mahi whakaari a Tiitokowarti
								 (Wellington: Victoria University Press, 1993), p.19.

						




50 
Anthony Grafton, 

The Footnote
								 (Cambridge MA: Harvard University Press, 1997), p.68.

						









Victoria University of Wellington Library




A Book in the Hand: Essays on the History of the Book in New Zealand

Two: Aversion to print? Māori resistance to the written word











Two: 
Aversion to print? Māori resistance to the written word




Danny Keenan
					
				


The title of this essay was originally 'Aversion to print? Māori resistance to the print medium' because, originally, some comments seemed worth making about Māori responses to the development of print in New Zealand. However, reflection has suggested a more useful and narrower focus, which is the impact, not of the print medium, but of the written word, upon Māori last century. It therefore deals with the print medium only indirectly, and instead assesses the influence of writing and the written word.


The growth of Māori writing and literacy last century in New Zealand has generally been considered in positive terms.

1 Māori people had much to gain by learning how to read and write. However, once committed to paper, words acquired status, and power, as Māori were to discover in a range of historical contexts. The purpose here is to describe one such context within which Māori were in fact severely disadvantaged by the developing power and dominance of the written word in New Zealand.


In recent years, a number of histories of Māori writing and literacy have been produced. One of the best known is that written by the late 
D. F. McKenzie, a professor of English and specialist in bibliographic studies. In 1985 McKenzie published a booklet about the power of the written word early last century and described its impacts on Māori.

2 His particular focus was how the written word appeared to be in conflict with oral testimony, then much favoured by Māori, and the great disparities in power that



followed when writing gained an ascendancy over oral alternatives.


McKenzie found an early historical context where, as he saw it, this conflict between the written and spoken word was decisively played out — the signing of the Treaty of Waitangi in 1840. He suggested that the Treaty signing process provided a critical test case, where the 'binding power of the written word' could be measured against the 'flexible accommodations of oral consensus'.

4 And indeed the 1840 Crown Treaty negotiations with Māori certainly brought this conflict — written against oral testimony — squarely into the picture. The outcomes of that treaty contest were undoubtedly important for Māori. Yet, because nothing material was at stake, the Treaty signing process was a secondary context for such a critical contest to occur, and for judgements to be made as to the real power of the written word over the spoken word. As this essay argues, there were later occasions where the conflict was again played out, with a much greater significance for Māori, where the stakes were the highest imaginable: the fate of the land itself.


McKenzie argued that the Treaty of Waitangi of 1840 could be seen as an ideal context for measuring the impact of literacy and the influence of print in the 1830s. According to him, the Treaty was important because it was witness to a 'quite remarkable moment in the contact between representatives of a literate European culture and those of a wholly oral indigenous one'.

3 Well, what did Professor McKenzie mean by the phrase 'measuring the impact of literacy'?


In one sense, the answer is very obvious. He was referring to a kind of 'universal impact' of literacy on Māori people, whom he described in broad terms as being of a 'wholly oral indigenous' culture. He was simply referring to their capacity to reacl or write, or to deal with or work with the written or printed word, in a material and conceptual way. In that context, McKenzie presented an argument which was fairly persuasive, though one much contested by a number of historians.
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McKenzie began his argument by questioning just how literate Māori really were when the Treaty was signed. He was sceptical. He argued that the presumed high-level literacy of Māori in the 1830s was 'too readily and optimistically affirmed' by historians. As a result, historians and others had too easily distorted an understanding of the 'different and competitively powerful



realities' of societies whose cultures were still primarily oral.

6 However, at another level, McKenzie saw the Treaty signing process as representing a 'remarkable moment'. What we saw at Waitangi, he argued, were European assumptions about the 'comprehension, status and binding power of written statements and written consent' coming up against the 'flexible accommodations of oral consensus'. And, he concluded, the 'flexible accommodations of oral consent' — and Māori people — lost out.

7


According to McKenzie, those who prepared the Treaty documents, like 
Henry Williams and 
James Busby, 'secured the initiative'. They determined the concepts and chose the linguistic terms by which the initiative — the Treaty — was revealed to attentive Māori. On the other hand, he saw that the collective oral response from Māori was rarely unanimous. There was certainly no agreement about such details as words on paper, much less the weighty concepts presumed to be underpinning them. Also, there was always the prospect of continuing discussions amongst Māori, with a desire for modification, as indeed there was.

8 Lacking a documentary form, the oral response from Māori, said McKenzie, was 'weaker in its power', especially once Māori showed signs of dispersing.
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There are a number of interesting points here. An immediate issue arises if we look more closely at the assumptions that McKenzie is making about the 'meaning and binding power of written statements', as opposed to the 'assumed flexibility of oral accommodations'. In other words, the written word was binding and more powerful, whilst the spoken work was flexible and therefore weaker. The question is, was that really the case? The answer is no — and yes. It is no small thing to assert that the spoken words of Māori were 'flexible' and therefore 'weaker'. In fact, though, oral cultures were seldom recognised as possessing the certitude of the written or printed word, either in the 1840s or in more recent times. For example, in the 1920s 
Te Rangi Hīroa (Sir Peter Buck) had some thoughts on this subject. The eye of the 'civilised man', he wrote, depended on notes and books. By way of contrast, the ear of the 'uncivilised man' had to depend on memory. It was thus difficult for 'civilised man' to credit the vast amount of information that the 'uncivilised man' handed down to posterity unwritten. Te Rangi Hīroa had great faith in the ear of the 'uncivilised man', and in the capacity of the human memory. For 'human' perhaps read 'Mīori'.

10 Pei Te Hurinui



Jones was another Māori scholar who later defended the capacity of the Māori memory. In 1958, he observed that the study of Māori traditions, based on genealogies, appeared to be giving Europeans trouble. 'To my mind', he wrote, 'the difficulty stems from the fact that the non-Polynesian is confronted by complex oral accounts comprising strange names, unfamiliar constructs and unexplained variations of genealogies.'
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Such assumptions, then — that the Māori oral response was 'flexible' and therefore 'weaker' — beg the question: was the Treaty signing process such an important test of literacy against orality? The short answer is — probably not, partly because the specific.material stakes of that Treaty signing process were not high. Though much was at stake pertaining to notions of the overall governance of New Zealand, no land or livelihoods were directly at stake. Perhaps, in looking at how things turned out, the oral responses of Māori may well have been 'weaker' in their sustaining power to influence the Crown because they were lacking in a documentary form. This is the point that McKenzie is making.


Māori leaders present at the Treaty discussions on the day, however, were hardly weak. Of course, McKenzie is not saying they were. The discussions were lengthy and at times passionate. But, looking at the directions that the Māori-Crown relationship subsequently took, the point is well made that, despite the power of Māori oratory on the day, the written words on the Treaty document had the greater binding power. In the end, then, we might look more closely at the binding power of writing, as opposed to oral flexibility, because these were indeed opposites, and they were about to enter into a long-lasting and defining tension between Māori and Pākehā.


The Treaty signing process placed Crown officials against Māori in a contest over written documents and oral responses. McKenzie doubts that Māori were sufficiently literate to adequately decipher the documents, much less to appreciate their weighty presumptions. A literate population, he argued, took decades or more to produce. Yet, it was claimed, this had been accomplished in New Zealand, in a mere 25 years. Equally, Māori could hardly be said to have so quickly surrendered their relativities of time, place and person (inherent in the oral process) to the presumed fixities of the written or printed word. Therefore literacy and print had not yet taken such a hold on Māori that the binding written status of the Treaty could continue to be sustained



as the sole record of the agreement. This was clearly evident because, for Māori, the Māori text was the product of consensus arrived at through oral discussions, discussions more comprehensive and open than that revealed by a reading of the Treaty documents.

12


Therefore, if the Treaty signing process is significant for anything in the context of the conflict between literacy and orality, then what is it? It is a common thing, and not a bad thing, for scholars to intensely examine the Treaty of Waitangi signing, in all its complexity, for indicators of 'significance'. Without a doubt, whether one's interest is literature, history, politics, law or jurisprudence, the Treaty has assumed a major significance over time, though it did have its low points last century. Where the issue of the written word against words spoken is concerned, the actual signing of the Treaty of Waitangi by Māori was important. But it was important only to the extent that it demonstrated a willingness by Māori to acknowledge that writing and print now had a place within the new scheme of things, without allowing it to override the intellectual imperatives of Māori 'flexible accommodations of oral consensus and construction'.
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That was why we might say that the Treaty was, in effect — as far as conflict between literacy and orality was concerned — a secondary context. It does not loom as large enough an event to test written words in sharp contest with spoken words. This is because, for Māori, oral responses were in essence a local matter. Tino rangatiratanga,

14 certainly as asserted in Waitangi, would have drawn its authority from local hapū contexts. Māori people speak from their own paepae. Thus we should look elsewhere, into local tribal and hapu histories of this era, to see how the local defence of tino rangatiratanga or mana whenua, mounted from the paepae, came up against the binding power of the written word. For, if the Māori-Pākehā history of the 19th century is about anything — and it is actually about everything — then it is a history of inherent oral processes, contexts and meanings coming up against the 'culture of the written word', with a vigorous contest ensuing. Consequently, there are better places to look, I think, than to the Treaty signing process to see this contest being waged between Māori and Pākehā, ultimately for the highest stakes possible.


For example, we might look at Taranaki in the mid-186os. Here, after the land wars years, in the wake of land confiscations,



the contest was between the Compensation Court and local hapu, and the return of confiscated land was resolved by the use of long and detailed written documents. Unlike the Treaty signing process, almost no provision was made for substantive oral testimony. And the prize, at the end of the day, was the land itself. Even before the land wars in Taranaki were over, substantial Māori land alienation had occurred, primarily though confiscations. These were later vindicated as a 'justified penalty for unjustified actions'; they were to serve as a deterrent against future armed 'rebellion' by Māori. The confiscations were also seen as providing for the needs of settlers, especially military settlers, and the government. They would supply the means of 'introducing numbers of white settlers ... and for recouping the government in part for the huge financial burden on the colony by the rebellion'.
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The exercise of tino rangatiratanga or mana whenua by the tribes and hapu of Taranaki had once turned on their occupying and owning the lands. However, once the tribes had been dispossessed, the exercise of mana whenua changed. Once occupation had ceased it increasingly derived from a knowledge or a memory of the land sustained within the tribe. Thereafter, once possession had passed, Māori customary law concepts of tribal title as a basis of occupancy, like ahi kā roa, were superseded.

16 This was a legacy of the changes to the nature of land tenure brought about by large-scale British settlement in New Plymouth after 1841. At that time, new concepts of ownership were introduced and were 'encouraged by the government until at length [they] received the sanction of written law'.
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The legislative intention seemed always to recast customary tenure in the interests of ready settler access to land and title. This was certainly the intention of legislation like the Native Lands Acts of 1862 and 1865. There, it was declared expedient to 'amend and consolidate all laws relating to land holdings remaining under tribal proprietary customs'. The Acts were also intended to provide for the determining of Māori who 'according to such customs' were the owners. In the end, the Acts sought to encourage the eventual extinction of these Māori proprietary customs, providing instead for their conversion into tides derived from the Crown.
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Māori people have recently viewed these measures extremely negatively, especially focusing on the colonial supplanting of customary tenure by a different tenure system, one structured to deny continued tribal retention of mana whenua.

19 Not without



good reason, then, did McKenzie rhetorically ask, what was it that the chiefs at Waitangi thought they were surrendering, in agreeing to the first article of the Treaty? By way of reply, he reminded us that the form of Māori public discourse and decision-making on the fateful day was oral, and was confirmed in the consensus, not the document, with many chiefs adding complementary oral conditions. Therefore, in the end, we can never know for sure.
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For all this, the tribes and hapū in Taranaki continued to maintain and assert their mana whenua after 1860. Mana whenua remained as the essence of their collective identity, based on the complex continuum of descent that provided the critical link into the landscape over which that identity obtained its mana. These assertions were focused primarily through the agency of hapu, in whatever forum that presented itself as appropriate. And oral processes of knowledge retention and mediation remained integral to such continuing assertions in Taranaki, as had occurred in Waitangi 20 years earlier.


A primary forum of contest for land in Taranaki after 1863 was the Compensation Court, followed thereafter by many commissions of enquiry, even to the present day. These forums were all of a judicial nature, and involved conflicts between giving effect to new law (statutory and documentary) and giving effect to customary law reposing in oral history and tradition. Here was a significant difference of perception, prosecuted for half a century, originating from a time when the actual tide for that land substantially changed from one party to the other. On 23 March 1866 the Stafford Government advised that the Compensation Court hearings would commence at New Plymouth, on Friday 1 June. Its purpose was to hear and determine claims for compensation from Māori, following the taking of their lands by the Grown under the authority of the New Zealand Settlements Act 1863 in the province of Taranaki.
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The Compensation Courts were essentially extensions of the 
Native Land Court, established in 1862 under the Native Land Act. Their declared purpose was to define customary Māori land rights and to translate these into titles consistent with British law. The key personnel of the courts came from the Native Land Court, and Native Land Court precedence and experience were drawn upon in Compensation Court deliberations. So, the stage was set. On the one hand there were a range of Māori certainties: perceptions and constructions of identity, history and authority,



maintained within hapū, anchored into the land, all asserted through the 'flexible accommodations of oral consensus', as McKenzie had observed of oral testimonies during the Treaty signing process of 1840. Now, however, the context was different.


On the other hand, against the hapū of Taranaki, as against Māori when the Treaty was signed, were European assumptions about the 'comprehension, status and binding power of written statements' as expressed through the Compensation Courts. The Compensation Court process was complex. What interests us here about this court was its reliance upon the comprehensive status and binding power of 
its written statements, given that its primary function was to aid the process of title transfer from customary law (oral) to English law (statutory documents). Strong assertions of oral consensus there were, from Māori people, before these courts. But these assertions were mediated through written forms and documents which, in the end, compromised the Māori capacity to represent or defend the seamless nature of customary law by which they lived. For example, in seeking to collect and record details of the substance and basis of Māori claims for the return of tribal lands within the confiscated blocks, the court relied heavily on a printed form entitled 
He pukapuka tono ki Te Kooti Whakawa Maori, kia whakawakia etahi take whenua. This was a 'form of claim' made available through Native Land Courts and native assessors.
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However, in seeking certain land and kinship details, the form and process were problematic. They compelled claimants to write down and declare interests in land to a degree of specificity to which tribes and hapū were unaccustomed. These were lands long regarded as collectively owned, and the source of collective mana. Such lands were the sacred trust and asset of all the people. Here, for instance, complex laws of tapu were established over time, frequently invoked to protect a profusion of areas of land and waterways from human exploitation or defilement. Tapu declarations were of permanent concern to all Māori. Consequently, it was common for every natural feature to bear a name that spanned centuries of occupation.


Thus, on this form, Māori people were asked to declare 'Te whakaaturanga o nga rohe', the general lands in which they believed they might possess an interest. This largely constituted some of the lands over which their tribe or hapū would have exercised mana whenua, however much this posed difficulties to



describe. The need to provide such specific details presented particular problems. Tribal and hapū mana whenua did not necessarily contain an infrastructure of individual allotments that might be easily identified and assigned. Māori customary title was effectively possessed by all kinship members living on the land, commensurate with common understandings concerning group title in that land. It was also, in some circumstances, held by kinship members living away from the land. To express an interest in that land, however, the land needed to be occupied or worked by hunting, fishing or cultivating. All other claimants from other kinship entities had to be resisted. This especially related to those that had moved away without a declared intention to return.


As a consequence, the land claims invariably overlapped. The attendant descriptions of 'o nga rohe' were also general ones. These were customary lands for which there could be no limit to claimants, given the encompassing and secure nature of mana whenua, especially as asserted by local kinship groups through their whakapapa perceptions of descent and connected land interests. This was constituted as certain, in the final analysis, by the reality of occupation and the enduring knowledge of the whole area of land, substantiated by whakapapa, and sustained within the tribal memory.


With no documentation of any kind to certify title to land, tribes and hapu relied heavily on such enduring knowledge. A special responsibility lay with those who retained such knowledge, the administering body of elders who knew every prominent natural feature, and the way each was linked to the other within the boundary area between tribes. The responsibility borne by elders of retaining an intimate knowledge of the limits to title was particularly important. This was especially so when outside groups held title to pieces of land or resources, within the tribal domain, as invariably happened.


Before Compensation Court hearings were convened, details of all claims laboriously collected for all lands were copiously transferred by court officials onto extensive schedules. Names of the listed claimants were listed against lands claimed, in preparation for the hearings. Whole days of court proceedings were set aside for the preparation of these schedules that judges and officials used to call and cross-examine claimants, who were compelled to appear if they wanted any chance of a claim being heard, let alone granted. It is clear that, here, we see changes of some



importance occurring. The Treaty signing process had significantly allowed for Māori public discourse and disagreement. Such discussions were oral and involved debate and consensus with the chiefs adding complementary conditions, as McKenzie noted. Much later, of course, the Treaty was affirmed solely in its documentary form.


Through Crown devices like the Compensation Court, the process had avowedly become a documentary one. There was very little scope for meaningful oral testimony or consensus beyond the preliminary collection of customary details by court officials through the use of specific documents. Yet there was a greater reason to allow for robust Māori oral responses — the future of the land was at stake. The tenuous nature of this process was especially evident later when grant allocations were finally made by the court to Māori. Many hapū disputed the right of neighbours to receive certain land allotments by way of compensation, if it was land over which they themselves claimed a customary title.


In the end, the size and complexity of the task facing the Compensation Court can be seen by the fact that, in Taranaki, for the Oakura hearings alone, the court heard a total of 270 fragmented claims to portions of the Oakura Block. These claims encompassed over 200 sites and provided the basis for reference for up to 30 hapu. Substantiating the claims became an impossible task for the Compensation Court, despite their enormous holdings of written documents. In the end, allocations of land were made that took little account of the original basis of claims to mana whenua, or to the hapū who were specific to those claims.
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Throughout the Compensation Court process, it was possible to discover hapū or other collective groups claiming descent, by using whakapapa, landscape and mana as points of reference. These were stressed as customary and long-standing, despite the new political realities facing Taranaki Māori. Such assertions emerge from the enormous holdings of Court written documents. As a consequence, written statements played a significant part in the proceedings, but no substantive accommodation was made by the Crown for any Māori oral responses, much less oral consensus. The use of documents, compiled by Māori, describing the land in detail as a first manoeuvre to retain it, in the end severely constrained the process for Māori. The comprehension, status and binding power of written statements played a critical part in



this process and it was here, therefore, that the written word, with all its imaginable potential, came so starkly up against the spoken word. And the spoken word lost out.


The signs were there, says McKenzie, at the very beginning. When 
Samuel Marsden bought 200 acres of land at Rangihoua in 1814 for the first mission station, he drew up a deed of conveyance. Solemnly he asked the local Māori chief to 'sign it' by drawing a copy of his moko on the document. The price was twelve axes, perhaps a potent symbol of the changes to come. Iron axes constituted an intrusive technology and the impacts of such technologies would soon be seen on the land. But the subtler, much more elusive and indeterminate technology was the signing of the document — literacy, and the binding power of the written word.
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In 1887 the finest Māori book of the 19th century, a superbly produced edition of the Māori Bible, was published. Yet for Māori this proved not a publication to celebrate but an object of execration. The missionaries had taken away their precious book and replaced it with a fraud. This essay explores why Māori and missionary interests collided over this second edition of the Māori Bible.


A favourite theme in the history of the book has been how print has altered the balance between tradition and renovation in society. Yet the histories of the transmission of texts to newly literate people show that cultural transactions are two-sided, and that newly introduced literary works can be appropriated towards the preservation of tradition. The story of the Māori reception of the Bible has often been used as an example of cultural transformation through print. There is another side to the story, however, in which the Bible has become an instrument in the preservation of tradition.


From the advent of printing, the Bible was gradually recon-ceived as a printed book. As a written text it was more significant, more public, more lasting. Western intellectuals viewed the printed word as an externally verifiable text and, because it was printed, it was a source of coherent ideas. Those able to read were capable of rational thought. In the missionary context this gave the Bible great status — an illiterate people could not possess sacred texts. This did not mean there were no sacred words, but it



did mean that the words were preserved solely by oral tradition and were therefore seen as non-rational.


Māori tradition was therefore challenged deeply by the advent of reading as much as it was by the Christian religion. The production of editions of the Bible in Māori gave Māori Christianity its own tradition through these books that were remarkable achievements. And while there has been much scholarly attention to the Paihia editions of Scripture by 
William Colenso, the history of publication of the Māori Bible was not confined to this one small press. In fact, the greatest Māori publications of the 19th century were later editions of the Bible issued from London presses. The focus of this essay, the 1887 London edition of the Māori Bible, is sometimes known as the 'classical edition', for its fine production, attractive typeface, binding and lack of typographical errors. In this edition, 6060 copies of the whole Bible, 4040 copies of the New Testament, and 2020 copies of the Gospels were produced.


Yet the edition was, from the point of view of its publishers, the 
British and Foreign Bible Society, and many of its Māori readers, a disaster. It met with a hostile reaction, as Māori complained that 'their Bible' had been taken from them, and the sales were pathetic. Eventually the Bible Society was forced to consider a reprint of earlier editions. Why was this book such a flop? The issue proves to be one of cultural appropriation, of the control and use of texts.






New Testament editions, 1837 to 1868


The 1887 Māori Bible was a moment in a long process. Its two texts, the Old and New Testaments, had quite different histories of translation and publication in Māori. The New Testament was prepared and issued on the Paihia Press in 1837, although a few excerpts had been published prior to this. The scale of the volume meant that its production was transferred to London in 1840, and new editions (with minimal changes to the text) were issued by the Bible Society in 1840, 1842 and 1845. By the end of the 1840s the colony was saturated with copies, some 72,000 in all.


By 1845, however, concerns had grown about the adequacy of the translation. It had obvious deficiencies including clumsy transliterations of English words because of the limited Māori vocabulary of the translators. There were also many typographical errors — hardly surprising given that Edwin Norris, who had checked



the proofs in London, knew no Māori — and in 1847 a draft revision prepared by 
William Williams and 
Robert Maunsell was issued.


Williams went to England in 1851 and negotiated a new edition of the Māori New Testament. This fifth edition, checked by Williams it would seem, was produced in 1852 and is noteworthy for using the 'wh' rather than the 'w', perhaps reflecting Williams's base on the East Coast.

1 This text represented a radical change to the 1837 version, and is perhaps the most crucial revision ever undertaken of the text.


William Colenso, however, was not impressed. In a letter to the Bible Society he complained that



Two great causes which have operated against ready disposal are the highly unnecessary alterations of texts in a people sensitive to ancient songs, or recitals of histories, so a great difficulty with the new edition, and also all the new little particles, ra ra hoke, na e hold, neo, ro pea which always sound so sweetly to a native ear having been expunged so that the present edition is much less truly a New Zealand edition than the 1st one . . . Doubtless there are differences of opinion on these issues, but the facts speak for themselves.

2
						

					


Perhaps they did, but the translators sharply disagreed, and the Reverend Robert Burrows on behalf of the missionaries insisted that Māori recognised the purity of the language of the revision.
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Another edition of the New Testament and the Psalms with further corrections was issued in 1862. When it was decided to publish a one-volume edition of both Testaments in one Bible, yet another revision of the New Testament was begun by a group of missionary scholars, assisted by Sir 
William Martin, the Anglican layman and Chief Justice,

4 and an editorial conference was convened in July 1867 to revise the Gospels.

5 The discussions centred on a number of linguistic issues

6 that, although seemingly minor, delayed production of the Bible. The final section of the revised New Testament was despatched by Robert Maunsell early in January 1868.






The Old Testament


The Old Testament translations had a much smoother genesis than those of the New Testament. All the 19th-century editions



were prepared by 
Robert Maunsell, the Irish evangelical missionary in the 
Church Missionary Society, who was stationed in the Waikato.

7 Maunsell's linguistic skills were recognised shortly after his arrival in New Zealand, for he alone among the missionaries knew Hebrew, and his translations were published gradually from 1840. In 1848, after several parts of the Pentateuch and other books had been issued, the six books from Genesis to Joshua were issued in one volume. Judges to Psalms were issued in 1855, then two volumes (Proverbs to Jeremiah, and Ezekiel to Malachi) were issued in a trial run in 1856 by the Paihia Press, now removed to St John's College, Auckland. After subsequent revision by three Anglican missionaries and three Wesleyans, they were published together in London in 1858,

8 after the proofs had been checked by Bishop 
Charles Abraham.


Maunsell took a year to do further revisions for a combined edition.

9 Finally in April 1865 the Old Testament was typeset, but publication had to wait on the New Testament revision.
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Māori attitudes to the 1868 Paipera Tapu


So in 1868 a one-volume edition of the whole Bible was published,

11 a substantial volume of 1199 pages of text arranged in two columns, with leather binding and heavy paper. Despite the imposing nature of the volume, its reception was disappointing. In the context of a disrupted and war-torn society, only 700 copies were sold in the three years after publication.

12 The missionaries were deeply disappointed at this, but they had to some extent misinterpreted the earlier enthusiasm for the Bible. By the early 1860s there had been a wholesale decline in Māori enthusiasm for Christianity and the Bible.

13 The Bishop of Waiapu noted at a Bible Society meeting that he had been told by a Māori in his diocese: 'We got our Christ from you, we now return it back'.
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Nevertheless the publication was the culmination of a process of great significance for Māori culture. The Māori Bible became a fundamental part of Māori spirituality, particularly on the marae. It became a tapu object, deeply respected and venerated both as an object and for the words it contained. Memorisation of the Bible was highly respected and the text became surrounded with as much tradition as the Authorised Version was in English. How deeply it changed Māori spirituality is an issue much debated in the modern Māori world, but, for example, when Te Kooti had



his visions on the Chatham Islands in 1867, he fashioned his revelation in the words of the Māori Bible.






A new edition


In 1868 the 
Church Missionary Society in England (CMS) decided that the evangelisation of Māori ought in future to be the responsibility of the New Zealand church. Consequently future revisions of the Bible were at the initiative of the local Auckland Auxiliary of the 
British and Foreign Bible Society (BFBS), a body responsible for raising funds for the BFBS from settlers and for distributing the English and Māori Bible throughout the province and the colony. In March 1884 the London office of the Bible Society suggested the preparation of a new edition of the Māori Bible to 
Henry Hassell Lawry, secretary of the Auckland Auxiliary and himself a former Wesleyan missionary and interpreter in the Native Land Court. Modest revisions — correcting misprints, harmonising and correcting ambiguous or wrong readings — were suggested. William Williams had died in 1878, and 
Alexander Reid, the only surviving Methodist of the team of the 1860s, had been transferred to a European circuit, but 
Robert Maunsell (although now aged 74) was 'full of vigour and fire'. He and Leonard Williams set to work promptly to facilitate the edition.'

15 Maunsell concentrated on the Old Testament, Williams on the New.


Maunsell and Williams worked without the benefit of a large committee of review or any formal meetings and appear to have had no assistance from any Māori. Their only advice was from Archdeacon 
Edward Clarke and Henry Lawry. When the proofs were returned to New Zealand, Maunsell added innumerable further revisions, much to the frustration of the Bible Society.

16 As a result of his penchant for corrections, the English printers slowed down typesetting hoping to eliminate expensive revisions, to the alarm of Maunsell, who feared that he would die before the process was complete.

17 Leonard Williams was an excellent translator but he found it difficult to apply his mind to revision in view of more immediate and urgent tasks in his diocese.

18 Revisions were also made by Lawry, particularly when the Auckland Auxiliary examined the proofs of the New Testament in 1887.

19
					


The proofs were supposed to be checked by Bishop 
John Selwyn of Melanesia, the son of the Bishop of New Zealand,



although his linguistic expertise was not in Māori. Bishop Abraham, the former Bishop of Wellington, made quite a number of corrections to the text, although he became less supportive when he chanced to see an unflattering description of his skills in a letter by Maunsell to Selwyn. He commented: 'Although I was not a good Maori scholar, that I was generally scholar enough to secure there being no special errors'.

20 More work was done by Henry Williams's daughter Mrs 
Lydia Jane Carleton in England. She found that the last-minute textual changes had led to many inaccuracies.

21 Some mistakes were found so late that they had to be included in four pages of errata at the end of the Bible.


Specifications for the new edition were debated from the beginning. The New Zealand Mission Board of the Church of England urged the preparation of an edition with cross references; Lawry wanted an edition with large typefaces for reading by the fireplace. Probably it was the sight of the translators rather than that of the Māori people that was deteriorating

22 — the typeface used was in fact virtually the same as that of the 1868 Bible, although much smaller than that of the 1837 New Testament.


The edition was finally published late in 1888 and arrived in New Zealand in 1889, although its title page reads 1887. It was the same size as the 1868 Bible, although in board rather than leather covers, and at 1125 pages was about 75 pages shorter than the 1868 edition. The New Testament was separately paginated from the Old Testament, easing the publication of separate editions of the New Testament.






The influence of the Revised Version in English


It is fascinating to compare the 1887 Māori Bible with the Revised Version of the English King James ('Authorised') Version. The New Testament of the Revised Version was published in 1881 while the whole Bible was published to critical acclaim in 1885. The key scholarly achievement of the revisers was the abandonment of the so-called 'majority' or 'received text' in the original languages; instead they based their translation on a new critical edition of the Greek and Hebrew, the so-called Westcott-Hort edition. Maunsell's scholarly bent was aroused by such textual issues, and not just in the Old Testament, for he was also a very able Greek scholar, and had evidently long wanted to correct some of William Williams's work.

23 As a staunch Protestant he valued



textual accuracy as a means to focus revealed truth. The Revised Version New Testament was at his fingertips and he claimed to have carefully considered its renderings.
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Yet in this respect the 1887 Māori Bible is a disappointment. Maunsell took a very traditional line on some passages where the new manuscripts had challenged old readings. He retained such controverted passages as John 8:1-11, the long ending of Mark and the trinitarian verse in 1 John 5:7-8, which the English revisers viewed as late additions to the text. Many small textual revisions were missed. Thus in John 1:27 a suspect phrase, 'is preferred before me', was retained by the new Māori Bible, slightly modified as 'nōmua ia i a au'. Many conservatives believed that the Authorised Version was an inspired version, provided to give the Word of God to English people, and there were suspicions of the motives of the revisers. The Authorised Version fixed Christianity as a revealed religion. Maunsell was sympathetic to such views and we can probably see evidence of this in his approach to textual issues. If he was conservative, Māori were even more so, for they deeply shared faith in a sacred book, in which the text was not seen as words communicating a message, but as the voice of God.


In format, however, the Revised Version was much more influential. Maunsell drew attention to presentation of the text in paragraphs rather than verses in the English Revised Version, and the Auckland Committee noted the precedent of the use of paragraphing in the Tahitian Bible. Maunsell wanted to make the book less bulky and expensive, and paragraphing was bound to help, although changes in typeface and textual abbreviations also contributed. Bishop 
John Selwyn supported the proposal on the basis of some Melanesian translations and the format of the Revised Version.

25 So the new edition printed the text in the same paragraphs as the English revision, with the verses indicated by a verse number in superscript. The Auckland Committee believed that the change would assist Māori to understand the text.


The paragraphing format assumed that the book was to be understood in large blocks of meaning, whereas the Māori tradition of chanting was greatly aided by the separation of verses. The verses were treated by Māori as the basic units of truth to be savoured individually. The notion of reading paragraphs assumes a linear approach to meaning, which was of little interest to Māori. After Māori reacted adversely to this and other features of the edition, Williams insisted that he had always firmly opposed



the decision. Certainly he had voiced some nervousness about it, but had not been that emphatic when the London committee had queried the decision.
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This new format was accentuated by the use of headings for each paragraph grouped together at the beginning of each chapter which served to define the meaning of the chapter. The headings had been prepared first for a summary of the Bible prepared by Lawry and Maunsell and published in 1875 by the 
Auckland Auxiliary.

27 Cross references to parallel passages were, after consideration, not added to the 1887 edition, but appeared in the edition of 1804.
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Linguistic changes


The 1887 edition also involved a curious new approach to the Māori language. Many textual changes were made to improve the Māori, at least in the eyes of the translators. Maunsell and 
Leonard Williams had agreed on a set of rules to guide the changes:




1. to correct misprints 2. to eliminate unnecessary words 3. to harmonise as much as possible the renderings, 4. to correct renderings that are ambiguous or otherwise faulty. We live far apart, so each prepared his notes & forwarded it to the other. Then marked and prepared until we come to matters needing a personal conference.
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Maunsell went far farther than this, simply because he 'could not restrain his pen when he saw the proofs' and amended passages that had not been his responsibility but were left unaltered by the dilatory Williams.
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These many emendations concentrated particularly on word order. The previous approach to translation of the Bible into Māori was primarily word by word rather than phrase by phrase, reflecting English rather than Māori word order at points (although the translators also consulted the Greek and Hebrew). This seems to explain many changes in the new edition. Another factor was vocabulary. The search for a more natural Māori was a key justification for the translation.

31 Maunsell's 

Grammar of the New Zealand language
						 (first edition 1842) had insisted on avoiding expressions influenced by English, and noted many examples of constructions used by Māori in their spoken language. He loathed earlier editions of the Bible for this reason.





Linguistic style was another factor. It had been decided that the translation should be written in a dignified classical Māori rather than the Māori in everyday use, and was for this reason called the 'classical edition'.

32 In this it reflected the philosophy of the English Revised Version, which its 19th-century revisers had sought to present in Elizabethan English so that it would have the dignity of the Authorised Version. Consequently the English Revised Version never gained popular appeal. It was not a good precedent for the revised Māori edition.

33 Now there was at least some justification for this approach in English, for the publication of the Authorised Version had defined written English. The concept of classical written Māori is a non sequitur. Certainly there was a traditional oral language spoken in oratory on the marae and in recited whakapapa, but it can hardly be described as literary Māori. Maunsell, however, decided to invent it, concerned, as he wrote in 1842, that Māori was not well adapted to sensitive expressions, incapable of 'expressing as well the minutest varieties in thought as the tenderest emotions of the feelings'. In his opinion New Zealanders constructed sentences like children who had just learned to speak, and therefore their language had deficiencies in expressing the sacred text.
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At the same time a set of contrary principles led Maunsell to eliminate from his version characteristic features of traditional Māori oratory including redundant decorative phrases. These phrases had often presented problems to translators and headaches for proofreaders, since it was difficult to decide how to break them up into word units.

35 The desire of the revisers to make the book smaller and therefore cheaper led them to see linguistic virtue in making the translation more concise. Lawry urged more 'terseness and vigour' in the translation, and Maunsell sought to adopt a vocabulary which combined brevity with clear and expressive language, a purism that had shades of racist superiority. Maunsell explained his motivation thus:




The Māori Bible is much larger than English Bible. This is an inconvenience to [the] Maori, who is almost always moving. It is a wordy language .. . [including] particles and adjuncts which have no meaning. We have agreed to cut off adjuncts (ornamental, as in kote miatanga mai; or Te tino whakatikanguaki o), though a Maori would use them. There was no written language when we came. We are now making one, and compelling, as it were, the colloquial language



to reduce its dimensions. Hence the vast bulk of the erasures you will see.
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Maunsell, the chief advocate of this policy, overrode criticisms by other translators and curtailed the use of articles and particles with no particular function ('conversational redundancies'), and ornamental adjuncts like 'kote miatanga mai' and 'te tino whakati-kanguaki o

37 He continued to use the macron, particularly to distinguish plurals from singular nouns, which had been pioneered in the 1868 edition. These decisions were most obvious in Job, Proverbs and the Psalms. Relatively minor changes of this kind could cause great annoyance since the Psalms were constantly recited in public worship.

38 The New Testament had been subject to so many revisions since 1837 that the revisions were less drastic, although a long notebook of alterations indicates that Maunsell imposed many changes until others began complaining and he became more cautious.

39 Bishop Abraham noted the curtailment of particles and articles, and some strange particles, including the use of'turia' in Matthew 19:1 and John 20:1; while Mrs Carleton had other queries.

40 However, compared to the 1868 edition the changes do not seem particularly radical. In John Chapter 1 the major changes are the reduction in the use of the words 'taua' and 'tamaiti' in favour of'te' and 'tama'.


The text was approved by Lawry, who commented that 'the revision reads smoothly, is terse, idiomatic, and forceful, and preserves words, phrases and constructions that should be of value to linguists and critics'.

41 Many of those who had learned the language by listening to it disagreed. Mrs Carleton, the daughter of Henry Williams, who learned Māori as a child, could not understand some of Maunsell's decisions, and with some courage challenged the principles of the three archdeacons, Maunsell, Williams, and their other consultant, 
Edward Clarke.
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Māori dialects


A further factor was a dispute over the dialect of language used in the revision. The first translations, particularly of the New Testament, were written in the 
Ngāpuhi dialect, since all the missionary translators were based in the north, and regional variations were very significant in the 1820s. Just as the Authorised Version affected and stabilised the development of the English



language, so the early translations of the Bible played a key role in 'fixing' a uniform form of the Māori language in which the Ngāpuhi dialect predominated. The Māori language changed significantly in the early years of European contact and its vocabulary grew and was modified through contact with western culture and between Māori from different tribes.

43 This affected vocabulary, syntax and pronunciation. Consequently the form of language to be used in a general Māori translation remained controversial.


Maunsell preferred the translation to reflect the 'central dialect' of Māori, which he saw as the Waikato form of Māori, from the region where he had worked, and Lawry felt that this dominated the 1887 edition.

44 Maunsell felt that Waikato forms of the language had been less polluted by contact with Europeans. He had argued this point from 1842 in his Māori language 
Grammar, and it influenced all his translations. In Colenso's opinion this had affected the acceptability of the earliest editions of the Old Testament in the Hawke's Bay.

45 
William Williams's new East Coast location probably influenced his 1852 revision of the New Testament. By the 1880s the CMS work in the north was much weaker, and consequently the Waikato forms were more extensively adopted, although Leonard Williams insisted that he had sought to bring a greater balance in the translation, and the Old Testament in particular was less dominated by Waikato turns of phrase than the 1868 edition.
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Arguably by the 1880s the translators were less in contact with Māori and missed many of the subtleties of these issues. The translation was prepared in Auckland and, unlike earlier translations, there is no evidence of consultation with Māori. The failure to allow Māori to participate in and own the task of translation reflected the continued paternalism of the Māori mission of the Church of England.






The extent of the rejection


The response to the 1887 edition was disastrous. Copies proved virtually unsaleable. No doubt this was affected by the decline in Māori population, and the inadequate distribution network at the time, but the problem went deeper. The translators had first experienced Māori dislike of revisions after the publication of the revised New Testament and prayer book in the 1850s. According



to 
George Maunsell, son of the translator, '[revisions] already made seem only to perplex the Māori mind, and I had many enquiries for the old edition. I could sell two of the old edition for one of the new', he reported to his father, when the proposal for a new edition was raised.

47 The most representative criticism came in a resolution of the Native Church Board of the Waiapu Diocese — where Leonard Williams was Bishop — including Māori clergy and 27 Māori laity as well as four Pākehā clergy. They demanded a version with separate verses and a more compact size.

48 A particularly sharp complaint came from Māori in the Wairarapa who returned copies provided to them by the Reverend Arthur Owen Williams, declaring, 'Take your bibles away. They do not contain God's word, for the Ministers and pakehas and the Government have altered that Bible and added words of their own to it; but the old Book contains only God's words and we want that.'

49 Hatred at land seizure led them to suspect every action by Pākehā. The New Zealand representatives of the BFBS had to ask for any new printing to be of the first edition in the old format, and there was some relief that there were still copies of that first edition available.
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It is a matter of opinion what factors were most critical in the rejection. One reason was that the revisers made no attempt to attract Māori support. However, given the number of alterations over the previous few years, the format of the edition was probably the crucial issue, rather than the linguistic alterations, although certainly these were not endearing to readers. In 1903 the Reverend 
Fred Spencer, a Māori speaker and the agent of the Bible Society in New Zealand, with the support of the Reverend Frederick Bennett, a Māori missionary, petitioned for a replacement for the 1887 edition on the grounds that its paragraphing was unpopular, its style was unattractive, and the volume was too large. The Editorial Committee consulted about these matters, and asked the opinion of 
Leonard Williams, whose views as a Bishop earned great respect. Williams naturally defended the 1887 edition, apart from the changes Maunsell had made without consulting him. He insisted that it was a mistake to say that the 1887 edition was 'not so much in the language of the people as the earlier one'. In his view the complaint was simply a conservative hostility to alteration of words made familiar by constant use. He accepted the complaint against the verse format, having observed how popular an edition of the New Testament presented in verse format was. Bishop Williams was not impressed by the



call for a smaller book. While a portable edition would be useful, a large edition was necessary for churches. Meanwhile Spencer had more to say. Hearing that half the stock of Bibles — more than half the New Testaments, and 3600 of the 1897 edition of New Testaments with the Psalms — remained, he insisted that:




when the need of a fresh issue of the Bible for Māoris is compared with the needs of millions who have no scriptures at all, he thinks the Māoris should at least wait. They have the whole S[cripture]s accessible, and the dislike of the present issue is a matter of taste. Critics (in a good sense) are mosdy those who can easily consult the R. V, if they like. If a new ed[ition] were brought out, what would be done with die London stock? Of course, the longer the delay, the less will be the need-
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Conclusion


This dispute indicates how deeply the printed Bible affected the development of Māori culture, and contributed to the making of oral tradition. Although oral tradition has always been important in Māori society, after 1837 a written culture began to emerge, and the Christian contribution to that culture was decisive. Christian concepts deeply affected the 19th-century development of the marae.

52 By the 1880s many Māori were participating in religious services based largely upon memorised passages of scripture, notably the Ringatū liturgy. Many Māori thought that the quaintness, familiarity and traditional forms preserved in the earlier version were appropriate to a sacred book. Language conveyed power, and spiritual power was tapu. Māori delighted in quotations from their heritage, and the new written texts were expected to reflect the oral form.

53 As the revisers discovered, Māori people had become staunch traditionalists about the scriptures, and objected to any changes, even changes of format, in the later editions of the Bible. Lawry belatedly reported to the Bible Society that 'the extreme care with which oral traditions were handed down by Māoris with specially cultivated memories is made to tell against the alterations and improvements made in recent revisions. These are called Bible Society innovations.'
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The experience was not unique to New Zealand. Those with contact with other Pacific cultures have reported similar experiences. Consistently the language of the first translation gained a



kind of sacred recognition, and alterations, even those which improved the translation, were resisted as improper. Thus the book was an agent of change and modernisation but was also managed and conformed to the values of the pre-literate society.

55


In subsequent years there were two further revisions of the Bible. The 1952 edition, now in universal use, employed Māori (including Sir Apirana Ngata) among the translators and preserved the traditional verse format. Even for this version there is oral evidence to suggest that some Māori, particularly in the north, were irritated at the changes. All attempts at a contemporary translation have failed for want of support. Traditionalism inhibited the acceptance of new translations even in English for many years, so perhaps we should not be surprised that Māori preferred the scriptures to sound traditional.


Māori critics of the changes clearly resented the imposition of the text from outside, and Māori objections were more acute because the translators were suspected as imperialist. The 1952 edition preserved many of the 1887 reforms, but they were accepted because Māori had taken charge of the process. Greek and Hebrew scholars are bound to fault the 1952 edition for its retention of suspect readings based on the old Received Greek text, but in fact their decisions followed those of Maunsell, except for printing the trinitarian verses in 1 John 5:7-8 in italics. The new edition was acceptable primarily because Māori had approved it before publication.


The role of Māori books changed only very gradually between 1837 and 1952. In 1887 the translators assumed that the Māori Bible would be used in the manner in which Europeans used books. Māori in contrast viewed the printed text principally as a reference point for the memorised text. Meaning was found not by reading but by reciting. Even 65 years later this viewpoint remained influential. The book is useless if it is not appropriated, and Māori criteria for appropriation were very different from those of Europeans. These are deep issues, reflecting profoundly on the formation of the new Māori community and its willingness to appropriate European ways and Christian values in New Zealand.
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Governor Sir 
George Grey, along with Dr 
Thomas Hocken and 
Alexander Turnbull, is regarded as one of the trinity- of book collectors in New Zealand whose collections became the nucleus of three major institutional libraries. Grey collected books for well over 65 years and created two important personal libraries. The first he gave to Cape Town in 1861; the second to Auckland in 1887.

1 He purchased numerous books and manuscripts from catalogues issued by London-based book dealers such as 
Bernard Quaritch, 
Willis and Sotheran, and 
T. & W. Boone. These well-known 19th-century English book dealers supplied him with medieval manuscripts, incunabula, early printed books from the presses of William Caxton and Richard Pynson, rare and scarce editions such as the 
Biblia polyglotta Complutensis
						 (1514-7), Edmund Spenser's 
The faerie queene
						 (1590-6), the First (1623), Second (1632) and Fourth (1685) Folios of William Shakespeare, William Blake's 
America
						 (1793) and 
Europe
						 (1794), as well as other works covering subjects such as languages, travel and voyages, and natural history.


Grey also obtained books and manuscripts from New Zealand sources, initially during his first term as governor (1845-53) and continuing throughout most of his life. This essay, part of a larger study on Grey as a book collector, focuses on his collecting activities in New Zealand and offers some insight into his local sources of supply, what some of the items were, whether they



were obtained through auction, by presentation, or by purchase (either from a bona fide dealer or an individual), and on some special features of the Auckland Grey Collection.

2
					


Grey's book collecting activities in New Zealand are only small compared with those in South Africa and England, but examining this particular aspect provides a greater understanding of Grey the collector. This focus also adds to our knowledge of the larger and richer picture of the history of book collecting in New Zealand, and enables a better understanding of those individuals who contributed much to New Zealand's intellectual and cultural history.






Buying (and selling) at auction


The earliest known reference to Grey purchasing books in New Zealand is found in an entry dated 21 November 1846 in 
William Cotton's Journal. It relates specifically to a sale held by Mr Connell of Auckland which included 'A rare and valuable library of about 300 volumes' that Cotton attended with William Swainson.

3 Cotton wrote:




[Dodson] had a very good collection of books, tho' very strange ones for a private individual to bring all the way to New Zealand. Mr Wood bought a great number for the Gov. — a good many classics eg. the Quarto Oxford Cicero, a beautiful uncut copy which went for 7/-a vol. . . . There was [also] a beautiful copy of Tyndale's New Testament with woodcuts from the Duke of Sussex library wh[ich] was also bought by the Gov. at £4/10s. And a Bible, a beautiful black letter folio £5/-/. I much coveted both these, especially the last,.. .

4
						




Grey's purchase of these items at the auction is significant. It places him squarely in the traditional 'English' school of collecting with book collectors such as Earl Spencer, the Duke of Devonshire, and Richard Heber, and their collecting of medieval manuscripts, first editions, black letter books, classical works, and the like. The occasion also highlights the availability of such materials in the colony and a desire, at least by some, to purchase them.


The 1552 New Testament is now in the Cape Town Grey Collection. It has an inscription inside: 'The Bible is not dry enough for your Excellency to use at the earliest untill tomorrow', signed '
R. Carpenter, Tuesday morning'.






Robert Holt Carpenter was an eccentric bookbinder and bookseller resident in Wellington in the 1850s. He bound the New Testament for Grey, and also presented him with a few books including a copy of Oliver Goldsmith's 
Poetical works (1794), a French language version of the Psalms of David (1729) and a work entided 
Mesmerist, or, the new school of arts (1845).


Further interest by Grey in book auctions is evident from the existence of three slim catalogues in the Auckland Grey Collection. These catalogues list hundreds of lots of books on consignment from 
Edward Lumley, a London-based book dealer, that were sold in Wellington in 1848, 1850 and 1851.

5 The first two catalogues have markings inside, but not in Grey's hand. The third, of 1851, has marks made by Grey beside 80 of 862 lots. It is not known whether the marks represent an expression of interest by Grey (something which many book collectors do when going through a catalogue and dreaming of those books they would like to own) or whether he actually purchased any of them. It is significant enough to think that he perused at least one of the catalogues and considered it as a source of supply for his collection.


There is no definite evidence that Grey attended auctions himself. The use of someone like Mr Wood was a practical one, especially considering the busy affairs of colonial administration. One auction at which Grey certainly purchased books was a 
Bethune and Hunter consignment sale held in Wellington in 1852. The consignment was from 
Henry G. Bohn, the well-established London book dealer who, like Lumley, was also prepared to invest in the small but growing colonial market. Bohn's catalogue was headed 'New, valuable, and most important books' with prices listed as 'those for which similar books are sold by him in London'. With high expectations, the sale was to be held 'on Monday, May 31, 1852, and following days'.
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Of the 859 lots offered Grey obtained 45, for which he paid £59 3s 2d, and the range of titles purchased reflects his wide interests. From the 'Poetry and Fiction' section he bought George Crabbe's 
Poetical works, Thomas Croker's 
Popular songs of Ireland
						 and Thomas Percy's 
Reliques of ancient English poetry
						 for 7s, 5s and 7s 6d respectively. From the section headed 'Foreign Languages', which also contained classical works, he purchased Joseph Frey's Hebrew grammar for 5s, D'Hasendonck's Dutch grammar for 2s, a Henry Francis Cary edition of Dante for 7s, T. F. Dibdin's 
Introduction to the knowledge of rare and valuable editions of the Greek
						




and Latin classics for 12s, and Xenophon's 
Works for 10s. The 'Medicine' section offered him John Sinclair's 
Code of health and longevity
						 (7s) while from the 'Natural History' section he purchased a 40-volume set of Sir William Jardine's 
The naturalist's library for 4 guineas. From the 'Biography, History' section he purchased Henry Sidney's 
The diary of the times of Charles II
						 (12s), Arnold Heeren's 
Historical treatises (3 guineas) and Nelson's 
Dispatches and letters (7 volumes, for 35s). From 'Fine Arts' works such as a copy of Debrett's 
Peerage (1 guinea), an illustrated 
Don Quixote (15s), a glossary on heraldry (16s), Sir William Harris's 
Wild sports of Southern Africa
						 (1 guinea) and Alexander Walker's 
Beauty: Illustrated chiefly by an analysis and classification of beauty in woman
						 (1 guinea) were purchased. From the 'Theology' section Grey obtained works such as Augustin Calmet's 
Dictionary of the Holy Bible
						 for £4 14s 6d and Richard Laurence's translation of 
The book of Enoch at 7s 6d. One of the most expensive items was Loudon's 8-volume 
Arboretum et fruticetum Britannicum
						, for which he paid 5 guineas and, in what seems a bargain price, he paid 7s 6d for a colour-plate copy of Gilbert White's 
The natural history and antiquities of Selbourne. This last item is in the Cape Town Grey Collection.

7
					


Six months later Grey purchased books at the joint auction of the collections of lieutenant-governors 
John Eyre and 
Charles Enderby. This sale was again organised by Bethune and Hunter and held at the Exchange, Wellington, on 17 November 1852.

8 Grey obtained eight books from Enderby's collection, including Barron Field's 

Geographical memoirs on New South Wales
						 (1825), James Burney's 
An essay, by way of letters, on the game of whist (1821), Noah Webster's 
Dictionary of the English language
						 (1832), and William Markwick's 
The works in natural history of the late Rev. Gilbert White
						 (1802). All eight volumes depict an Enderby provenance, be it bookplates of Charles or his father (Samuel) or (as in Burney's book on whist) Mrs Samuel Enderby's book label. These books are in the Cape Town Grey Collection. The auction catalogue itself is in the Auckland Grey Collection, but unfortunately no indications are given of what Grey paid for these items.


Grey left New Zealand on 31 December 1853 to become governor of the Cape Colony, South Africa. His biographer 
James Rutherford states that 'Grey's mood in 1853 was that of a trustee winding up the affairs of an estate'.

9 As part of the winding-up process, Grey dispersed some 1500 volumes of his own at an
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auction in Wellington on 21 September 1853. The catalogue, 23 pages long and listing 824 lots, contains books that Grey had collected since his days at Sandhurst Military College and others which were acquisitions made during his term (1841-5) as Governor in South Australia.

10 More importantly, many were books that had escaped the Government House fire in Auckland in 1848. The variety of titles in the catalogue is once again noticeable.


The 'large quantity of valuable books' up for sale was not, however, Grey's entire library collection and there is evidence that he selected items, culling them into 'keep' and 'not to keep' piles. Significantly, of the 45 titles obtained by Grey from the Bohn catalogue in 1852, 27 are listed in the auction catalogue of September 1853. His ownership of these items, predominantly 19th-century publications, therefore lasted less than a year. A further 12 books obtained from Bohn's 1852 catalogue have been identified in the Cape Town Grey Collection. These include works such as the 1586 printing of Thomas Hyll's 
A profitable instruction of the perfite ordering of bees
						, a 1488 Augsburg printing of 
Chronica Hungarorum, a 1501 printing of Boethius's 
De consolatione philosophiae
						, and many medieval Books of Hours. Such works are rare, if not unique, and often costly — factors which help establish at least two criteria used by Grey in his selection process. Another



was that Grey liked books with a good or strong provenance. The Enderby volumes and the Duke of Sussex New Testament mentioned above are certainly in this category. To Grey they were worth keeping, at least until South Africa.


Other books, however, faced further decisions. Grey had also bought from the Bohn catalogue of 1852 Peter Schoeffer's printing of 
Croneken der Sassen
						 (1492), Aesop's 
Tabulae
						 (1480), and Virgil's 
Opera (1472). Presumably he had a particular fondness for these items, because they were excluded from the 1853 sale and kept apart from the collection that he gifted to Cape Town in 1861. They form part of his second library collection that he gave to Auckland in 1887.


The only other evidence of Grey buying at auction is at the much later date of November 1893, not long before his final return to England. The Auckland firm of Samuel Cochrane produced a list of 451 lots, of which some of the books were from the 'Rocklands' library of Justice Thomas Bannatyne Gillies.

11 Grey purchased 28 items for £22 13s 5d, including another set of Jardine's 
The naturalist's library (40 volumes, for £2), 
A complete collection of state-trials (6 volumes, bound in calf, published in 1730; at £1 5s 6d), Colonel Peter Warburton's 

Journey across the western interior of Australia
						 (5 s 3d), and James Froude's 12-volume 
History of England
						 (£1 10s), all of which are in the Auckland Grey Collection.






Private arrangements


Grey's New Zealand correspondents number 600 with a total of some 1600 incoming letters. Many are book-related: individuals requesting information on books, and others who either presented him with their own writings or gave him books for inclusion in his library. This trend accelerated after he formally handed over his library to the citizens of Auckland on 26 March 1887.


On 5 December 1881, Rev. 
Samuel Neill, The Manse, Thames, wrote, 'Will you do me the pleasure of accepting this book, if you think it worthy of a place in your library.' The book was R. Verstegen's 
A restitution of decayed intelligence, and Neill continued, 'Though not very old, 1605,1 believe it is now a somewhat rare book. I brought it with me to Auckland intending to have it bound, but Mrs Neill when I told her, thought the old cover would be more in harmony with the torn book.'

12 Neill also gave three



more titles to Grey in November 1893. These were the Berlin edition of the Babylonian Talmud, Robert Estienne's 1734 
Thesaurus linguae Latinae
						, and 
Critici sacri
						, a 7-volume collection of writings on the Sacred Scriptures printed in 1696. Of the Talmud Neill observed,




This copy of the Babylonian Talamud [sic] is, I believe, the only one in New Zealand, and I give it at the suggestion of the Rev'd Rabbi Goldstein, in the hope that this storehouse of ancient lore perhaps without equal in the world, may be of interest to the Hebrew people in Auckland.'
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Grey's response is worth noting:




My dear Sir,


Your letter regarding the donations you wish to make to the Public Library of Auckland is a most important one and has caused me a good deal of reflection.


I am very grateful for your offer but I think so valuable a gift ought to be made by yourself direct to the Library, so that we may have your name on record as one who has conferred a great and substantial benefit on the Library.


If you choose to ask that the works that you propose to give to the Library should be placed in my collection, that I think would be unobjectionable because they properly belong there, and I shall have had a worthy co-partner in enriching a very valuable class of literature . . . 
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On 10 January 1889 Mr 
Elijah Tucker of Motueka was spring-cleaning his house. He wrote to Grey: 'I have been turning out the remnants of my library, and among the various political works there are about 3,000 pages quarto of the Free Press and Diplomatic Review.' He also added various pamphlets including 

The Queen and the Premier
						 and 

How is the Queen's government to be carried on?
						 Tucker ended his letter: 'I hope you will excuse the liberty I have taken, but as I am about giving up housekeeping I thought the above works were more fitted for a public library than to be scattered abroad.'

15 These items are in the Auckland Grey Collection.



Marie Randle of Shag Point, Otago, sent Grey her poems in August 1893. She explained:







Knowing you take an interest in all matters pertaining to the colony, I am sending you a copy of my book & poems entitled '
Lilts and Lyrics of New Zealand'. The fact of the late Mr Ballance having favourably noticed some of my writings, gives me encouragement to introduce them to your notice.'
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There were many others. 
William Aldis, Professor of Mathematics at Auckland University College, gave Grey his own work on algebra, Frederick Session's work 
Moral evils inherent in the war system., as well as works by the prominent mathematician and astronomer Augustus de Morgan.


In May 1865, Judge 
Henry S. Chapman in Dunedin sent Grey 'three first volumes of the New Zealand Journal 1840, 1841, 1842, being all that I had anything to do with' and a suggestion of where he could obtain other issues. 'When I was in Wellington I got a few pamphlets which I did not previously possess at Carpenter's [the book binder and bookseller referred to earlier] and he told me that he had some of the early volumes of the NZ Journal, and he may possibly have some of date subsequent to those I send.'

17 Chapman was responding to what was one of Grey's collecting areas: 'I mention this in case you still desire to collect publications relating to this colony.''
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Charles Brown, resident in New Plymouth, and son of 
Charles Armitage Brown, the friend of the poet John Keats, was another. In a letter of 18 May 1875, Brown thanked Grey for expressing interest in his father and sent him copies of the 
London examiner of 1820-1, issues that involved both Brown's father and Leigh Hunt.
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Mrs Sydney Margaret Hamilton, matron of the Auckland Lunatic Asylum, gave Grey copies of books produced by her brother and renowned mathematician, Sir William Rowan Hamilton, as well as a number of issues of the 
Dublin University magazine. The latter work is important when ascertaining Grey's total literary output. Grey makes a claim that while in Ireland he contributed to its first issues.

20 So far his contribution, in what may be his first appearance in print, has proved elusive.


Some other people had a moral obligation to provide Grey with books. One was 
Edward Jerningham Wakefield, adventurer, writer and politician, who in 1878 supplied Grey with the pamphlet 
The taxes in New Zealand because Grey had acted as a guarantor towards the cost of printing it. Wakefield, from all accounts



an erratic individual with some brilliance — he once earned £5 for writing Christmas carols and another time was charged with stealing flowers — faced the common problem of all those who produce their own works. He asked Grey, the old hand, for advice on gaining publicity for his publication:




I shall send copies for review to the Editors of the New Zealand Times, Evening Chronicle and Evening Post: but I do not know who the respective editors are, or the strings to be pulled in order to obtain a prominent notice . . . Can you give me a hint what string to pull, and how to pull it?

21'








Collecting comprehensively: Maori and Pacific Island languages


That Grey understood the importance of building comprehensive collections is shown by his address to members of the New Zealand Society on 16 September 1851:




Facts which we may observe, and which appear to us to be of little value, or entirely uninteresting, may prove, to the learned of Europe, of the highest possible importance and interest. Combined with other facts previously observed and recorded, they may serve to fill up links which were the only ones wanting to furnish the true clue to some mystery of nature, or to establish some truth which may prove of the greatest usefulness to the human race.... It therefore is, I apprehend, our duty sedulously to collect and record facts and information in each department of science and human learning; carefully abstaining from that foolish pride which would lead us to reject as useless all that our ignorance can neither comprehend nor make use of.
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Grey certainly applied the notion of comprehensive collecting to the field of languages, an area of study that held a lifelong interest. In fact, once his interest in this area was known, books and small pamphlets flowed in. Indeed, even before his presidential address he was collecting language materials relating to New Zealand and the Pacific. He obtained his Māori language materials from both Māori and Pākehā as well as through the natural process of acquisition as a government official. Missionaries, churchmen, and Māori and Pacific Islanders were instrumental in completing the task for him.





Rev. 
Robert Maunsell, a trained linguist and able scholar of things Maori, wrote to Grey on 27 April 1849:




For the books you were so kind as to send with the map of New Zealand I am much obliged. I have just looked into them, & much admire those on arithmetic. I hope Your Excellency will remember our wants in the matters of a Maori book of arithmetic, & geography, and maps if possible.
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Maunsell ended: 'My only apology for this long letter is our common subjects of interest in which I am delighted to find that you are going farther than myself. . . .'

24 Later, on 21 May 1851, and in what may have been a response to Grey's request for replacement copies after he lost much valuable material in the Government House fire, Maunsell wrote: 'The accompanying is a small collection of songs and proverbs that I have made out of my pages, or from recollection . . . though I suspect that they will find their place already preoccupied in your collection.'
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In August 1863, 
William Colenso wrote: '[I] send you now, by post, a few of the earlier & scarce publications in the NZ language — which I believe you had not in your library of NZ literature at the Cape.' Colenso's parcel also included an octavo New Testament, printed at Paihia, and bound specially for Governor 
Hobson, but whose death prevented such a presentation, and 'copies of the first two publications in English printed in NZ — merely because of their being the first'.
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Elizabeth Colenso, the missionary-printer's estranged wife, was also involved in Grey's book-hunting. Her response, 20 years later and from Norfolk Island, gives an indication of what sort of materials Grey was searching for and the lengths that some took to satisfy his requests. It also gives some indication of how hard it was to obtain some of these early language materials. Many of them were not available inside the traditional marketplace, and many, being small, ephemeral publications, faced destruction through much use and/or misuse.




Dear Sir George,


I am very sorry indeed not to be able to do what you wish with regard to a copy of my translation of Wilberforce's allegory of 'The Little Wanderers'. I have not a copy myself nor have I any idea of where one would be likely to be procured. You will I suppose have searched



in the library at Bishop's Court? — and at St. John's College? All my little treasures in the book way & of that sort were scattered to the winds during the Waikato war. I went to England in 1861 & returned in 1867 to find a box I had left in Mr Ashwell's house till I should return — containing my books English & Native etc. was lost. The English books I heard had been distributed amongst the soldiers — & I only got back the 2nd vol. of Hannah More's Miscellaneous Works & the 1st vol. of Leighton's Works — and not one Maori book or pamphlet. It is possible that Mrs Selwyn (The Close, Lichfield) or Lady Martin or Mrs Abraham might have, or know where, a copy could be found. I will send you, in case you have not seen it — a copy of the translation of a tract 'The Man who killed his neighbours', and 'The Teachings of a bed-quilt'. I translated it in 1870 as far as I remember & Sir W[illia]m Martin a year or two later seeing it had it printed in the press at St. Stephen's Taurarua. I also enclose a copy of a translation of a portion of the Rev. Chas. Bridges' 'Scriptural Studies' translated by me at the Waikato & which were carefully & considerably revised & improved by Dr Maunsell & published in 1860. But probably you have them already. Perhaps Mrs Puckey, late of Kaitaia North, or Rev. 
Joseph Matthews may have a copy of The Little Wanderers as they were at St. John's when it was published & the late Rev. W[illiam] Puckey translated some of them.
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Other book-givers included Bishop 
William Leonard Williams, with such items as the Māori version of the Book of Common Prayer, Bishop Pompallier, with 'sixteen little works by order of date' that he had printed during his 24 years in New Zealand,

28 Rev. Alfred Brown, the publisher W. C. Wilson, and 
Gilbert Mair.


The names 
Tamihana Te Rauparaha, 
Philemon Te Karai, 
H. M. Tawhai, and 
Heta Tarawhiti are found inscribed in a few Māori language volumes in the Auckland Grey Collection. They represent the small number of Māori who presented books to Grey. Unfortunately, very little evidence is present to enable any further details of ownership to be identified.


In 1885 Grey tabulated the number of printed Māori language books and manuscripts he had collected: 524 books (13,216 leaves) and 223 manuscripts (5,045 leaves).

29 Taking into account duplicate copies and the loss of books over the years, it is still an impressive array that remains a cornerstone of the Auckland Grey Collection.
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Collecting Pacific Islands language materials was a natural extension to Grey's collecting Māori language materials. It was also a consequence of his political notion that the Islanders were to become not only Christians but British Christians with a taste for British products.

30 He found it necessary to work through various associates, and to that end developed contacts with the missionaries in the Pacific and others who were less directly involved, but who printed and supplied the kind of material he wanted. The mission press at 
St John's College, Auckland, especially Bishop 
Selwyn and 
George A. Kissling, played an important role in this way.


As early as March 1848, Grey was lending 'Polynesian Books' to Bishop Selwyn. In the same transaction Selwyn not only asked for an extension of the lending period for 'The Feejee & Australian publications' so that he could compare them with New Caledonian and Hebridean dialects, but he also responded to what



was obviously an earlier request by Grey. 'With your packet of books you will find copies of all that I have been able to collect; but I am not at present able to give you any information about the languages themselves.'
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Others who responded to Grey in this early period included several missionaries — 
Walter Lawry who gave Grey some Fijian documents, 
Thomas Buddle who sent him copies of a Fijian grammar, and John Geddie and 
John Inglis with a number of New Hebridean publications, including Inglis's own 
Report of a missionary tour in the New Hebrides. This work presented to Grey is dated 'Auckland, March 7th, 1851'.


In the Cape Town Grey Collection there is an item titled 
Books wanted in the library of His Excellency Sir George Grey. This twelve-page list, printed as early as 1855, formally identifies the foreign language materials Grey sought for that collection — both specific and general works in languages such as Efik, Yoruba, and Bullom are requested. Research so far in the Auckland Grey Collection has revealed no such equivalent formal 'want' list. In New Zealand Grey adopted a much more informal approach in obtaining language materials by either relying on word of mouth or by direct appeal in letters. He openly asked individuals for works in the various Pacific languages, even to the point of providing desiderata. The following three letters reflect something of the responses he received from his requests. On 18 October 1861 Sir 
William Martin sent Grey some materials with this letter:




My dear Sir George,


I send what I can find. I am sorry that the specimens of New Caledonian speech are missing. It is possible they may have passed into the hands of Bp. Patteson.


I supply N0.3 of your list & part of N0.4. Also 
interalia a scrap which may have a value as a 'beginning' of a work viz the first page in the language of Lifu which was printed at the College Press.
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Twenty-five years later, 
Frederick Langham, chairman of the Wesleyan Mission, at Bau, Sarawak, wrote to Grey as a direct result of talking to a colleague in the field:




Dear Sir,


My colleague The Rev. Mr Webb informs me that you would be willing to include in your collection of South Sea literature any of the books published for the Wesleyan Mission in Fiji.





I have therefore great pleasure in forwarding a copy of each of our Books now in stock. I am sorry that some of them are not better bound, but beg your acceptance of them as they are.

33
						




The inference drawn by Langham was that Grey was actively collecting in the area. Confirmation that this was the case is found in a similar response that same year from 
John H. Roberts, president of the Tongan College, Tonga. In a letter Roberts stated, 'having been informed that you are making a collection of the literature and other curiosities of the South Sea Islands, I do myself the honor to forward you a letter in Tongan shorthand written by one of my pupils'. Roberts also included a Tongan dictionary as well as some 'curiosities' such as 'a water stone, the noo or belt of Maafu, a meteorite, a clam pearl, and three hand clubs called kolo by natives'.
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A good indication of the language materials Grey collected are listed in the catalogues he produced with Dr 
Wilhelm Bleek in Cape Town.

35 In total there are some 294 printed books and manuscripts that cover the Papuan, Fijian, Rarotongan, Malagasy (an Oceanic language), Tongan, Samoan, Tahitian, Marquesan, Hawaiian, and Dayak languages. Grey continued to add further to the collection during his second residence in New Zealand (1861-8) as governor. Many of these additions are listed in the Auckland Public Library catalogue printed in 1888, and its three supplements.
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Later developments in the Auckland Grey Collection


One of Grey's intentions was to establish a special library that would enable students to prepare themselves for examinations and for their future professions, with a focus on mathematics and classical literature. Grey relied on Professor Aldis and Professor 
Charles Pond, both of Auckland University College, to do some selecting, while the firm of 
William Wildman, in the Victoria Arcade, Auckland, supplied the books. Apart from the brief and not so telling note 'Bought from Varty, Bookseller, Q.St' in Grey's own copy of Joseph Butler's 
The analogy of religion, natural and revealed (1860), the letters and invoices from the firm of Wildman are the only extant evidence of Grey purchasing books from a local bookdealer.

37 On 25 June 1890 Grey paid £18 15s 6d for 38 mathematics books; the most expensive was £1 5s for Alfred
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Basset's two-volume 
A treatise on hydrodynamics, while the lowest priced items included John B. Lock's 
Dynamics for beginners and Randal Nixon's 
Geometry and space at 3s 6d each. Less than a month later, Wildman supplied Grey with three more mathematics books at the cost of £3 10s 6d.


Two years later, Grey purchased 147 classical works, amounting to 215 volumes. These works ranged from Antoninus and Aristophanes to Virgil and Xenophon. This list, which cost Grey £54 3s 9d, contained some of those works suggested by Professor Pond. Before the books reached the shelves of the Public Library, Grey also had the entire lot bound in half-calf and cloth. This operation, handled through Wildman, cost an extra £23 8s 3d.


Wildman also supplied other books to Grey. In September 1889 Grey purchased 11 books on travel and seafaring which cost £3 12s 6d. These included Anderson's 
The Hawaiian Islands
						, Walpole's 

Four years in the Pacific
						, Mrs Thomson's 

Twelve years in Canterbury
						, and Melville's 

Typee, 
Omoo
						, and 
The whale {
Moby Dick).
					





While 
American book prices current for 1994 lists various copies of the first edition of 
Moby Dick as selling between $4,500 and $66,000, Grey paid only 10s 6d for his copy. Almost a year later, Grey was invoiced by Wildman for a further £86 15s 10d. This time a number of periodicals were purchased: 
Punch, covering 1841 to 1886, 174 volumes of the 
Edinburgh review, and the 
Graphic, 1870-87. Other items purchased included a facsimile of William Caxton's printing of Raoul Le Fevre's 
The Destruction of Troy
						 and a 1688 printing of Garcilasso De La Vega's 
The royal commentaries of Peru. It is interesting to note that some £28 8s 4d of the total amount went on associated expenses. This was for three cases, zinc lined with iron bands, a London-based agent's fee, freight, insurance, cartage and Wildman's own commission of 2.5 per cent.


Sources of supply that did not have these additional fees were those numerous individuals that plied Grey with letters, tantalising him with some book (or manuscript) that he ought to have in his library. And of course there was almost always a price!


A Mr W. W. Dixon in the Hokianga was one of those who left the valuing up to Grey. In a letter dated 24 September 1882, he began: 'Sir, I have an illustrated copy of Bunyan's Pilgrim's Progress in a very fair state of preservation, in two parts . . . which I am willing to part with. Shall you be disposed to purchase it, I will forward it to your address — and accept what you consider its value.'

38 
Thomas Edward Donne of Wellington was more subtle. 'I have a literary curio in a volume of Pope's original edition, quarto, 1717 . . . Evidently it belonged to that famous literary resort, the Codham's Coffee House, [and . . .] a copy of the Life & Strange Surprizing Adventures of Robinson Crusoe, 1766, which I shall be glad to show you at any time you may be in Wellington.'

39 These books are not in the Auckland Grey Collection, their absence suggesting that Grey did not take up Donne's offer.


One offer that Grey did accept was from 
John Davies Enys, station-holder at Castle Hill, Canterbury. After being turned down by the General Assembly Library, Enys offered some manuscripts to Grey in April 1888.

40 These consisted of a portion of a journal written by Sir 
Joseph Banks and a number of letters concerning Captain Cook's voyages, for which Grey paid £30. Enys immediately offered others, including original letters by Sir Humphrey Davy, Samuel Butler, Sir John Herschel, and a signature of the explorer La Perouse. Grey purchased these for a



further £15 but refused Enys's next offer of some 50 books on America that Enys had priced at £60. In October 1890, in preparation for leaving for England, Enys raised the topic of the Americana books again: '. . . I have to part with these books so give you the first offer, as you have been so liberal to me before. Will accept any offer almost which you like to make for them.'

41
					


A perusal of the Auckland Public Library (1888) catalogue or a wander through the collection will reveal very few books on America. Americana was outside Grey's collecting interests; he was far more attuned to the European tradition of collecting medieval manuscripts, incunabula, early English printed editions, as well as following his own bent in the fields of language, scriptural writings, and natural history.


On the pastedown of 68 books in the Auckland Grey Collection is inscribed: 'From George Church to Sir G. Grey.' Church lived in Haslett Street, Auckland, and the range of books Grey acquired from him indicates that he was a bookman of some taste. Some of the books Grey received from him were a copy of Cicero's 
Philosophicorum pars secunda et tenia
						 (1580), 
Memoirs of Hon. Sir John Reresby
						 (1735), and Bishop Simon Patrick's 
Mensa mystica
						 (1684), and a 1648 printing of John Udall's 
Key of the holy tongue. Others range from John Seller's 
Practical navigation (1694), Laurence Sterne's 
Sermons (1796), G. R. Porter's 
The progress of the nation
						 (ca.1851), to William Cobbett's 
A new French and English dictionary
						 (1833). There were also books related to New Zealand: Clement Partridge's 
Theological and metaphysical essays, or Christianity rightly understood
						 (1869), Arthur Clayden's 
The England of the Pacific
						 (1879), 

Land regulations of the Province of Auckland
						 (1860), Rev. John Duffus's 
Phasmata, or visions and ghost stories
						 (1864), and Charles Purnell's 
Poems (1868). The discovery of two 1891 receipts signed by Church for amounts of £3 and 4s 6d paid by Grey 'for books delivered' suggests that some of the 68 books were purchases rather than outright gifts.

42 Unfortunately the trail is far too cold to establish anything definite now.


And finally to 
Henry Shaw (1850-1928), a book collector in the same tradition of Grey, who also left a sizeable collection to the Auckland Public Library. Some time in the 1880s, Shaw, perhaps hurt by the general depression, established a shop in the city from which he sold hundreds of volumes from his own library. One of his major customers was Grey, and once more the discovery of invoices and receipts proves Grey was purchasing



locally. On 27 February 1888 Grey paid Shaw £8 3s for Wilkes's 

Narrative of the United States Exploring Expedition
						, a 5-volume set of Dampier's 
Voyages and Froude's 
Oceana. On 2 November 1891 Grey bought Champlin's 4-volume 
Cyclopedia of painters and paintings
						, Goethe's 
Faust
						 (illustrated by Mayer), Charnay's 
Ancient cities of the new world
						, a 1634 printing of Sir Walter Raleigh's 
History of the world
						, and illustrations to George Eliot's 
Works for £9. Other purchases included d'Urville's 
Voyages for £1 10s, C. H. Smith's 
Ancient costume of Great Britain and Ireland
						 (£1 10s), a 2-volume edition of Ovid's 
Works (£4 10s), and a John Baskerville printing of Joseph Addison's 
Works for £3.
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There was much contact between these two Auckland bibliophiles and, as expected, there are other books in the Auckland Grey Collection that contain evidence of once being owned by Shaw. These books include Nicholas Jenson's printing of Giovanni Tortelli's 
Orthographia
						 (1471), the Nuremberg printing of Henricusjerung's 
Elucidarius scripturarium
						, (1476), Sir Thomas Herbert's classic 
Some yeares travels into divers parts of Asia and Afrique
						 (1638), Antonio de Solis y Rivaneneyra's 
The history of the conquest of Mexico
						 (1724), and Sir George Staunton's 
Authentic account of an embassy from the King of Great Britain to the Emperor of China
						 (1797). All of them have inscriptions by Shaw or his recognisable blue 'HS' stamp. Unfortunately, there is no evidence whatsoever on whether these books were purchases or gifts. Shaw, a good bookman, eventually became co-curator of the Auckland Grey Collection in 1913.






Conclusion


During the 19th century England and the Continent were the major centres of the book market, and Grey purchased many more books and manuscripts from established connections in these recognised centres. Yet, as is revealed in this overview of Grey's book collecting activities in New Zealand, there was a surprising richness of book material available locally, and Grey took advantage of the situation. He bought when he could, whether through an auction, book dealers, or from individuals. These local purchases were convenient, cheaper than the prices asked for on the English market, and essential, if, like other book collectors, the book captured 'his eye, his mind or his imagination'.
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Sir George Grey's position afforded a good opportunity to collect. As governor he attracted more than the usual contacts, many of whom gave him books because of shared interests, or because they wanted to be associated with Grey, and the legacy of the 'governor's gift'.

45 As a consequence, presentation copies abound in the Auckland Grey Collection.


The Auckland Grey Collection is exceptional in scope, content, and condition, and is invaluable for those interested in diverse and specialised fields such as philology, art history, palaeography, early printing, early New Zealand history and literature, and Māori-tanga. That many items in the collection were obtained by Grey while in New Zealand is of particular significance, especially to those interested in the history of print culture in New Zealand, for which the collection provides rich opportunities for further study.
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A New Zealand link with the English Arts and Crafts movement was established in the early years of the 20th century by a young Dunedin woman, 
Eleanor Joachim, when she travelled to London in April 1903 to learn the craft of fine leather bookbinding in the workshop of Francis Sangorski and George Sutcliffe.

1 On her return to Dunedin in October 1904, she set up a studio in Crawford Street ('The Bindery')

2 until 1911 when she transferred it to the family home in Randall Avenue, renamed English Avenue in 1917.

3 For several years she maintained a regular output of work in the form and style of British bookbinders of the period. She exhibited for a number of years with the Otago Art Society,

4 with the New Zealand Academy of Fine Arts in Wellington,

5 and with the only 
Auckland Arts and Crafts Club exhibition of 1912.

6 She also showed her work in Melbourne, gaining a silver medal and a special prize.

7 After 1920 she was no longer listed in Stone's directories. The latest binding I have seen is of the women's catalogue for the 1925-6 New Zealand and South Seas Exhibition in Dunedin. She designed a binding for the Otago Women's Club in 1935, but did not carry it out.
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My search for the work of Eleanor Joachim arose from an interest in her donation of two William Morris family embroideries to the Otago Museum in 1954. A friend who knew her during the 1930s and 1940s told me that Joachim was interested in the arts and crafts and did 'leatherwork'. On enquiry I was
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shown, in the Reed Collection of the Dunedin Public Library, examples of her 'leatherwork': beautifully decorated fine leather bindings of three small books, and clearly the work of a highly skilled craftswoman. The quality of the work transcended that of the amateur: it could only have come from the hand of someone with a thorough training in this exacting craft and with appropriate design skills. I determined to find out more about Miss Joachim.


Mary Eleanor Joachim was born in England, probably in 1874.

9 Her father George Joachim was from Devon,

10 her mother 
Susanna Wimperis from Chester. The family came to New Zealand in 1876 and within a few years 
George Joachim was managing director of the 
Westport Coal Company with its head office in Dunedin.

11 He built a large home on the hill in the suburb of Mornington, where Eleanor appears to have enjoyed a privileged upbringing with her two brothers. Her mother was a watercolour artist, as were her mother's two sisters, Frances and 
Jenny Wimperis.

12 All three were members of the Otago Art Society, and exhibited regularly.
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Eleanor Joachim was educated at home until the age of 17 when she spent two years at Otago Girls' High School.

13 There, she appreciated the encouragement of the principal, Mr Alexander Wilson, in the development of her love of literature.

14 An interior photograph of the family home, 'Gatesheath', shows some of her father's large library.

15 But while no family diaries or letters are available, Joachim's own autograph book provides some basic information about her travels in 1903-4.

16 Apart from one drawing that appears in a separate workbook, annotated in her handwriting as '1st design with Mr Turbayus 1903', there is no evidence of her having taken formal drawing lessons. With a mother and two aunts living at Gatesheath, it is very likely, however, that some of their skills were passed on to her.


The revival of the craft of fine leather binding during the





[image: Front cover of Paola and Francesca (1903). Alfred and Isabel Reed Collections, Dunedin Public Libraries]

Front cover of Paola and Francesca 
(1903). 
Alfred and Isabel Reed Collections, Dunedin Public Libraries
								
							


1880s in England owes much to the energy of T. J. Cobden-Sanderson, a friend of the Morris family. He gave up law to learn the craft, and established the Doves Bindery in London.

17 It was Cobden-Sanderson who suggested the name 'Arts and Crafts' at a preliminary meeting held to establish the Arts and Crafts Exhibition Society.

18 Cobden-Sanderson's binding techniques revived traditional methods of sound construction with hand stitching of each section of the book and flexible cords attached directly to the cover boards. These cords are clearly visible as ridges on the spine of a book bound by this method.


In contrast to the applied composite decoration of Victorian commercial binding, Cobden-Sanderson used a series of small individual tools to form organic patterns.

19 Combinations of buds, flowers, and leaves with fine interlacing lines based on medieval



prototypes mark much of men's and women's fine craft bindings during the 1890s and early 20th century in Britain. One of Cobden-Sanderson's apprentices, Douglas Cockerell, later taught at the Central School of Arts and Crafts, beginning in 1897.

20 Two of his most promising students were Francis Sangorski and George Sutcliffe who in turn, after setting up their workshop in Southampton Row, London, in 1901, provided tuition for other binders from many different parts of the world. The frontispiece in Joachim's autograph book carries a pen and ink drawing by Sangorski. In London, she would have been able to attend exhibitions by the Arts and Crafts Exhibition Society, and to see work by other binders, including members of the Guild of Women Bookbinders.


Gold tooling and blind tooling were the two methods of decoration most used by Joachim. In gold tooling the designs were impressed into the leather with heated metal tools over a predrawn paper pattern marked with a code of numbers and letters corresponding to the tools used.

21 In this way a series of curved and straight segments built up the linear components of the design. In some examples she employed black or brown colouring instead of gold leaf— five of her bindings in one private collection, for instance, are quarter-bound with leather on the spine and a small amount of leather on the cover boards. These have gold tooled titles on the spine and simple tooled decoration in dark brown.


In addition to the linear tools, Joachim had more than 30 decorative leaf and flower tools and five sizes of an alphabet of capital letters of a typeface closely related to the Golden type designed by William Morris for his Kelmscott Press.

22 The type sizes ranged from around 8 point to 30 point (or 2mm to 7mm high) and she used high-quality morocco leathers for most of her bindings. In blind tooling, the leather is decorated without gold leaf or other colouring. A fine example is for the book 
Paolo and Francesca
						 (see Appendix, item 2), featuring an intricate interlaced design on pigskin. She used olive green silk thread for all the visible hand stitching in the bindings I have studied.


Eleanor Joachim's workbook, now in the Hocken Library, is a 44-page scrapbook containing a small number of drawings and a large collection of used paper patterns pasted on to cardboard leaves. The paper patterns show pencil lines with the tooling indentations coded where needed for complex designs. The work-





[image: Front cover of Autographs. Alfred and Isabel Reed Collections, Dunedin Public Libraries]

Front cover of Autographs. 
Alfred and Isabel Reed Collections, Dunedin Public Libraries
							


book is undated and appears to have been assembled in no particular order. Five loose sheets are included, three of which are rubbings from completed bindings. It has been possible to compile from this workbook, exhibition catalogues, and cited examples, a list of 120 bindings. Of these, 45 are known to have had elaborate tooling. Three of them were for illuminated addresses presented to prominent citizens, including one presented to the then prime minister Sir Joseph Ward in 1907. Its paper pattern, measuring 250 x 210 mm, has motifs covering the whole surface, with impressions of 450 individual leaves, flowers, and buds in a complex interlacing arabesque. Another binding for an illuminated address, now in the Theomin Gallery at Olveston, shows a farther dimension of Joachim's skill, where areas of green leather have been inlaid into the main red leather binding before gold tooling.


Of the paper patterns in the workbook, the largest measures 247 x 380 mm, but there is no indication of this book's title. Some of the patterns demonstrate freehand tooling of the leather, and one for a Communion service has 70 grape leaves free-tooled with notable consistency. A small pattern for a 
Hamlet is decorated with 20 free-tooled pansy flowers. Several other bindings were of books of English literature and poetry of the late Victorian period. The catalogue of the Otago Art Society's annual exhibition of 1910 listed six bound books for sale. Titles included 
The
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Oxford book of verse at £4, 
The Pocket Robert Louis Stevenson at £1 2 s 6d, and 
Benvenuto Cellini at 1 guinea.


Of special interest are bindings for Joseph Hooker's 

Handbook of New Zealand flora
						, and two for Laing and Blackwell's 

Plants of New Zealand. One of these features a flowering rata tree (it is recorded that this was presented to Queen Alexandra),

23 the second has a stylised flowering manuka tree, and both the patterns for these are in the workbook. A copy of this publication, signed '19 M.E.J. 08', was seen in London in the early 1990s,

24 and in 1998 the bookseller who handled this copy kindly supplied me with a photocopy of the binding. It is identical with the pattern in the workbook, and has the initials of the original owner 'S.F.M.' tooled with the date '1908' within a diamond arrangement of leaves on the outer back cover.





A few years before her death in 1957, Eleanor Joachim made generous gifts to Dunedin institutions that have enriched public collections of English Arts and Crafts material. To the 
Dunedin Public Art Gallery she gave ceramics by William de Morgan and Martin Brothers; to the 
Otago Museum embroideries by William, Jane and May Morris; to the Reed Collection of the Dunedin Public Library a number of books including the 
Flower book of Edward Burne-Jones and three fine bindings; and to the 
Hocken Library, five bound volumes of Susanna Joachim's watercolour sketches (of which three were bound by Eleanor Joachim), and the workbook of Joachim's paper patterns — the largest resource available for the study of her work.


Eleanor Joachim had no family descendants and on her death her collection of bindings was dispersed without record. Moreover, no record of her commissions has been found. As few libraries record details of bindings, tracing further examples of her work is difficult. I have examined the fifteen examples of her work currently known to be in various public and private collections, six of which are identified by the tooled initials 'M E J' on the lower margin of the inside back cover. Only occasionally was the date of the binding included. These fifteen bindings, however, when compared to the evidence of her workbook, clearly form only a fraction of her output.


However, as recently as 1996, a gold-tooled green leather binding of 
The Psalms and Lamentations
						 (1901) from Joachim's personal collection was offered for sale.

25 This small but handsome volume is further evidence of her meticulous craftsmanship and design skill, applied during the relatively short period of her active bookbinding career, to the production of at least 120 bindings documented in the workbook, exhibition catalogues, and in public and private collections.
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Appendix: A list of 
Eleanor Joachim's bindings seen by the author
					


1. 
Arts and crafts essays, by members of the Arts and Crafts Exhibition


Society, with a preface by William Morris (1903 reprint). 170 x 105 mm. Full binding in brown morocco with gold tooling in formal leaf design. Signed 'M-EJ'. Reed Collection, Dunedin Public Library.


2. 
Paolo and Francesca. A tragedy in four acts
						, by 
Stephen Phillips (1903). 190 x 118 mm. Full binding in light brown pigskin with interlace and leaf design in blind tooling. Signed 'M-EJ'. Reed Collection, Dunedin Public Library.


3. 
Autographs, collected by M. E. Joachim, with frontispiece drawn by Francis Sangorski. 96 x 164 mm. Full binding in dark blue-green morocco with gold tooling in flower and leaf design. Reed Collection, Dunedin Public Library.


4. 
The Psalms and Lamentations
						, ed. by Richard G. Moulton (Modern reader's Bible series, 1901). 136 x 102 mm. Full binding in dark blue-green morocco with gold tooling in squared leaf design arranged in a 24-part grid. Signed 'M.E.J'. Author's collection.


5. 
My memories and miscellanies, by the Countess of Munster (1904).


219 x 140 mm. Quarter-bound in red-brown morocco with gold tooled title on spine, no decoration. Private collection.



6. In a Devonshire carrier's van: Tales told in the Devon dialect, by 'Jan Stewer' (1912). 181 x 117 mm. Quarter-bound in brown morocco with gold tooled title and simple tooled leaf design in black. Private collection.


7. 
In der philester Land, by Paul Grabein (n.d.). 181x117 mm. Quarter-bound in red morocco with gold tooled title and simple tooled leaf design in dark brown. Private collection.


8. 
Du mein Jena, by Paul Grabein (n.d.). 181 x 117 mm. Quarter-bound in red morocco with gold tooled title and simple tooled leaf design in dark brown. Private collection.


9. 
Prometheus unbound
						, by 
Percy Bysshe Shelley (1898). 136 x 106 mm. Quarter-bound in light brown morocco with gold tooled title and simple tooled leaf design in brown. Private collection.


10. 
The collector's handy book of algae, desmids, fungi, lichens, mosses, etc.
						, by Johanne Nave. 181x122 mm. Half-bound in dark green morocco with gold tooling and tudor rose and star design. Private collection.


11. 
Sketches (vol. 1), by S. W.Joachim. 414 x 302 mm. Half-bound in red-brown morocco with tooled title and simple leaf design in dark brown. Hocken Library, Dunedin.


12. 
Sketches (vol. 2), by S. W.Joachim. 415 x 303 mm. Half-bound in red-brown morocco with tooled title and simple leaf design in dark brown. Flocken Library, Dunedin.


13. 
Sketches (vol. 4), by 
S. W Joachim, 1909. 420 x 304 mm. Full bound in red morocco with tooled title and interlace design in black. Signed '19 M.E.J 09'. Hocken Library, Dunedin.


14. Binding for illuminated address presented to 
C. W. S. Chamberlain (1908). 223 x 178 mm. Full binding in red morocco with green leather



inlay and gold tooling in flower and leaf scroll design. Signed 'M.E.J.'. Theomin Gallery, Olveston, Dunedin. 
15. 
Womens Section catalogue. New Zealand and South Seas Exhibition, 1925-26. 215 x 145 mm. Fully bound outer cover in light brown calfskin with tooled simple leaf design in black. Cover stitched to catalogue with leather thong. Signed 'M E J'. Private collection.











1 
Autographs, a volume collected and bound by 
Eleanor Joachim, Dunedin Public Library.

						




2 

Otago Witness
								, 4 November 1908, 71.

						




3 
Stones Otago & Southland commercial, municipal and general directory, 1884-1920.

						




4 Catalogues for 
Otago Art Society exhibitions for 1906, 1907, 1908, 1910, 1911, 1912.

						




5 Catalogues for 
New Zealand Academy of Fine Arts (Wellington) exhibitions for 1910, 1911.

						




6 Auckland Arts and Crafts Club, 
Catalogue (1912).

						




7 
Otago Daily Times, 30 December 1955, 3.

						




8 
Harding, Brenda J., 

Women in their time: 75 years of the Otago Women's Club 1914-1989
								 (Dunedin: Otago Women's Club, 1990).

						




9 For discussion see M. Montgomery, '
The Wimperis Family: Towards a straightening of the record', 

Bulletin of New Zealand art history
								, 14 (1993), 9-14.

						




10 From Entry of Death (1920), Office of the District Registrar, Dunedin.

						




11 Obituary, 
Otago Daily Times, 2 March 1920.





12 Montgomery, 'The Wimperis Family'.

						




13 Archives, Otago Girls' High School.

						




14 
Otago Daily Times, 30 December 1955, 3.

						




15 Private collection, Dunedin.

						




16 Reed Collection, Dunedin Public Library





17 
Anthea Cullen, 

Women artists of the arts and crafts movement 1870—1914
								 (New York: Pantheon Books, 1979), p.187.

						




18 
Arts and crafts essays (London: Arts and Crafts Exhibition Society, 1893; reprinted by Longman Green, 1903).

						




19 Howard M. Nixon, 
The history of decorated book binding in England
								 (Oxford: Clarendon Press, 1992), pp.108-9.

						




20 Ibid.

						




21 Marianne Tidcombe, 
Women bookbinders, 1880-1920
								 (Delaware: Oak Knoll Press; London: British Library, 1996) pp.68-70.

						




22 Alexander Lawson, 
Anatomy of a typeface
								 (London: Hamish Hamilton, 1990) p.53. A number of foundries produced designs derived from the Golden type.

						




23 
The Triad, 16 no.9 (1 December 1908), 1.

						




24 Tidcombe, 
Women bookbinders, pp. 189-90.

						




25 Author's collection.

						




26 The audior is indebted to 
Pam Treanor and Ian Stewart, Reed librarians, Dunedin Public Library; 
Tim Garrity and Linda Tyler, Hocken Library, University of Otago; 
Peter Entwisle, Dunedin Public Art Gallery; and 
Hardwicke Knight, Dunedin, for their valuable assistance with this study. Thanks are also due to 
Gary Blackman, who took the photographs.

						









Victoria University of Wellington Library




A Book in the Hand: Essays on the History of the Book in New Zealand

Six: Conserving The East India pilot










Six: 
Conserving 
The East India pilot
				




Jocelyn Cuming
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'Simply by sailing in a new direction / You could enlarge the world.' These words of 
Allen Curnow's poem '
Landfall in unknown seas' speak to us of the compelling romance of maritime exploration. There are hundreds of seascapes that float into view, with tiny tenacious ships stoically heading for new lands. But for all the seeming haphazardness of maritime exploration there was, by the time New Zealand was discovered by Europeans, a rigorous scientific mode for charting the coasts of unknown territories, a mode which came later to be perfected in the brilliant hydrography of Captain James Cook. Maritime exploration and hydrography go hand in hand.


In New Zealand we are fortunate to have a very rare volume of early hydrographic charts. Recently I have conserved this volume for the 
Hocken Library at the University of Otago, but before describing how it was conserved I will outline briefly its history. The book is titled 

The complete East India pilot, from London to any part of the Indian & China seas, Australia, Van Diemens Land & New Zealand
						, published in London by J. W. Norie & Co. in 1827, with additions to 1829. It consists of 45 fold-out sheets with one chart on each of the sheets. The closed dimensions of the book are 660 mm (height) by 450 mm (width). A few of the sheets are single-fold, but most fold out into four to six sections. Their sizes vary but on average the fold-out sheets are about a metre and a half in length, with the longer sheets over two metres.






[image: Detail from chart of the Indian Ocean, showing the elaborate title piece]
Detail from chart of the Indian Ocean, showing the elaborate title piece



The 
Pilot went through five editions between 1816 and 1827 (with additions to 1829), each one differing from the others. The 1827 edition is significant because it contains a large map of New Zealand based on Cook's chart of 1769, and a sketch of the southern port in Stewart Island by William Stewart. It also contains a sketch of the Bay of Islands and Captain 
J. Herd's chart of the entrance to what is referred to as 'Jokeehanger River', i.e. the Hokianga harbour. Recent enquiries by Hocken Library staff at the University of Otago have failed to find any other copies in existence, supporting the proposal that this particular copy is unique.


John Norie (1772-1843), who published the charts, was a celebrated mathematician in his day and wrote a number of important navigational books such as 
The epitome of navigation
						 and 
Nautical tables. In 1812 he took over an already established printing house set up in 1670 by John Seller at the Sign of the Mariner's Compass, and moved to a new address, Navigation Warehouse, made famous in Dickens's novel 
Dombey and son. Publication of charts and sailing directions continued at this address right up to 1937.


The charts for 
The complete East India pilot were mainly printed from engraved copper plates, although parts of the plates were
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Detail from chart of the Red Sea
							


also etched, and they were constantly upgraded as new surveys came to light. Looking at the charts through very high magnification it is possible to see that many of the engraved lines are quite thin, which suggests that many copies were taken from the copper plates. There are pencil annotations, mainly on the Pacific charts and along a section of the New Zealand coast relating to directional instructions. It is therefore not fanciful to imagine that this particular book was on board early ships to New Zealand. The survival of working tools such as this is something of a miracle, as the books received very hard use on board ship (as the copy under discussion shows) and many of them would have had a watery end when ships went down.


The copy to be conserved was acquired for the university from Dr 
Peter Maling, who has an extensive knowledge of early charts of New Zealand, and it is due to his acumen and generosity that this volume is now available to us.


1
In reading the 1909 edition of 
Robert McNab's 

Murihiku
						, Maling was alerted to a footnote that referred to a hitherto unknown map of New Zealand printed by 'Nozie'. He kept this curious detail in mind and, when later perusing a second-hand book catalogue from Birmingham advertising the sale of 
The East India pilot, he realised that McNab's
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A chart of part of New South Wales, Tasmania and New Zealand: before treatment



reference to 'Nozie' was incorrectly printed for 'Norie'. He bought the book in the early 1950s and offered it to the University of Otago in 1957. Its condition, however, had been deteriorating for some time, and in 1994 Lottery Environment and Heritage made a generous grant to have it conserved. The National Library of New Zealand agreed to make available its extensive conservation facilities as a contribution towards protecting this unique item.


When I received the book it was in a very tattered condition. Many of the charts were completely detached from the binding and several had split along their fold lines. Some of those which are over two metres long are folded into four to six sections, but over the years they had become incorrectly folded and many were split into a number of pieces. In other areas the paper was weakened and almost macerated by repeated incorrect folding. Along the edges of the paper there were many losses where it had worn away or become torn through handling. The covers are typical 19th-century marbled paper over boards with a leather spine and corners. Over the cover were placed two outer covers of sailcloth carefully stitched in place. The inside cover was almost stiff with the dirt and patina of ship life, providing further evidence of heavy use on board ship.



[image: The same chart, after treatment.]

The same chart, after treatment.
						






Briefly, this is how the volume was conserved. After being completely disbound, the charts were dry-cleaned with a finely grated rubber. Care was taken not to erase any pencil annotations. There were literally hundreds of small tears and splits which were repaired with fine Japanese tissue and a wheat starch paste. The Japanese tissue is made from the bark of the mulberry tree and it is very light but with long fibres which give it considerable strength. Because the tissue is feathered into tiny strips about 5 mm wide the repairs can be almost invisible. Some charts, however, especially those pertaining to New Zealand, were so fragile and weak that it was found necessary to line them on the back with whole sheets of paper. In conservation this is always a last resort because here one is substantially, if subtly, interfering with the nature of the original sheet of paper. After some experimenting, a western paper rather than a Japanese one was chosen for this purpose, and Old Cleeve, an English wove from Griffen Mill, was used.


An inherent difficulty in a book of this kind lies in the folded format of the pages. Each sheet was washed in an alkaline water solution and flattened to remove creases. Tears and splits were held together with tiny strips of tissue, and with a diluted wheat starch paste the lining paper was attached to the back of the sheet by the



Japanese technique of lightly padding the paper down with a stiff brush. Perfect adhesion is required here, so the two papers are, as it were, meshed together. Where pieces of chart were missing, the holes were in-filled with a paper resembling the original in weight, texture, and colour. By working over a light table, tracing the missing outline and bevelling the edge of the repair paper with a scalpel, it is possible to get a very neat repair where the original and repair papers harmonise. The rationale of all repair work is to strengthen fragile materials and to re-establish their aesthetic nature.


The time taken for this task was around nine months. It raises the question, of course, of whether the time and money spent on one book is justified. I think the answer lies in the fact that this is a unique item, with high artefactual value because of the significance of the New Zealand charts. With the vast number of books in public collections, increasingly tight budgets and the small number of conservators, emphasis is now on preventive conservation. This means preserving the most items for the least cost by putting into practice policies relating to environmental conditions, security, storage and handling. Conservation ethics, which concern interfering as little as possible with the structure of the book to be conserved, also enter the discussion at this point. Often with fragile books the best solution is to box them. Because of 
The East India pilot's unique nature, however, it was felt necessary to refold the charts and rebind the volume using all the original materials, so its structure as a working document could be retained. Before rebinding, a microfilm was made at the National Library of New Zealand and a set of high resolution 4x5 negatives were taken. In this way researchers can peruse its contents without jeopardising the original document itself, while the book can still be referred to and displayed so that we can experience the delight of being in contact with the intricacies of 
The East India pilot.
					



Thanks to Conservation Services, 
National Library of New Zealand for the photographs.
					






 



1 See 
Peter Maling, 
Historic charts & maps of New Zealand 1642-1875 (Auckland: Reed, 1996), and also his 
Early charts of New Zealand 1542-1851 (Wellington: Reed, 1969).











Victoria University of Wellington Library




A Book in the Hand: Essays on the History of the Book in New Zealand

Seven: Attila of the Antipodes; or, The Mad Hatter's Tea-Party: The publishing history of Edith Lyttleton (G. B. Lancaster) in the 1930s











Seven: 
Attila of the Antipodes; or, The Mad Hatter's Tea-Party: The publishing history of Edith Lyttleton (G. B. Lancaster) in the 1930s




Terry Sturm
					
				




This essay is about an episode in the publishing history of one of New Zealand's most widely read fiction writers, outside the country, during the first half of the 20th century: the popular novelist and short story writer, 
Edith Lyttleton (1873-1945), who wrote under the pen-name of 
G. B. Lancaster. The episode belongs to the 1930s, but has all the elements of behind-the-scenes intrigue, deception, and conflict reminiscent of a 19th-century antipodean melodrama of the goldrush days; except that the gold nuggets were three of Lyttleton's books, frontier romances of the British Empire which she called 'Dominion-historical novels' and which appeared between 1933 and 1938. At the end of the story, it also needs to be said, the central conflict remained unresolved, though the villains — the American and British publishing establishments, and servile literary agencies — had had their noses bloodied, and the heroine (doing battle both on her own behalf for a fair share of the profits her books earned, and in support of moves to establish an independent publishing industry in Australia and New Zealand) remained defiant, if exhausted.


To the journalists who regularly wrote about Edith Lyttleton in the 1930s, when she was in her sixties and had begun to give interviews for the first time in her life, she seemed shy and retiring, a genteel lady of slight build who was deeply reticent about her achievements as a writer. The reality was somewhat more complex than that. She was a woman who fought long and hard for the
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economic independence she was trying to achieve as a professional writer and as a woman, and for matters of principle as they affected fellow authors and publishers in Australia and New Zealand. 'They are a Mad Hatter's Tea-Party, the lot of them',

1 she wrote in frustration to an American friend, of the behaviour of the American publishers and agent she was dealing with. About the agent himself she raged, some months later, 'He has sent me raving mad, & if he wasn't so nasty I'd like to bite him',

2 advising her friend — who was a young American college professor — 
'Get it into your head that all publishers & agents are out for what they can get, & unless you are prepared to fight them you will get left.'

3 To her British publisher, who was initially sympathetic to the difficulties her American contract had landed her in, she confided 'Oh, it is all a horrid mix-up and I'm getting hit all round.'

4 Later she wrote of him (preserving his anonymity): 'An English pub. once told me
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that Barabbas was a publisher. Now, I thought, here is a publisher with a conscience. I can trust him. Then I discovered that he was really Barabbas himself, re-incarnated with a superior technique'.

5 Most of all she resented the intrusion on her writing of the seemingly endless amounts of time spent in arguments and negotiations with publishers and agents: 'I've had this experience every time, but the cunning brutes always know how to get the better of me.'

6 'The rank & file image', she complained, '[is] that once a book's written the author just sits back & rakes in the shekels. My work only really begins then.'

7
					


During the half dozen years 1932-8 she wrote many hundreds of business letters. First there were those to the principals of her American and British publishers: the Century Company, then Doubleday-Century, of New York, and the British firm of Allen & Unwin, whose prestigious imprints she wished to retain even as



the deviousness of their dealings with her became apparent. Then there were many letters — increasingly angry and bitter — to her New York and London literary agents, who she came to believe had betrayed her interests (and the interests of other Australian and New Zealand writers) either through culpable ignorance or self-interest. Agents were a species for whom she always reserved a special contempt: it appeared to be the only profession, she wrote, 'requiring neither examinations, capital, entrance fees, nor very much brain.'

8 Unfortunately, an agent was a 'necessary evil', especially for 'those who live far from literary centres'; 'but', she went on, 'he 
is an evil.'


There were also many letters to the Australian publishing firms whose fitful efforts in the 1930s to break the long-entrenched monopoly of British publishers on what the latter had until quite recently called in their contracts 'colonies and dependencies' she supported, although she was under no illusions that Australian publishing practices were also urgently in need of reform. In 1937 she called publicly for such reform, seeking in Australia 'a modern pub. system operating with vision', adding that she 'did not mean philanthropists': 'I have had a very large experience of publishers in various parts of the world, & I should imagine that no hyphen was stout enough to hold those two words together. Nor would authors wish it.'

9 The firms she dealt with included the Australasian Book Publishing Co., a subsidiary of the Sydney 
Bulletin, which in 1933 set up a new press, the 
Endeavour Press, committed to publishing high quality Australian fiction; the firm of P. R. Stephensen & Co., which Stephensen set up on his own account after he fell out as Managing Director with the Endeavour Press; and later, after the collapse of both of those initiatives, the firm of Angus & Robertson, much longer established but with a poor record, at that time, of support for quality Australian or New Zealand fiction.


Finally, there was a great deal of correspondence with the British Society of Authors, upon whose legal advice and moral support she came increasingly to rely in her dealings with publishers and agents. Initially she consulted the Society about contractual matters, but later sought its support in dealing with the threat of blacklisting by British publishers, and then of court action, if she persisted in withholding Australasian rights in contracts with British publishers. This she was determined to do in order to leave herself free to negotiate separate contracts with local



Australasian publishers. A great deal of this business correspondence has survived, as well as ongoing accounts of her struggles in personal letters to friends. They provide a rare behind-the-scenes insight into the international system of book publication in the 1930s, and the ways in which it affected New Zealand as well as Australian novelists.


The status of the New Zealand market in fact became a bone of contention quite early on in these protracted conflicts, when the British Publishers' Association (BPA) seemed willing to concede that the Australian market was 'lost', and thus allow authors to reserve the right to make separate contracts with Australian publishers. But the BPA remained determined to stop the infection from spreading throughout the rest of the Empire. In particular it did not want Australian publishers competing with them in the New Zealand market. Edith Lyttleton's situation had a particular centrality to such conflicts. She was herself a New Zealander, and as she wrote at one stage to her English agent: 'If the Pub. Ass. gets angry enough do you think it might insist on New Zealand excluding Aus. publications? Rather a joke for me.'

10 Furthermore the president of the BPA, Stanley (later Sir Stanley) Unwin, of the firm of Allen & Unwin, was at this time her own British publisher and hardly a disinterested party, though he always implied to her, in his gentlemanly, avuncular manner, that he was looking after her own best interests. Edith Lyttleton stood firm, insisting that she wanted the New Zealand market for her books to be supplied from Australia, not from England. There were no suitable publishers in New Zealand; moreover the distribution arrangements of the best Australian firms were more comprehensive and quicker, the quality of book production generally better than that of the often cheaply printed British colonial editions, and the author's royalty rate at least double and often treble what she received from British publishers for colonial sales.


In Australia in recent years there have been a number of studies of the efforts to promote a more active and independent Australian publishing industry which occurred in the 1930s. These studies

11 have explored the roles of Australian publishers, of the then recently formed national authors' organisation (the 
Fellowship of Australian Writers), and of individuals like Norman Lindsay, Miles Franklin, Marjorie Barnard, and especially the quixotic cultural nationalist, P. R. Stephensen.

12 Although Lyttleton's contribution to this history is as important as any, it has remained largely



unacknowledged. All three of her 1930s novels provided key test cases for Australian and New Zealand authors seeking to resist the wholesale handing over of their rights which British and American publishers, in different ways, demanded.






Adventures in America


Towards the end of 1932, when Edith Lyttleton's story begins, the first of these three novels, 

Pageant
						, an epic of Tasmania's 19th century convict and settlement history, was in press and shortly to appear from one of the largest corporate publishing companies in the United States, the Century Company of New York. The second, 

The world is yours
						, a romance set in the contemporary Yukon territory of North-west Canada, had just been completed in manuscript and was in the hands of her New York agent, 
Francis Arthur Jones. The third, a historical novel set in 19th century New Zealand, published in 1938 with the title 

Promenade
						, existed at the end of 1932 only as an idea for her next project. But it was an idea which she had communicated to her agent and to the directors of the Century Company, and — though as yet unwritten — became a key material factor in the protracted contractual disputes which ensued.


These three books in fact represented a new departure in Lyttleton's writing, an attempt to establish a second literary career after a period of eight years in which she had published almost nothing. Prior to that, in New Zealand until 1909 and in London until 1925, she had established herself as New Zealand's first successful professional fiction writer, contributing hundreds of short stories to New Zealand, Australian, British and American popular general magazines, and publishing eight novels in both England and the United States, three of which were made into Hollywood silent movies. Two of the novels of this second period, 
Pageant and 
Promenade, were the best books she ever wrote, alongside her last, 

Grand parade
						, which appeared in 1943. The third, 
The world is yours, was much slighter, a revision of a Yukon book she had tried unsuccessfully to write in the early 1920s.


Lyttleton's initial experience in Great Britain with the manuscript of 
Pageant, which she had completed in New Zealand in 1930 and for which she held high hopes, was one of disappointment. She was so unhappy with her English agent, the firm of 
J. B. Pinker & Sons, for submitting the manuscript to Ward,
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Locke (publishers of children's books and light, frothy romances), who knocked it back, that she withdrew it, sacked the agent, and took it with her to the United States, where in 1932 she gave it to her New York agent, Francis Arthur Jones. She was delighted when Jones placed it with the Century Company, whose enthusiasm about the manuscript quite won her over, although she later admitted to some qualms about the contract she was persuaded to sign. In a talk on publishing which she gave in Australia and New Zealand a few years later she contrasted the old-school-tie style of British family publishers ('stiff with tradition') with the hype of the American syndicates ('nebulous affairs like the Cornstalk Co., the Century Co., the Atlantic Co., [whose] business and literary managers are salaried men'). Though unspecified, the encounter she describes is based on her visit to the office of the Century Company in July 1932 to discuss the contract for 
Pageant:
					




You go to the publishing office and are shot up 12 or 15 stories to a large flat, all little cubicles with no doors, and from every cubicle an



interested typist peeps out to see who's coming. An apparently enraptured clerk who gives the impression that he has been waiting all day for you on the door-mat shows you to a comfortable chair, and next moment appears the literary manager, full of apologies for having kept you waiting. He takes you to his room . . . which is quite devoid of graces, sits down opposite you and says: I don't care what it costs. I'm going to have your book. He knows it is quite safe to say that since the business manager will be in to pulverize you directly. After compliments he calls the business manager . .. who arrives with such alacrity that you suspect him of listening at the door. With him come all the sub-managers, clerks and so on who can squeeze into the tiny room. They are all very young and keen and cheerful; they all shake hands and are pleased to meet you. Then the business manager sits on the corner of the desk and says: Well, now, what was the matter with that contract I sent you? So you proceed to argue it out, with the literary manager saying at intervals: I don't care what it costs. I'm going to have it. But that doesn't worry the business manager at all. He takes up the points patiently and courteously, pouring out a volume of explanations with everyone standing round listening like students at an operation.'

13
						




Although Edith Lyttleton knew that the contract she signed soon afterwards (enthusiastically advised to do so by her agent Jones) was not especially good, it took only a few months — well before the book was published in fact — for her to begin to realise how thoroughly bad it was, and how the effects of its provisions were to deprive her of large proportions of royalty income, embroil her in the complications of the international publishing industry, and involve her in a struggle to support the establishment of an independent publishing industry in Australia and New Zealand.


According to the contract, the Century was given 'the exclusive right of publication throughout the world' and 
Pageant was to be published in February 1933 at a price of $2.50 per copy [approximately NZ$40 in 1998 values].

14 The author was to receive an advance payment on royalties of US$250, and the royalty rate itself was 10 per cent on the first 10,000 copies, thereafter 15 per cent. A number of additional clauses were typed in, giving the Century half the proceeds of serial and translation rights, half the royalties on Canadian sales, and 10 per cent on film rights. They also included an undertaking by the company to try to have the book manufactured in Great Britain and marketed in the British



Empire, from which any royalties or profits would be equally divided between the author and the publisher. Lyttleton later commented, once the ramifications of this clause became apparent, that she 'did sign it on the understanding that it did not mean what it did, and that it merely meant The Century would negotiate English and other rights for me. My agent explained that, as I had no English agent, this would be the best way for me.'

15
					


Shortly after this, in August, the Century sent Lyttleton a letter to sign, 'just to avoid any possible misunderstanding in the future','

16 with three further clauses which they mentioned had been pasted into the contract but missed when she signed it: the first granted the Century an option on the author's next two novels; the second divided any lump-sum payment for large special orders from Book-of-the-Month clubs or the Literary Guild equally between the Century and the author; and in the third the author agreed that all monies due to her were to be paid through her agent, Jones, in New York. Although Lyttleton was not aware of it, negotiations were already under way between the Century and the Literary Guild for the novel to be included in the Guild's 1933 Book-of-the Month list, and the company was moving fast to maximise any potential profits, on this and future books. Lyttleton herself was at this time uncertain about the likely success of the book: she was anxious to re-establish her career and to give the book every chance, even if it meant smaller returns than she had been used to in the past; she was aware that the book did not as yet have a British publisher, and had been perfunctorily treated by her agent there; and she was delighted to have attracted so prestigious a firm as the Century. She signed the additional clauses.


By November, some of the implications of the contract began to become apparent. The Century informed Edith Lyttleton that the American Literary Guild had chosen the novel as its Book-of-the-Month for February 1933, and had contracted to purchase 30,000 copies for $6,000 [NZ$100,000], of which the Century, under one of the later pasted-on clauses, would keep half. The company also informed her that it had sold the British Empire rights, excluding Canada (which they kept), to the British firm of 
Allen & Unwin, who would publish the book in England in the same month, February. She did not discover until later that the advance payment of £100 they required from Allen & Unwin, of which they kept half, more than covered the $250 advance royalties due to herself on the American edition!





In the meantime she had also been approached for work by 
P. R. Stephensen, on behalf of the 
Bulletin's newly established 
Endeavour Press in Sydney. She knew Stephensen from earlier years when he had been studying in England, but the initiative to approach her is likely to have come from 
Miles Franklin, whom she had met on several occasions during a visit to Australia from New Zealand in the late 1920s. Franklin, who knew of her Tasmanian project and was also actively supporting the new local publishing initiatives, wrote to her: '[T]his Australian edition [of 

Pageant] I consider a great thing towards setting up real Australian publishing and getting authors free from a subordinate tacked-on position in London.'

17
					


However Lyttleton was dismayed to find that under her Century contract she was not free to come to a separate arrangement with the Endeavour Press to publish 
Pageant in Australia — and have it distributed from there in New Zealand as well — and that the Australian rights were now wholly owned by Allen & Unwin.


By November 1932 she had also completed the manuscript of her Yukon novel, 
The world is yours, and anxious to avoid the problems emerging for her with the 
Pageant contract, she left the new manuscript with Jones in New York. She instructed him to seek serial publication only and delay placing it as a book. Her aim was to use whatever publicity she got from its serial publication (if that could be achieved), as well as from 
Pageant after it appeared in February, to strengthen her negotiating position for a contract on the new book. She then set sail for England — where she had lived from 1910 to 1925 and established herself as a popular fiction writer — planning to return to New Zealand later in 1933 to begin her New Zealand novel, 

Promenade.
					


Shortly after her arrival, however, she was again dismayed to discover that Jones had promptly taken the manuscript direct to the Century and was urging her to sign a contract he had arranged with the company — which was, as far as the disposal of rights was concerned, in every respect the same as the iniquitous 

Pageant
						 contract, although it offered a marginally improved royalty rate (10 per cent on the first 2,500 sales, 12 
1/
2 per cent on the next 2,500 sales, and 15 per cent thereafter) and an advance of $500 compared with $250 for 
Pageant. In addition Jones had the effrontery, or the stupidity, to suggest that although he had always, as he put it, 'done his best' for her on a basis of 10 per cent



commission, his normal commission was 15 per cent, but he would still be willing to 'do his best' if she agreed to split the difference and agree to 12 
1/
2 per cent.'

18 All this, still, before 
Pageant had appeared, so that she would be signed and sealed on her next book with the Century, and with Jones's agency, before the publicity on her first reached any competitors.


She took the issue of Jones's commission to the British Society of Authors, who informed her that the normal commission for 'reputable agents' in both England and the United States was in fact 10 per cent.

19 'How many bests do people in America have?', she replied angrily to Jones.

20 He backed down. She also took the proposed Century contract for 

The world is yours
						 to the Society of Authors for advice. They pronounced it 'far from satisfactory' and provided two pages of detailed amendments to no less than ten of the contract's sixteen clauses.

21 From this point on Lyttleton conducted her own difficult and protracted negotiations with her publishers, though since she had initially given the manuscript to Jones he was automatically entitled to 10 per cent agent's commission on the improved arrangements she was eventually able to make. Effectively, she complained, she became 
his agent, while he sat in his New York office, collecting his 10 per cent.


She now approached 
Stanley Unwin directly, to see whether she could come to an arrangement with him to allow the Endeavour Press to publish a separate edition of 

Pageant
						 in Australia, since she was receiving increasingly importunate cables from Stephensen, offering very good terms for it. Unwin was sympathetic to her plight, and thought very highly of her novel, which he was at that time preparing for publication in England. He was aware that under her contract with the Century, Lyttleton would receive only half the royalty income on his English edition, the other half going to the Century. He was also embroiled in a dispute with the Century over the distribution of income from the sale of the translation rights of 

Pageant
						, which he was currently negotiating in both Sweden and Denmark. The Century were claiming half, the remainder to be divided between the author and Allen & Unwin; Allen & Unwin were also claiming half, the remainder to be divided between the author and the Century. In either case, the author would be left with only a quarter of the proceeds!


Lyttleton liked and respected Stanley Unwin. He belonged to an old-school-tie family publishing tradition, which Lyttleton



contrasted with the hustling style of the new American corporate publishers:




You go to [an] old uncomfortable building . . . where none of the clerks, sitting on high stools, takes any notice of you for quite a long time. They are engaged in parcelling up books and rejected manuscripts ... & you are sure you see your own rejected manuscript being parcelled up over & over again ... A very long wait puts you in a sufficiently chastened condition to be ushered upstairs to the publisher's sanctum. Here a gracious gentleman in suitable surroundings subtly makes you feel that he is his own great grandfather ... & that you are his great grandfather's client back in the days when one paid to have books published .. . He talks of his holiday in Switzerland . .. of his brother's illness ... of the death of a friend ... of his neuritis .... Tea is brought in . . . cigarettes lit. . . there is more about his neuritis ... perhaps he will have his teeth out. By this time you are so sorry for him that you want to say: My dear sir, take my book as a gift if it will comfort you. But there has been no mention of books, & you begin to understand that he has not recognized you as a writer & apparently mistakes you for a long-lost friend .... Then, quite suddenly he throws himself back in his chair & says: Well. I have decided to take your book. It is so dramatic that you feel you should be dramatic too; but you don't quite know how, so you sit still & say Oh? .. . Presently you get up to go. But it seems that there should be more to it than that, so — quite aware of the vulgarity — you murmur something about contracts. He waves that aside. The business manager sees to all that. In time you will receive your contract from the business-manager. You never meet the business manager, & soon recognize that it is a clear case of David Copperfield's Spenlow & Jorkins. You may wheedle Spenlow as much as you like, but though he would love to do all he can he is helpless in the hands of the invisible & implacable Jorkins."




As mentioned above, Unwin was sympathetic to Edith Lyttleton's predicament. 'We dislike exceedingly being placed in such an awkward position 
vis a vis yourself, he wrote to her,

23 when he became aware of the way in which both his own and her contracts with the Century cut across the 'normal' contractual arrangements between British publishers and colonial authors, at the expense of the author. However he was also an astute businessman, and knew that the unfolding 
Pageant scenario potentially



offered a double threat to the future of the British publishing industry: from the American publishing industry, as it moved competitively into the established colonial market; and from the colonial territories themselves, seeking to exploit that competition and set up their own independent publishing industries.


Unwin initially told Lyttleton that it was too late to arrange for an Australian publication of 

Pageant
						, and that although he supported the idea of Australia publishing its own books, many local booksellers were opposed because the publishers there were also booksellers and monopolised the market. Presumably the main such publisher/bookseller he had in mind was the firm of 
Angus & Robertson. However he eventually agreed to arrange a sub-contract with the Endeavour Press, on the basis of a royalty arrangement which Edith Lyttleton had herself discussed with the 
Endeavour Press of 1s per copy sold (the book retailed at 6s 6d, so the percentage rate was a little over 15 per cent), and an advance on royalties of £50. Allen & Unwin were to take half the royalty income, and after further haggling it was agreed that the Endeavour Press edition could be marketed in New Zealand in competition with the Allen & Unwin edition, but only after the Allen & Unwin edition had been on sale there for one month.




Pageant
						 was published in the United States in February 1933, in England in early March, and in Australia in mid-May. How well did it do, in these mid-depression months, when in the actual week it was published in the United States the banks were closed? In the circumstances, the answer is, astonishingly well. In the United States it topped the best-seller lists in numerous main cities for several months, where its main competitor was a new Sinclair Lewis novel, 
Ann Vickers; it received enthusiastic notices from many of America's main reviewers of the time, and over a period of twelve months it sold close to 20,000 copies there on top of the 30,000 copies released through the American Literary Guild. One of the reviews, by Rex Hunter in the New York 
Sun, described Edith Lyttleton and Norman Lindsay, whose 
Redheap
						 and one or two other novels had also been recently published in the United States, as 'Attilas of the Antipodes [beating] at the gates of literary America.'

24
					


In England 

Pageant
						 received excellent reviews, and sold approximately 3000 copies in its first year. Lyttleton, however, was disappointed in these sales figures and thought it had been poorly promoted. She particularly disliked an advertisement she saw



which described the novel as 'a pleasant tale', although Stanley Unwin disagreed, and claimed that the novel had gone into a 'real' second impression and not a phoney second binding of a first edition, which was increasingly becoming a publisher's advertising ploy. It may be that sales reflected the dependence of British publishers on cheap colonial editions, which Allen & Unwin did not control, at least in Australia and New Zealand, as far as 
Pageant was concerned.


In Australia and New Zealand, the Endeavour Press edition was, as in the United States, a remarkable success. Between May and December 1933, the first edition of 5000 copies sold out, and a second edition of 5000 copies largely sold out the following year. The book won the Gold Medal of the 
Australian Literary Society, and Lyttleton was delighted when 
Jane Mander visited her in Auckland early in 1934 and informed her that 

Pageant
						, more than any other publication, had 'put [the 
Endeavour Press] on its feet.'

25 Stephensen later wrote that 
'Pageant published in Australia was a first trumpet-blast at the walls of Apathy. There will be more music of this kind.'

26 Excluding Scandinavian print-runs, the novel sold in excess of 60,000 copies during its first two years, and it was kept in print in a number of cheaper editions for the next decade. It was by far the most widely read novel ever written by a New Zealander, up to that time.


If Edith Lyttleton had been able to make separate contracts for each of the three editions, her income in New Zealand pounds from the sale of those 60,000 copies (once Jones had received some £300 in commission) would have been of the order of £2,700, a very significant sum equivalent to NZ$ 160,000 in 1998. However, on English sales she was entitled to only half of her royalty income, the other half going to the Century; and on Australian and New Zealand sales, she was entitled to only a quarter of her royalty income (3d out of every 1s), since Allen & Unwin took half of it from the Endeavour Press, then sent the rest on to the Century, who took half of that before remitting the remainder to Jones, who took his bit before paying what was left to the author. On 

Pageant
						 those arrangements provided an extra £500 [NZ$30,000] to Allen & Unwin and the Century, at Lyttleton's expense, without any outlay at all on their own account. Almost certainly, also, the dispute between Allen & Unwin and the Century over the division of income from translation sales cost Lyttleton several other contracts (especially for French and



German editions), since Stanley Unwin was unwilling to proceed with the negotiation of additional translation rights until the dispute was resolved.


However, Lyttleton's financial situation was actually far worse than this. She discovered in mid-1933 — as the first royalty cheques came in — that as a New Zealand resident, her American earnings were subject to an 8 per cent American Aliens' tax, and that her British and Australian earnings were subject to cumulative taxes of 25 per cent in each country as they made their way to the Century in New York. Remarkably, these taxes applied to novels, but not to short stories or serials. In other words, on her British sales, 25 per cent tax was deducted before the remainder was sent to the Century, where it then attracted the 8 per cent Aliens' tax; and on her Australian earnings, 25 per cent tax was deducted by the Endeavour Press in Australia, and a further 8 per cent on what was left after Allen & Unwin had removed their 50 per cent of the royalties. Lyttleton estimated, not too inaccurately, that on her Australian and New Zealand sales these various depredations, together with the cost of the exchange transactions between each country, would reduce the 1s per copy she was due to receive to the princely sum of 1d; 'and all my friends out there,' she wrote bitterly to Unwin, 'think I am coining money.'
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She did not object to being taxed once on royalty earnings in the various countries in which 
Pageant was sold, for example, to the 8 per cent Aliens' tax on her American sales. But she objected vehemently to the cumulative taxes which were a direct result of her being unable to make independent contracts in each country. She never saw the contract which Allen & Unwin made with the Century for the disposal of her work, and the contract for the Endeavour Press edition was between the Endeavour Press and Allen & Unwin: Lyttleton's name was not even mentioned in this contract; it simply referred to 'a book entitled 
Pageant by G. B. Lancaster', and all royalties and accountings for sales were sent directly to Allen & Unwin.


It was thus not only through direct contractual arrangements that colonial authors were exploited by international publishers, but also through the operations of the international taxation system. Stanley Unwin, still protesting sympathy, wanted to arrange to pay her share of royalties coming through his office directly to her bank account in London, so that she could avoid the 8 per cent American Aliens' tax on sales outside the United States, and claim



a rebate of the 25 per cent British tax. From the point of view of the British government, this was a tax paid by the Century on 
its British earnings under its contract with Allen & Unwin. The Century demurred, even though no loss of its own earnings was involved, believing that it would be liable for tax evasion.


In the midst of all this the hapless Jones half-offered to reduce his commission from 10 per cent to 7 per cent. It may have been that he was genuinely ignorant of the tax implications of the contract he had enthusiastically urged Lyttleton to sign, since he also lost commission on her reduced royalties, though he would not otherwise have had the agency of her non-American sales. By this act of self-denial, he implied, Lyttleton would then simply be in the same position as American writers whose 'normal' rate of commission was 15 per cent. Perhaps he was still smarting at the British Society of Authors' jibe that 'no reputable agent' in either the United States or England charged more than 10 per cent. He then suggested leaving his American commission at 10 per cent, but foregoing royalties on overseas sales. Perhaps this was a genuine offer, although the amount lost on the 3 per cent foregone in America would have been higher than the amount lost by foregoing overseas royalties entirely. Edith Lyttleton in the end ignored his efforts to shore up their relationship, commenting that on her part she had no wish to renege on agreements already made with him, for 10 per cent:




It may interest you to know that you have reduced me to such a state of nerves and exhaustion that I have had to give up writing altogether. I feel that I never want to write another book. My agents always make me bad contracts and then leave me to fight for what I can get... if anything. I wonder what you think I pay an agent for .... I shall take very good care that matters are different in future.
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At this point, in mid-1933, Edith Lyttleton turned her attention to the still unresolved contract for her next book, 
The world is yours, wishing to finalise American and British contracts for it before she left for New Zealand in September. In the meantime, Jones had managed to place it serially with the American journal, 
Good housekeeping, for US$6,000 [NZ$100,000], where it was due to run from July to December after the completion of a John Galsworthy serial. Given the success of 
Pageant, she believed she was well placed to make much better terms for the book, especially since



the Century had now merged with the firm of Doubleday. As well, a number of former Century staff displaced by the merger had set up on their own and were at this time making a strong bid for the rights of 
The world is yours. They eventually became the firm of 
Reynal and Hitchcock, and were the United States publishers of Lyttleton's two last novels, 
Promenade (1938) and 
Grand parade
					(1943).


Unfortunately the status of yet another of the late-inserted clauses in her original 
Pageant contract, pertaining to options on her next two books, was unclear, and in the end she agreed to stay with Doubleday-Century, this time reserving all rights other than the American and Canadian markets. However, in an astute bargaining move prior to signing the new contract, she also got Doubleday-Century to agree to allow Allen & Unwin to pay her overseas 
Pageant royalties in future direct through Doubleday-Century's London office. This enabled her to avoid the 8 per cent Aliens' tax on her non-American earnings, and to be able to claim a rebate of the 25 per cent British tax on her Australian and New Zealand earnings, and she also persuaded the company to forego all future claim on Australian royalties for 
Pageant.
					


She managed to preserve some of her 
Pageant royalties through this agreement, but by then she had lost most of them, since advance payments as well as royalties for the initial months of sales had already been transmitted to the New York office. Overall, she probably lost about a third of the actual royalty income the book earned — approximately £850 [NZ$50,000] — through being unable to make independent arrangements. It might be said that she nevertheless still did well, but not when it is remembered that Lyttleton's economic survival depended on her income as a professional writer, and that she had published very little for eight years.


Jones, her New York agent, was still complicating her life in mid-1933. The text of 

The world is yours
						 which appeared in 
Good housekeeping was a thoroughly mangled version, set up from a typescript copy of the original manuscript made in his New York office, which he insisted in letters to her was a perfect copy. She also learnt later that several other American publishers had approached him to bid for the publication rights of 
The world is yours, but he had refused to negotiate, insisting that Lyttleton was committed under the 
Pageant contract to Doubleday-Century. She was most apprehensive to learn that he had persuaded one of



her American friends to lend him copies of all of her earlier books, fearing that he would attempt to arrange deals for their republication without consulting her. It was some time before her friend was able to report that he had managed to get them all back.


In the metaphorical melodrama invoked at the beginning of this essay, it is possible to read Jones as a kind of blundering comic fool or buffoon, innocent of deviousness and unaware of the havoc his many efforts to 'do his best' invariably created. He was given to using the phrase 'lapsis [sic] scribendi' (a mere drafting error, which 'of course would have been corrected in the official contract'),

29 when Lyttleton confronted him with some of the potentially more disastrous effects of provisions he had written into the proposed Century contract for 
The world is yours, as pointed out to her by the British Society of Authors. It is also possible to see him as a consummate behind-the-scenes schemer, a new type of agent thrown up by the corporate jungle that the American publishing industry had become in the 1930s, aiming to survive by always being two or three steps ahead of everyone else. If so, he met his match in Edith Lyttleton, who insisted on calling his bluff. In her view he was simply a pawn in the hands of American publishers, who manipulated him to do their work of getting as much out of the author as possible. When she tried to sack him as her agent a year later, he refused to answer her letters of dismissal; eventually she got Doubleday-Century to hand-deliver a letter of dismissal, wait while he signed an acknowledgement of receipt, and then send the signed acknowledgement back to her. She always, thereafter, kept the receipt in a safe place.






The Battle of Britain


Edith Lyttleton's adventures with the international publishing industry in the 1930s were by no means over. In fact her stiffest battle was yet to come, and it was to be with the formidable Stanley Unwin, now president of the BPA. This complication in the story corresponds to that moment in melodrama when the kindly mentor, listening to the heroine pour out her troubles to him in his study, suddenly pulls a gun out of the pocket of his morning jacket, and points it at her. . . .


Having satisfactorily resolved her contract on 
The world is yours with Doubleday-Century, Lyttleton now turned to the disposal of



her rights in England and in Australia and New Zealand. She was exceptionally pleased with the success of the Endeavour Press edition of 
Pageant — both the sales it was achieving in Australia and New Zealand, and the quality of its production. Moreover Stephensen, who had not yet left the Endeavour Press, was anxious to come to an agreement with her on 
The world is yours, and offering the same excellent terms. On the other hand she was not especially pleased with the British sales of the Allen & Unwin edition of 
Pageant, believed it had been very poorly promoted, and thought that the quality of its production was quite inferior to the Century and Endeavour Press editions. She decided to contract separately with the Endeavour Press, thereby avoiding the sub-contract arrangement on 
Pageant which had given Allen & Unwin half her Australasian royalties. She advised Audrey Heath, her new London agent chosen on the recommendation of the British Society of Authors, to see whether Allen & Unwin would offer improved terms on the British rights only for 
The world is yours, and agree to improve the quality of production and promotional arrangements. If they did not want the book or would not offer satisfactory terms the manuscript was to be tried with other British publishers, perhaps Heinemann or Macmillan. Stanley Unwin's response to Audrey Heath when she approached him seems to have been, to put it mildly, uncompromising, though its gist emerged only during several months of toing-and-froing between the parties, and some of the arguments were advanced not by Unwin himself but by his business manager at Allen & Unwin's, Mr Skinner, the man whom Lyttleton later saw as a suitable candidate for Dickens's 'invisible & implacable Jorkins'. The response went as follows: Edith Lyttleton was not at liberty to try other publishers in England 
{or Australia, for that matter) on her own account; Allen & Unwin wanted the book themselves, and under the terms of their contract with the Century for 
Pageant, they had full, exclusive rights to dispose of her next two books as they wished in Britain, on the Continent, and throughout the Empire; furthermore, Unwin was not in the least disposed, this time, to allow her to come to a separate arrangement with any Australian or New Zealand publisher; his agreement to do so in the case of 
Pageant had been a favour to her, because he had felt some sympathy with the predicament the Americans had put her in, and she ought now to feel under some personal obligation to him; when he allowed the Endeavour Press to publish




Pageant he had not realised how successful it would be; moreover the Endeavour Press had deliberately locked the Allen & Unwin edition out of the New Zealand market, by undercutting his price of 7s 6d and selling their edition at 6s 6d; what was more, the Sydney 
Bulletin, the Fellowship of Australian Writers, and others in Australia were even now openly boasting that the established British-controlled publishing system was about to collapse; he was determined to 'smash' the 
Endeavour Press, and intended to use 

The world is yours
						 to do so; finally, Miss Heath should warn Miss Lyttleton that if she persisted in making an independent arrangement with any Australasian publisher, such was the strength of feeling in the British publishing industry that she would be permanently 'blacklisted' by British publishers and unable ever to publish a book in Great Britain again.
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Audrey Heath must have wondered quite what she had taken on. 'I am not at all inclined to submit' to such rulings, Lyttleton wrote to her: 'Please don't be like my Amer. agent and, after agreeing with me, let yourself be talked over by the publisher!'

31' She was astonished to learn of the actions of the Century in selling options on her two next books without her knowledge or consent, and of Allen & Unwin in buying them, and regarded the transaction — mistakenly — as illegal. She also wrote a tactfully phrased letter to the British Society of Authors, saying that 'Mr Unwin has made me feel, perhaps unintentionally, that I am under a great obligation to him .... and I would like to know if you consider the half-proceeds which he is taking [from the Endeavour Press, for 
Pageant] will fully compensate him for his losses.'

32 The Society replied equally tactfully, commenting that it was possible that both parties would 'make more' than otherwise: 
'Prima facie, however . . . you have [no] reason to feel under any particular obligation to Mr Unwin for what he has done since it would seem to have been as much in his own interests as yours.'
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Lyttleton also took steps to prepare the ground for a stand on the reservation of Australasian rights, writing to the British Society of Authors again to ask 'what steps, if any' it would take 'to recognize the Endeavour Press [and similar houses] as a separate entity': 'I do feel that it is quite time Australia had its own self-contained publications and distribution. Booksellers out there are very much afraid to order many copies of any book and try to put people off with what they have in hand.'

34 The Society's reply was unequivocal:







If the new Australian publishing house which the Sydney 
Bulletin is backing proposes to operate on a fairly large scale and is prepared to offer fair and reasonable terms to authors, the Society will certainly recommend its members, in suitable cases, to withhold their Australasian rights when entering into contracts with English and American publishers.
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Lyttleton then got Heath to draft up and send a contract to Allen & Unwin, embodying a range of protective provisions, including reservation of the Australasian rights on 
The world is yours. Allen & Unwin promptly returned it and enclosed their own standard contract. This required Lyttleton to grant to the publishers 'the sole right to publish the work . . . throughout the world excluding America and Canada', as well as 'the sole right to sell or assign the . . . Dominion, Colonial, Continental, translation, serial, broadcasting and anthology rights'. Unwin added, perhaps anticipating some kind of compromise, that the firm was 'most anxious to retain New Zealand', and that he wished to discuss this with Miss Lyttleton herself. Heath advised Lyttleton: 'Unless it would definitely conflict with your arrangement with your Australian publisher, I should myself feel disposed to allow Mr Unwin to have the New Zealand territory'.

36
					


Lyttleton replied promptly and sharply, 'Mr Unwin evidently wants the Dominions as a place to dump the copies he can't sell here, but I don't see why I should spoil my N.Z. sales on that account',

37 and produced a lively account of the difficulties of purchasing the Allen & Unwin edition of
 Pageant in New Zealand during the period when the company had exclusive access to the market:




He had a month or six weeks clear field in both Aus. and N.Z. before the Australian ed. appeared . .. [and] I can quote you letters from my friends in the various N.Z. centres.



Christchurch. Only six copies for sale in the largest bookseller's; those sold at once and no suggestion of getting more. The bookseller said he would try and procure a copy from another town. 
Dunedin. None to be had.



Wellington, (the capital.) A friend wrote an amusing letter about the competition she had with her husband as to which could find a copy. After some weeks she discovered one 'in a tiny shop down a side-street' and rushed in and carried it home in triumph. She adds: 'Now



the Australian ed. is out, and of course that is everywhere and everyone is now talking about 
Pageant.'
						




Lyttleton added,




[I]f [Mr Unwin] would authorize his [N.Z.] agent to submit me the number of N.Z. sales I could contrast with those of The Endeavour Press. If Mr Unwin's sales far outnumber those of the Aus. ed. I will give him all N.Z. If they do not I will leave it equal rights. Don't you think that is a fair proposition?
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Heath insisted that she was 'not in the least disposed to take sides with the publisher',

39 and after further consultation with Unwin conveyed to Edith Lyttleton that he was now willing to waive all points (such as reserving serial and translation rights, and making clear that an option on her next novel would be subject to a fresh agreement and require 'mutual agreement' to proceed) 
except 'this disputed point of New Zealand.' Nevertheless she also represented to Lyttleton what were clearly arguments advanced to her by Unwin — that 'there might be some truth in his argument that the New Zealand trade is not altogether pleased at the Australian activity . . . [because of] the keen competition . . . between the two [countries]', and that Australian publishers were being 'unwise in their desire to secure a sort of monopoly of publishing and exclude books coming over from this side' and had 'greatly prejudiced the English publisher who might otherwise have been willing to give in with a more or less good grace in certain cases'.
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Lyttleton had three final points to make. First, that it was quite untrue that New Zealand booksellers were hostile to being supplied from Australia — the contrary was the case. Second, that she had recently been cabled by the Endeavour Press that the price of their edition of 
Pageant was actually included in their contract with Allen & Unwin, so Unwin's argument that the Australian firm had acted deviously in undercutting the price of his edition was also quite untrue. And third: 'Now I know that Mr Unwin knew exactly what he was up against before he gave the concession I do not see what right he has to ask me to help smash them [the Endeavour Press] because they made use of it.'
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These disputations took place over two months, August-September 1933, and remained unresolved when Lyttleton sailed for New Zealand from London at the end of September. Her final





[image: A page from the Sydney Bulletin, 26 May 1938, in which Promenade was serialised, showing the curious Māori designs of the lettering of the title, the author's name, and the chapter headings.]
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instructions to Heath were uncompromising: she was to insist on access to the New Zealand market for the Endeavour Press edition, and if Unwin still refused, she was to withdraw the book from his firm and seek to place it elsewhere. If the 
Pageant contract did not allow that, Heath was to withdraw the book from the British market altogether. If Unwin's threat that she would be blacklisted were true, the novel would not find a publisher in England in any case. To an Australian friend she wrote at this time: 'I don't yet know what will happen except that I don't mean to let Australia down. [This] is another case where a woman gets the worst of it. They wouldn't have dared take that tone with a man.'
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A month later, however, shortly before she was due to stop off in Sydney, Unwin capitulated. Lyttleton received a cable from Heath informing her that he had agreed to the exclusion of Australia from the contract and to New Zealand's becoming an open market for both editions, one month after the publication of the Allen & Unwin edition in February the following year. The British Society of Authors had monitored the agreement, approved it, and advised her to make sure that these provisions were also written into her contract with the Endeavour Press.


Why did Unwin back down? There were likely to have been a number of reasons. First of all, on the English market alone there



were sound financial reasons for wanting to publish the book. Even as late as August, in the middle of their dispute, 
Pageant was still best-selling in the United States. Lyttleton was thus in a much stronger bargaining position than other Australian writers who had found it very difficult to achieve British publication of books first published in Australia. Marjorie Barnard, for example, commented in 1935 to Vance Palmer, who had had this experience, 'Having had Australian publication first makes it much more difficult. I know that many publishers won't look at a book without the colonial rights.'

43 Unwin was also particularly interested in retaining Lyttleton's goodwill for the projected New Zealand novel, 

Promenade. Furthermore he was astute enough to be likely to predict that when she reached Sydney, and later New Zealand, there would be very considerable publicity about her. No other New Zealand or Australian author had ever had a novel chosen as Book-of-the-Month by the American Literary Guild, and the Century was claiming that it was the best book the company had published for twenty years.


There 
was indeed a great deal of publicity; her two weeks in Sydney (and afterwards in Auckland) at the end of 1933 were a constant round of speaking engagements, newspaper and radio interviews, and receptions in her honour. The last thing either Unwin or the British publishing industry needed was the negative publicity of a 
cause celebre — headlines proclaiming that the author of 
Pageant had been locked out of the British market, or blacklisted — especially when feelings were running high in Australia about the birth of a new era of independent Australian publishing. He was also aware that the British Society of Authors was closely monitoring the situation. His strategy might best be seen as one of containment, a tactical withdrawal — aimed at avoiding a spread of infection.


The story does not quite end at this point. As Lyttleton had herself predicted, 
The world is yours was a much slighter novel than 
Pageant, did not have an Australasian setting, and did not do nearly so well. Its overall sales are likely to have been of the order of 12,000 copies, approximately 8000 of these in the United States. But she did receive all her royalty income, and 
Audrey Heath certainly earned her commission on the non-American sales. Whether Jones also took his 10 per cent on these is unknown. Back in New Zealand in 1934 she contracted with Stephensen, now in charge of his own publishing company, to reprint the first



book she ever published, in 1904, a collection of New Zealand short stories entitled 

Sons o' men. The volume was the first in what was intended to become a series of reprints of earlier Australian and New Zealand books under the title of the 
Southern Classic Library. Lyttleton gave him the rights more to support the cause than because she wanted the book republished: 'It's a brave idea of yours . . . and I am proud that I can start it.'

44 Stephensen's new venture in fact collapsed within a year, though not before he had also published one of Australia's finest novels, Xavier Herbert's 
Capricornia.
					


Stanley Unwin might have been down — having lost his skirmish with Lyttleton over 
The world is yours — but he was certainly not out. He would no doubt have been pleased to learn that the Endeavour Press itself collapsed in 1935, though it had a brave record of publication during its three-year life. Despite the efforts of many, the publishing of Australia's best fiction writers in the 1930s and for much of the 1940s continued to be sporadic and uncertain. Angus & Robertson remained, but it had always survived mainly on popular non-fiction books (one of its biggest sellers was 
The life and works of Henry Ford), and where it did publish fiction these were mainly reprints of popular overseas authors (L. M. Montgomery's 'Anne' books were also amongst its biggest sellers) and light local fiction like Steele Rudd's 'Dad and Dave' stories. By the mid-1930s a litany of authors rejected by Angus & Robertson was often recited: Henry Handel Richardson, Christina Stead, Xavier Herbert, Katherine Susannah Prichard, Miles Franklin, Norman Lindsay, Leonard Mann, Barnard Eldershaw .... The list, of Australia's best fiction writers, seemed endless.


In the later 1930s Angus & Robertson made an effort to improve the quality of its local list, and Lyttleton became embroiled yet again — this time over her New Zealand novel, 
Promenade, which after much effort she completed in 1937. In 1935 she had contracted the American edition to Reynal and Hitchcock (the ex-Century personnel who had set up on their own, and bid unsuccessfully for 
The world is yours two years before). They were pleased with the manuscript, when it eventually arrived, and anticipated a big success for it.


The problems arose, again, with Allen & Unwin — whose director, Stanley Unwin was now also a director of the firm of John Lane at the Bodley Head — and the trigger, again, was the prospect of a second lucrative 
Pageant by an author who insisted



as before that she wanted to make a separate arrangement for Australasian publication, this time with the firm of Angus & Robertson. The issue of New Zealand rights, for a novel set in New Zealand, with a potentially significant readership there, was of even greater moment than with the previous two books.


Little of the business correspondence between the principals about 
Promenade has survived. Lyttleton evidently took it all with her for on-going reference when she left New Zealand — for what was to be the last time — in July 1938, and it was subsequently lost or destroyed. Nevertheless, something of the nature of the dispute can be pieced together from two or three of her letters to friends at the time. The sense of 
déjà vu, of an ongoing re-enactment of a familiar triangular conflict involving author, agent, and publisher, is inescapable — except that in this instance Jones's derelictions are replaced by Audrey Heath's, and the account presented here is a reading of Edith Lyttleton's point of view, without the independent verifications available for earlier parts of the story.


It appears that through her agent's 'stupidity — or perfidy', Unwin had been given an option on 

Promenade
						 without the author's knowledge, 'and he wants to exercise it':




I do not now give Australian rights, & as I didn't give them for the book whose contract contained the option [i.e. 
The world is yours] I am sure I cannot be forced to. He threatened to have me put on the Black List of all Eng. publishers if I didn't give him Aus. rights last time. I said: 
Do it. So he climbed down & contented himself with Eng. rights only. Now he threatens to take the matter to court if I refuse them, & has apparently got my agent well & truly scared .... She has behaved worse than any former agent. Cabled & air-mailed me that Mr Unwin wants exclusive Eng. & N.Z. rights; that a court would certainly uphold him & I must cable my consent at once! Ordering me to sign a blank cheque, for she has never mentioned the terms of the contract. . . .

45
						




Edith Lyttleton went on to say in this letter that she had 'cabled and air-mailed back' that 'I utterly refuse to give Unwin Aus. or N.Z. rights on any terms whatever, so he can go to law if he likes — which of course he won't. 
No court could hold it legal to force me to accept a contract of which I did not know a single clause.' Furthermore, since Heath had refused to show the manuscript to other British publishers (although 'an option only means that a





[image: Advertisement for the Bodley Head edition of Promenade from the Bookseller, 30 June 1938.]

Advertisement for the Bodley Head edition of 
Promenade 
from the Bookseller, 
30 June 1938.
							


publisher can exercise it if no other publisher offers better terms'), or to Angus & Robertson's agent in London, she had herself made enquiries directly to Angus & Robertson in Sydney:


It moved them to the extent of a long cable offering £94 advance royalty, 10% on the first 2,500 copies, 12 
1/
2% up to 5,000 & 15% after. That works out at 9d, 11d & 
1/
2d . . . infinitely better than their first offer of 7d flat rate (and of the highest Eng. terms of Colonial eds — 3 
1/
2d). Being their first offer it is, of course, their lowest. I expect to get the 10% knocked off... . Anyway, I've broken the Aus. flat rate & made [Angus & Robertson] offer more (I'll bet) than they have ever done before.
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Again Unwin was forced to back down on New Zealand rights, though Lyttleton remained most annoyed that her agent continued to ignore her instructions about the English edition: '[A]s my English agent ignores all my orders to submit the M.S. of [

Promenade
						] to other publishers I'm afraid Allen & Unwin will get it, for I don't know if I can refuse to sign the contract if no one else bids higher. Unwin must be making it well worth her while . . .'

47 In the event Unwin gave her the option of using either his Allen & Unwin imprint or his Bodley Head imprint, and she chose the Bodley Head. In the event, also, 
Promenade did very well, if not as well as 
Pageant. In the United States its sales in its first two months were 13,000 copies; in England, in its first two months, more than 3000 copies; and in Australia and New Zealand — where it was serialised in the Sydney 
Bulletin before publication in August 1938 — the initial print run, of 5000 copies, had sold out before Christmas. It also sold steadily over the next year or so, went into a German translation, and was reprinted in both the United States and England during the Second World War. Its overall sales are likely to have exceeded 30,000 copies.


The narrative of Edith Lyttleton's experiences with these three books is instructive because of the ways in which it illuminates key developments in the international and local publishing industries in the 1930s, and their intersections: the effects of the corpor-atisation of the American publishing industry, the loosening of British monopoly control of the publishing system throughout the Empire, and the beginnings of active movements towards publishing independence in former colonies, like Australia and New Zealand. Such developments did not suddenly happen, of course — they had been occurring, fitfully and unevenly, over several decades — nor did they achieve any decisive conclusion by the end of the decade. But it is possible to speculate that the effect of world-wide economic depression was to accelerate and concentrate the tendencies: forcing smaller American publishers to the wall, for example, as well as influencing mergers of some of the biggest, like the Century and Doubleday. In Australia, in a quite different way, the Depression produced a negative international exchange rate which had the effect of encouraging local publishing initiatives, since it increased the price of British books on the Australasian market from 6s to 7s 6d. This was an important factor, for example, in the Sydney 
Bulletin's decision to set up the Endeavour Press, and in P. R. Stephensen's effort to set up on his own.





The new developments of the 1930s also produced new kinds of tension between the contending industries — American, British and Australasian — as well as within each of them: a change in the dynamic of their external and internal relationships. The corp-oratisation of the American publishing industry posed a threat to the British industry, and the potential 'opening up' of the cosy British monopoly of the long-established Empire market raised the spectre that control of it might shift decisively to the United States, with the emergence of aggressive global marketing strategies operating from a much stronger capital base. Deprived of the profits provided by its colonial operations, the British industry faced the prospect of a gradually deteriorating capital base increasingly vulnerable to an invasion into its own heartland by the American industry. Already the Canadian market was largely controlled by the United States, and for all three of her books Edith Lyttleton received only half her American royalty rate from her American publishers on sales in Canada. Macmillan's in Canada wished to bid for an option on 

Promenade
						, and Lyttleton received a curt query from the Century ('[T]hey say you are coming to them on a direct contract for the Canadian market. Is this statement correct?'),

48 to which she replied that she was not going to pursue the option, although 'it is possible that I wrote . . . sympathizing with Canada's desire to stand on her own feet.'

49
						 At this time she was probably too exhausted by her battle with Allen & Unwin over Australasia to take on the Century over Canada.


In effect, the former colonies thus became a terrain on which a larger power struggle between competing giants was played out, and this is part of the explanation for the stubbornness with which Unwin resisted making any 'concessions' on the New Zealand market. In purely financial terms the New Zealand market could hardly have mattered much to the British publishing industry: its population was small, and it was over the other side of the world. It did matter, deeply, however as part of an imperial network that was beginning to show signs of instability, especially in Australia. Furthermore, if New Zealand was a tiny market in British terms, it was a very significant and accessible market for Australian publishing enterprise. British resistance to making New Zealand concessions — as 
Audrey Heath put it, Mr Unwin's standing firm on 'this disputed point of New Zealand' — also had the strategic purpose of weakening the market base of the fledgling Australian industry, making it more vulnerable.





The new developments also changed the 'internal' relationships between publishers, agents and authors, which varied in each country. One of the dynamics of American corporatisation was to push royalty rates down — on the grounds (which Lyttle-ton accepted in her dealings with American publishers) that a much greater investment in advertising and promotion would produce many more sales, and thus more than compensate for higher royalties on smaller sales. The Century claimed to Edith Lyttleton, in justification of the low advance of $250 on 10 per cent royalties for 
Pageant, that they had invested $4,000 — a huge amount then — in advance publicity of the book. In earlier years she had been accustomed to receive from British publishers initial royalties as high as 20 per cent, rising to 25 per cent, and even throughout the 1930s her British royalties remained much higher than the American ones — on 
Promenade, at the end of the decade, beginning at 15 per cent and rising to 20 per cent, though on export sales the return was a mere 5 per cent.


In Australia and New Zealand the situation was different again, since under the imperial system of control authors' incomes from local sales were already artificially depressed, to a level far below even the lower rates occurring in the United States. Furthermore overseas distribution arrangements of British editions were often perfunctory, and authors' royalties on 'export sales' were based not on the retail price in the export market but on the wholesale price, which was often itself set lower than that on the British market. The 4 
1/
2d flat rate royalty which Lyttleton received from export sales of the British edition of 
Promenade was an example of this system, and represented one-third of the royalty she received on British sales. 'This was a hangover', 
Dennis McEldowney has commented, 'from the "colonial edition", when an overrun from the main edition was offered to colonial booksellers at reduced rates.'

50 Edith Lyttleton referred to it — in an angry letter quoted earlier — as dumping.

51
					


The system functioned to thwart any local initiatives: it meant that local publishers could not compete with the low prices; it perpetuated the notion, for readers, that local writing was cheap and second-rate; and it ensured that, for New Zealand and Australian novelists, the only access to local readers was through British publication, and that the possibility of economic survival rested on British rather than local sales.





It is not surprising, also, in the light of the above, that few in Australia and New Zealand — including Lyttleton — ever stopped to think quite what 'freedom' and 'independence' from British control might mean, in relation to the larger international economic forces emerging in the publishing industry, especially from the United States. Canada might have offered at least some food for thought. In the short term, however, free market forces clearly meant, as Lyttleton exemplifies, the possibility of larger incomes for authors from sales in their local markets, and greater access to those markets through better local distribution arrangements. But even those local publishers and authors who saw that it was a 'freedom' to begin to compete in the international market, were unaware of the extent to which that market was changing, developing new kinds of mechanisms of competition and control. But that is another story, or many stories, ongoing into the present.






After 
Promenade
					


Edith Lyttleton wrote only one more novel, a fourth 'dominion-historical' family saga set in Nova Scotia, Canada, entitled 

Grand parade. She wrote it in England during the war, under conditions of great hardship, since she was too ill to travel back to New Zealand, and the completion of it triggered a physical collapse from which she never recovered. Reynal and Hitchcock published it in the United States in October 1943, with unauthorised editorial revisions which shocked and angered her; her British agent sent the manuscript, again, to Unwin and Allen Lane at the Bodley Head. To her sister-in-law she wrote, from a convalescent hospital in London: 'Lane (having read it) offers twice the Advance Royalty I got last time; some advance on ordinary royalties, & wants the Aus. & N.Z. rights .... which I am letting him have .... I feel in such a jumble that I simply say Blast the whole thing, & let it go.'

52 Because of the paper shortage English publication was delayed until late in 1944. Edith Lyttleton never lived to find out from her New Zealand friends how many copies were in Christchurch, Dunedin and Wellington bookshops. She died in March 1945.
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Eight: 
'Not easily put on paper': Robin Hyde's 

The godwits fly
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In an article on New Zealand writers, 
Robin Hyde wrote: 'New Zealand is not a country of flat colours and facts. It is, in everything, subtle and complicated and the knowing of it is a craft as well as an art. It is not easily put on paper'.

1 The observation is as relevant to Hyde's own work as it is to the writers who were the subject of her article.


In the sense that she was a prolific writer, Hyde's work appeared to be 'easily put on paper' compared to that of many of her contemporaries. She produced ten books in the ten years from 1929 until her death in 1939, including six novels published within four years. She was also a prolific journalist and freelance writer, an aspect of her work which was relatively neglected by her critics until the appearance of 
Gillian Boddy and 
Jacqueline Matthews's collection 
Disputed ground in 1991.

2 She also had an early reputation as a poet (beginning with the much-quoted epithet 'schoolgirl poetess') and her earlier poems were much anthologised in the 1930s.


A strong financial imperative underlay much of this output. Hyde started on her career as a professional writer at the age of seventeen. She never lost the conviction that a writer's contribution to society was worthy of tangible recognition, and she worked hard and with considerable ingenuity to try to make a living from her writing.





But Hyde's prolific output was achieved at a high cost in terms of the toll it took on her energy and the strain it placed on her personal life. In this more profound sense her writing did not come easily. Her letters and notebooks frequently show her concern about how to find her own medium of expression. To 
Johannes Andersen, for example, she is apologetic about her facility with words:




I don't altogether approve of myself, either — how can one approve of a writer who claims a love of verse foremost, but also writes novels and short stories and a journalistic hotchpotch? The novels and short stories mightn't be bad if I could write them as I wanted to — But the journalistic stuff, unless for an occasional thing written with a special purpose, I hate — and fear.

3
						




That private self-doubt and struggle was seldom revealed outside her closest circle of friends, and even then was more often than not concealed by irony or indirection. The letters, notebooks and drafts of her work also provide evidence of how strongly Hyde held to her own views of what constituted good writing, even though these views seemed to align her with a literary position which was under attack as unfashionable and lacking in intellectual rigour.


This essay explores some aspects of what Hyde's manuscripts and papers tell us about her creative process. It looks at how the canon fits together and, finally, it suggests some of the factors which have influenced the critical estimation of her work.


The readership of Hyde's work has undergone a transformation over the last decade or so. Prior to that, many of her works were out of print and her critical reputation was low. She was regarded as a minor poet who was just breaking free of a stifling English Georgianism in her last work. As a novelist she was regarded as flawed and without clear direction; a writer who worked instinctively and who confused fiction and autobiography. At best her fiction was characterised as an impressionistic report on late colonial life and suburban depression. For post-war New Zealanders she had seemed rather too hung up on the 'colonial England hunger' for which she had had the fortune — or misfortune — to give us the cliche of the yearning quest of the godwit. Her life was short and tragic. She was regarded anec-dotally by many who recorded their impressions of her as capable



of being reckless, suicidal and irritating; a writer of great potential not fully realised.



Allen Curnow's description of Hyde in the critically significant 

Penguin book of New Zealand verse
						 of 1960 encapsulated many of these elements:




Her way to print was through the byways of daily and weekly journalism, where there was enough taste to perceive her talent, and enough booksy vulgarity almost to destroy it... By incessant writing, incessant change, she fought to free her vision from its literary swathings — and in verse her worst enemy was the passionate crush on poetry with which she began. Her writing was near hysteria, more often than not, and she was incurably exhibitionistic.

4
						


If Curnow's assessment appears rather crushing, then it is worth recalling that Hyde had earlier described the young Curnow privately as 'quite a promising boy', but dismissed his preoccupation with literary theory as a '. . . solemn preposterous little code of who may do what, when and why. It's like learning to speak by deliberately teaching one's self first to stutter.'

5
						




Hyde did not fit the prescription by which Curnow and others were attempting to identify, or to create, an emerging New Zealand literature. She wrote too much. Her novels were expansive and florid when the taste was for small, highly crafted stories about tragic and lonely people whose response to a bleak universe was to 'crouch down and hold on tight'. She was a woman writer, when that was synonymous with being an amateur. She had let her 'passionate crush' on poetry lead her down the 'byways' of her craft. She was not wholeheartedly a New Zealander (she had published in England), but pined for the colonial's Home in Empire or yearned for a sentimentalised internationalism even as the world collapsed into the Second World War.


This view of Hyde virtually created her as the antithesis of the New Zealand writer, but it has become increasingly unsustainable as the literary history has been renovated and as her texts have been reprinted and reread. The opportunity to explore her manuscripts and papers and to place her works in the context of other texts that were previously unknown has also helped to identify other dimensions of her craft.


My own interest in Hyde's work began with seeking out some of these manuscripts and papers, and trying to piece together how



she wrote 

The godwits fly. I found that a large amount of draft material still existed. It was then — and still is, despite the efforts 
Gloria Rawlinson and others have made to organise it — in a complex state. It comprised hundreds of poems and many incomplete drafts of texts in many genres. Bits and pieces of the same drafts appeared in different collections and under different forms of classification. There were complete drafts of works I hadn't heard of: novels, two autobiographies, about 80 short stories, numerous plays and some strange hybrids — a 'verse chronicle', prophetic verses — as well as notebooks, journals and letters.


The effort to focus on the creative process for one particular novel, 

The godwits fly
						, proved to be impractical. Hyde, I began to discover, tended to write and rewrite whole drafts of novels and other large works with little detailed revision or reworking. It was often hard to tell drafts of one text from another, and the same incidents and images frequently recurred. This 'recycling' of material did not betray a limitation in her vision or experience, however. Instead it exhibited a characteristically 'complex inter-textuality'

6 as Hyde explored some key themes and found innovative ways to refine how she expressed them. Far from confirming that she wrote intuitively and impulsively, these traces of her creative practice suggested a tenacious struggle to achieve certain deliberate effects. They also revealed a person with a strong theoretical interest in her craft and one who was widely read. In particular they revealed her interest in imagism and in symbolic ways of writing; in the genres of biography and autobiography; and in ways of exploring subjectivity.


Here was evidence of the deceptive simplicity of her writing; that it was indeed 'not easily put on paper'. It was a realisation which was, I think, first made by Hyde's friend and mentor of her early work, 
John Schroder, and expressed in an obituary article: 'One of the things I have learned from reading and rereading [her] poems ... is that Robin Hyde was a much more deliberate writer than I had thought. I had not known how carefully she would revise and recast, test and change . . .'.

7 Many examples can be found of the kind of detailed craftsmanship Schroder mentions in the drafting of 

The godwits fly. One of the major challenges which she faced in reworking the novel through several drafts was to clarify its symbolic structure.


In the first version

8 of 
The godwits fly the early chapters focus on Eliza Hannay's mother, Augusta, who is described as the 'first of



the godwits'. Augusta's preoccupation with an unfulfilled journey to an idealised England sets a pattern which prefigures Eliza's dreams of a similar journey later in the novel. Eliza's father, John, is a shadowy presence in this draft and has been killed off by the end of chapter two. This beginning to the novel is abandoned in the next draft and the focus on Eliza as the central character is strengthened. There is a corresponding shift away from an interpretation of the godwit motif as a literal journey to the seat of Empire; a journey which could satisfy the 'colonial England hunger'. It is not Augusta but Timothy Cardew who now makes that passage and this therefore serves to strengthen his characterisation. His is a doomed journey, which begins with his aimless wandering and unfulfilled encounters with those whom he meets. Transferring the literal journey to Timothy more clearly defines Eliza's more symbolic 'journey' of self-discovery which is at the heart of the novel.


As Hyde reworked the novel through successive drafts, more and more of the minor characters (school friends, workmates) and the incidents in which they figure disappear. The result is a strongly realised set of characters (as shown in Figure 1) arrayed around Eliza in such a way as to set up symmetrical tensions and patterns of conflict and resolution which define the compass-points by which to measure Eliza's progress on her 'journey'.


Family and the wider social groupings, older and younger generations, private and public lives: all reverberate with and reflect aspects of Eliza's journey. Augusta's point of the compass is the domestic, and its elements of motherhood, security and conformity find their doomed extreme in Carly. Simone's point of the compass is art, its elements of experimentation, style and temperament cast in strongest relief by her marriage to Toby which threatens to engulf her. Together these women reflect Eliza's exploration of the personal and introspective.


John Hannay's point of the compass is the political. Its elements of social organisation (the brotherhood of man) and communication are sentimentalised in Tom McGrath, the union boss, and comically parodied in the oafish Olaf. Timothy's point of the compass is the physical and sensual. Its elements of action, of experience and of sexuality are reflected in the various worlds he encounters: Birkett, Damaris Gayte, Shelagh and others. Together the men reflect Eliza's exploration of the social and sensual.






[image: Figure 1: Patterns of tension in The godwits fly]

Figure 1: Patterns of tension in 
The godwits fly
						



Stylistically, too, the novel was developing as it went through successive drafts. Long, authorially intrusive passages describing the economic malaise and spiritual poverty of New Zealand are removed. The impressionistic imagism of the separate chapters which mark the phases of Eliza's development are strengthened instead, into what Sargeson was later to call — describing his own stylistic direction — 'symbolic realism'.

9
					


Interestingly, though, many of the passages cut from these drafts were not abandoned. Instead they reappear — in modified forms — elsewhere in Hyde's work. For example, the time-frame of 
The godwits fly was drastically shortened by the removal of several chapters describing Eliza as an established and successful journalist whose travels around New Zealand provide the opportunity for much analysis and commentary on its economic and social life. There are recognisable aspects of this more mature Eliza in the characterisation of Bede Collins and in the events of the later novel 
Nor the years condemn.
					


This brings us back to the earlier observation about the 'complex intertextuality' of Hyde's work which I would now like to explore in greater detail. The redrafting of 

The godwits fly
						





[image: Figure 2: The godwits fly in the context of Hyde's writing]

Figure 2: 
The godwits fly 
in the context of Hyde's writing
							


extended over several years, as the diagram in Figure 2 shows. In itself this lengthy gestation makes 
The godwits fly stand out from most of Hyde's other long works, which were written over relatively short time-frames, often in an intense burst of activity. This was most spectacularly the case with 
Passport to hell which was



completed from interviews with Stark and others, together with information contained in a crudely written account of Stark's exploits by Dawes Bently, over a period of a few months in 1935.

10 From the chronological map of Hyde's work in Figure 2 it can be seen that the origins of 
The godwits fly probably stretch back to a reference by Hyde to the first prose writing she attempted, a novel called 'The windy house' begun in 1929. Nothing but the title of this novel remains. But that itself is suggestive of 
The godwits fly — in its use of the house (in her later work, 'home') as a motif for family and personal identity, and in the 'windy city' association with Wellington (the setting for 
The godwits fly) and with turbulent events. Correspondences of theme and style also align 
The godwits fly to an autobiographical text (MS 412),

11 as yet unpublished, which Hyde wrote close to the time of her breakdown in late 1933.


The novel itself is first referred to in a journal which dates from early 1935 and the first version took shape in two periods of writing during 1935. Hyde was dissatisfied with the result and put it aside for further reflection. She returned to it in 1936, redrafting some key passages in the relative tranquillity of 
W. Downie Stewart's home in Dunedin, then working back over the whole novel and reshaping it into its final form through 1936 and into early 1937. Like her other novels it then went to her literary agent in London and was published by Hurst and Blackett in 1938.


The main stages of writing 

The godwits fly
						 can be seen as releasing two significant bursts of creativity, the first of which was in 1935. In the middle of the first version, Hyde paused to write 'Bronze outlaw' (published as 

Passport to hell). Comments in her letters to Schroder and others make it clear that there were thematic and stylistic concerns common to both embryonic novels. It appears that, as she was able to develop or resolve issues in one text, the lessons learnt could be transferred to the other, enabling progress to be made there, too.


Hyde also wrote another — still unpublished — novel called 'The unbelievers' at this time. If 
Passport to hell drew her towards realism, 'The unbelievers' plunged into fantasy, allowing Hyde to explore some of the complex relationship issues which the first version of 
The godwits fly had begun to confront. 'The unbelievers' gave rise to another 'fantasy' novel, 

Wednesday's children
						, which was completed in early 1936 and submitted for eventual publication in



1937. Writing 'The unbelievers' enabled her to give free rein to a fantasy or wish-fulfilment element that she had sought to portray in 
The godwits fly. When she returned to 

The godwits fly
						 the new draft could take a different stylistic direction.




Check to your king
						, originally written in late 1934 and submitted for a literary competition in America (in which it was commended but eventually unplaced), was also being rewritten at about this time. Again, the revisions more strongly stamp the historical narrative of Thierry's progress with Hyde's preoccupations with identity and relationships. In the original version of 

Check to your king
						 Hyde had confronted the issue of how to write biography. In particular, the problem of authorial distance was addressed by an unabashed element of empathy with the subject, an approach which has been treated with suspicion and disdain by more orthodox biographers. For instance, 
J. D. Raeside, in his 1977 

Sovereign chief: A biography of Baron de Thierry
						, makes absolutely no reference to Hyde's work, except to comment in passing in an Appendix that her account was 'romantically embellished, and of no value'.

12 What Hyde was attempting as a biographer has not been understood on its own terms. However, she appears to have felt that the rewritten version benefited from her experience of writing the biography of Stark in 

Passport to hell
						, which she described in a letter to Schroder as 'harder, barer, more confident'

13 than her other work of the time.


Hyde's interest in New Zealand's colonial history, which had begun with the discovery of Thierry in the Grey Collection (Auckland Public Library), prompted her to begin another novel called 'These poor old hands', of which nothing now survives, so far as I am aware, but which was about life in Auckland in the 1840s. Though she appears to have abandoned this project, it is interesting that when she travelled to Dunedin in mid-1936 to stay with 
W Downie Stewart, she explored the New Zealand archives in the Hocken Library collection, with the express aim of repeating the formula she had found in writing 

Check to your king. She did in fact negotiate with the trustees of the collection for use of 
Edward Markham's journal 'New Zealand or recollections of it'.

14 When permission was not given, Hyde wrote the poem '
Arangi ma', based on an incident from the journal, which she posted defiantly to the Hocken Library Committee, before directing her energy and free time back to redrafting 
The godwits 
fly.
					





After 
The godwits fly was completed, Hyde wrote the beautiful and moving autobiographical text 

A home in this world.
						

15
						 In this she revisits some of the material first presented in the 1933-4 autobiography MS 412, but the strength and confidence of the later text mark the extent to which her writing had developed as she worked through the fictionalised autobiographical elements of 
The godwits fly.
					


The complex intertextuality of her work was therefore a means of progressing certain stylistic and thematic concerns in different texts and genres simultaneously. This characteristic of her work means, as I have begun to suggest, that patterns, motifs, incidents and even characters shift and recur from one text to another.


The second great burst of creativity which followed the completion of 
The godwits fly in 1936-7 provides ample evidence of this recycling technique that enabled Hyde to uncover deeper levels of experience and to intensify her treatment of key themes.


At about the same time that she wrote 
A home in this world she also completed 

The book of Nadath
						, a prophetic prose-poem. To pick up on only one strand of this text, Hyde returns to the godwit image from 
The godwits fly and finds a powerful symbol for continuity and unity in the bird's journey — not to England this time, but to Siberia, as the bird does in fact migrate from New Zealand.


Another central motif in her work, the 'home' and issues of identity which accrete to it, recurs in the poem sequence 'Houses by the sea', on which Hyde was also working at this time, and which is regarded as amongst her finest poetry. At this time, in 1937 also, another unpublished work called 'De Thierry's progress' was written. This 'verse chronicle' reworked source material from 

Check to your king
						, but in it the focus shifts from the baron himself to his family, and in particular to his daughter Isabel, whose characterisation draws heavily on Eliza from 

The godwits fly.
					


The other major published work from this period is 

Nor the years condemn. In this novel, too, incidents and themes recur from the other works. The book is a sequel to 
Passport to hell in that it focuses on Stark and places him as an observer and inhabitant of post-war New Zealand. But Stark's experience is framed and interpreted by other characters. Bede Collins is recognisably the older Eliza Hannay who first appeared in the first version of 

The godwits fly
						 and whose attitude to experience draws strongly on the



narrative voice of 

A home in this world. Stark himself is paralleled in 

Nor the years condemn
						 with the character Macnamara who is in a sense his 'ideal self. In her restrained and careful stylistic treatment of this characterisation Hyde again demonstrates how far she has developed as a writer. Hyde had first used such a doppel-ganger character in 'The unbelievers', but the relatively shallow characterisation there makes the device less essential to the structure and meaning than it is in 
Nor the years condemn.
					


Issues of personality and gender have been examined frequendy enough in the past to explain the relatively poor or negative response her work has received. A factor which has been overlooked more often is the timing of publication of her work. Most of her major work, especially in prose, was published late in the 1930s, when Hyde herself was out of New Zealand and away from the notice of some key commentators. The views of several influential critics were evidently formed on the basis of her early work and did not change. For instance, 
Charles Brasch, though he describes in his memoir 

Indirections
						 his association with Hyde in the last few months of her life, didn't really know her prose at all after 
Journalese and 
Passport to hell. His assessment of her talent is therefore condescending and dismissive:




. . . her early verse in its jaunty facility, thick with the cliches of a literariness she was never able to strip away completely, was a form of journalism . . . [she was] slowly schooling herself to write more honestly and directly out of experience [but] . . . journalism that neglects its own virtues in trying to be literary usually succeeds only in being bad journalism.

16
						




Hyde was also unlucky that her most mature work appeared when the more pressing political imperative of world war was on the horizon. 

Nor the years condemn
						 was in fact one of the early casualties of the war, as stocks of the novel were destroyed when the warehouse they were in was bombed. 

Houses by the sea
						, a collection of her most mature poetry, was invisible to critical assessment until it was finally published by The Caxton Press in 1952, thirteen years after her death.


Though Hyde was published in Europe and died there, her sympathies lay elsewhere. If any country other than New Zealand captured her heart it was China. But 

Dragon rampant
						, the book about her experience in China, was simply neglected by an



English audience — and a New Zealand readership too — whose attention was directed at European war.


These historical factors in the critical reception of her work can be — and have been — corrected to some extent by a longer perspective. Today more of Hyde's work is in print than ever before; the autobiographical 

A home in this world
						 appeared in 1984 and 

Disputed ground
						, a collection of her journalism, in 1991. To these new dimensions of her work have been added reprints of all of the published prose except 
Journalese. More than ever before the materials are at hand with which to set about a reassessment of her work.


The prescriptiveness of the literary-critical debate has also shifted somewhat. For Brasch's generation some genres were high art and some simply were not — and 'bad journalism' was 
all journalism. In the emerging high culture of New Zealand literature there was little regard for biography and autobiography, which were the ground on which Hyde built her art. More recently there has been less concern for formal purity and a greater readiness to engage with Hyde's hybrid forms — verse chronicle, prophetic prose poem, fictionalised autobiography — or at least a greater willingness to accept that she might have been deliberately hybridising, rather than simply being inept.


Hyde is now being carefully and intensely read and her work is being interpreted from a number of perspectives. Most importantly, her work itself is being reprinted and is widely available to readers. Much work remains to be done by careful and thorough editors, and Don Smith's edition of 

Passport to hell
						 has pointed the way to new standards in this regard. But even more than good editors, writers need attentive readers.


No good writing is ever 'easily put on paper', but it is not altogether easily got off the paper either. It seems to me that the bargain Hyde struck with us as her readers was a fair one. She was prepared, as she wrote in one of her journals, to ' . . . write blotched attempts at poetry from a starved and strange body . . . [and to] practice poetic five-finger exercises hours a day until the fingers of (her) soul ache[d]'.

17In return what she asked was 'an effort towards understanding' from readers. This painstaking task she once called '. . . a sort of psychological reconstruction, like building up the moa from its eye-tooth'.

18
					


Since the moa, like all other birds, didn't actually have eye-teeth, that seems a suitably memorable and bizarre image to end



on. If Hyde meant to suggest by it that such ideal readers might be as rare as hen's teeth, then I would prefer to think that she was mistaken.
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The story goes that during the 1920s and early 1930s something worthy of the title 'New Zealand poetry' emerged for the first time, and that it owed almost nothing to the poetry that preceded it. I am going to repeat this story as a detail of contemporaneous perceptions, and link it with another story — about typography, and how it was perceived at the same time. For economy, I am using the term 'typography' to stand in for all aspects of book production, and where I use it in the narrower sense of the disposition of typographic materials, that use will I hope be clear from its context. In a way, this essay might be seen as one of a number of possible footnotes to 
D. F. McKenzie's phrase 'the book itself is an expressive means'.

1 What can be asserted at the outset is that the New Zealand book as an expressive means has been barely accounted for.


McKenzie's phrase can usefully be distinguished from Marshall McLuhan's 'the medium is the message'. The medium that is the book certainly carries with it a good deal of historical, social, economic, political and cultural information. But it is the added data of each book's particulars, its physicality, its materials, its manufacture, its layouts and so on, that make McLuhan's thesis for the present purpose a short one, and McKenzie's thesis an expanding one. For McLuhan, the account of the book in New Zealand has already been written in the story of the origin of the



printed book in Europe. For McKenzie, the account of the book in New Zealand has just begun.


All stories can be made to intersect, but those of the poetry and its typography are not usually paired in local commentary. It is more usual to focus on the poetry and its criticism. Where typography is mentioned, and it is mentioned quite a lot, it is invariably as an adjunct, a matter of presentation, an 'appropriate' means that somehow matches but is not part of the merit, value, or meaning of the poetry. Nevertheless, the poetry of the 1930s will be under-read until it is located at a triangle of attentions whose points are poetry, criticism, typography.






Poetry


The critical perception that the words 'New Zealand poetry' came to signify a working concept in the 1930s goes back at least to 1940 and 
E. H. McCormick's 
Letters and art in New Zealand.
						

2
						 There he attributes to the 1930s writers of verse 'a vigour and an intellectual distinction hitherto unknown', and lists Eileen Duggan, Robin Hyde, D'Arcy Cresswell, Evelyn Hayes (pseudonym of Ursula Bethell), J. R. Hervey, J. C. Beaglehole, A. R. D. Fairburn, R. A. K. Mason, Allen Curnow, and Denis Glover as examples.

3 A few pages on, McCormick says more about this 'intellectual distinction':




The writing of poetry has been for them not the random activity of inspired moments but a serious and exacting occupation. . . . They have brought critical intelligence to bear on their writing, and they have broken down barriers that divided New Zealand verse from some of the most vital interests of the New Zealand people.

4
						




Nineteen years later, his opinion is unchanged:




In a few agitated years a handful of men and women produced a body of work which, in an intimate and organic sense, belonged to the country as none of its previous writings had done. They created the nucleus of a literature where there had existed before only isolated achievement.

5
						




McCormick's view, first stated in 1940, became general throughout that decade, and still carries a determining force both for how to understand the poetry of the 1930s and for how to assess the



poetry of the present day. This latter position has been deeply contested among New Zealand poets and critics since the late 1960s, but rather than argue the case one way or another here, I want instead to highlight the power of McCormick's position to survive more or less intact in a very altered national and international context in the 1970s through to the 1990s.


But what were others saying at that time? 
J. C. Reid's 
Creative writing in New Zealand: A brief critical history (1946) shared McCormick's position: 'In general, New Zealand poetry in the first quarter of this century did not reach that maturity which was promised in the work of W Pember Reeves and Jessie Mackay .... The past twenty five years have witnessed a great transformation in New Zealand verse'.

6 Reid's own list of the transformative poets is: Alan Mulgan, Duggan, Bethell, Hyde, Mason, Fairburn, Charles Brasch, Curnow, Glover, Cresswell, Beaglehole, Arnold Wall, Hervey, and Douglas Stewart — all of whom, except Mulgan and Duggan, had appeared in Allen Curnow's Caxton Press anthology, 
A book of New Zealand verse 1923-45 (1945)-


Poet 
D'Arcy Cresswell went further, and named the poet who started it: 'New Zealand wasn't truly discovered until 
Ursula Bethell, "very earnestly digging", raised her head to look at the mountains'.

7 To propose that Cresswell was less than eccentric in this pronouncement, one could turn to 
Vincent O'Sullivan nearly four decades later: 'Bethell stands with 
R. A. K. Mason at the beginnings of modern New Zealand poetry.'

8 And from there the focus can narrow down even further to McCormick's defining moment of 
Phoenix: 'One of the first hints of a new impulse in New Zealand letters was the publication early in 1932 of the magazine 
Phoenix by a group of Auckland students and their sympathisers'.

9 Thirty-five years after, 
M. H. Holcroft repeated the claim: 'In 1932 came the first issue of 

Phoenix
						, edited by 
James Bertram. At this point a new influence entered our writing. Ideas which previously were formed in isolation could now be tested publicly: a literary impulse was for the first time organised, and at a crucial period.'

10
					


These comments by O'Sullivan and Holcroft attest to the endurance of the position outlined by McCormick and supported by others like Cresswell and Reid not long afterwards. A new, intelligent poetry had emerged, grounded in its place of origin, owing little or nothing to the New Zealand poetry that came



before it, and which had as herald the appearance of the periodical 
Phoenix in 1932. What is not referred to, and is one of the great aporias in our commentary, is that the poets of the 1930s in New Zealand were also readers of a new poetry, a post-Georgian British poetry in the hands of a new breed of poets who also had new things to say and new ways to say them. The list is Allen Curnow's, the date 1981: Ezra Pound, T. S. Eliot, W. H. Auden, Louis MacNeice, C. Day Lewis, and Stephen Spender.

11
					






Criticism


The next part of my triangle of attentions is the contemporaneous criticism of the day. Instead of discussing actual critical essays and reviews, I want merely to record perceptions of the critical climate, its milieu, what those present thought about it. 
McCormick in 1940 is very sharp on the subject: 'Critical writing on New Zealand literature is small in bulk and almost invariably poor in quality.'

12 And on book reviews: 'The reviewing of New Zealand books has always been unsatisfactory, partly through the absence of any accepted standards, partly through the lack of journals in which such standards could be defined and maintained.' He avers however that three South Island newspapers, the 
Press, the 
Otago daily times, and the 
Southland times, have 'continuously maintained a tradition of serious reviewing'.

13
					



J. C. Reid agrees: 'Perhaps more than anything else of recent years, New Zealand has lacked able critics to puncture our complacency, to set high standards of endeavour, and to spur writers on to more considerable efforts.'

14 Aside from the somewhat parental assumptions about appropriate relations between authors and critics (an assumption one can fairly say, that still holds in a great deal of writing about poetry in New Zealand), and whether critics like Curnow and McCormick fit in to his generalisation, Reid and McCormick expressed very similar general views on the state of criticism.


Curnow disagrees: 'The last fifteen years have seen the beginnings of a maturer, more exacting criticism in New Zealand, parallel with and in part a consequence of the appearance of a more hopeful verse', and cites McCormick as one of those more exacting critics.

15
					


In general, local commentators tended to agree that there wasn't much good criticism at the time, but that which did



measure up was very much in tune and in time with the new writing being published. Of course, that the critics who decried the lack of good criticism were themselves functioning as fully fledged critics is perhaps something we can understand as a kind of modesty which does not really fit with the confidence of their pronouncements.






Typography


I have elsewhere elaborated a number of connections between typography in New Zealand under Glover and Lowry and book production as a then recently revived field of scholarship.

16 What was signalled in that essay was that New Zealand, as much through the scholarly publicity of the Monotype Corporation in England as anything else, was in some quarters well up with the international play.


Begun at the end of the 19th century through the investigations of Emery Walker, William Morris and Edward Johnston in England, and D. B. Updike in America, a new impetus was given to the study of type, histories of type design, the development of letter forms, and other aspects of typography. Although interrupted by the First World War, this initial energy was picked up by Stanley Morison and others, and quickly translated into the particularities of contemporary book production. The Monotype Corporation's revival of historically based type manufacture, the work of such book designers as Updike, Bruce Rogers, and Francis Meynell, the magazines 
Colophon, Fleuron, Alphabet & image
						, and the long running 

Penrose annual
						 were known about and acted on in New Zealand in the 1930s.


The local typographers — Lowry, Glover, 
Ron Holloway, 
Bob Gormack, 
Pat Dobbie — were not isolated from the larger, international stream of typographical literature and practice. It was not simply a matter that these men were somehow 'better' than other printers. Most printers then, as now, had and have no interest in the history of their business, of the intellectual side of their own activity. What separated our significant typographer/ printers from the rest were not just 'standards' or a more refined kind of sensibility, but standards and a sensibility derived from a specific nexus of historical investigation, scholarly publication, and ever fresh examples of practical results in new books and the articulated values associated with them. Furthermore, they were



not simply part of a new milieu in this country, in which they stood out as outstanding practitioners — there was no such milieu, 
other than the one they themselves created on their own ground. It was clearly a conscious exercise, undertaken against a background that they knew only too well.


These days, successive editions of poets such as the late 
Kendrick Smithyman and 
Allen Curnow actually obscure our typographic history at the same time as they act to preserve the poems. One of the sharpest demonstrations of this I have seen was in 1990, at Under Silkwood bookshop in Parnell, Auckland, at the launch of Allen Curnow's 

Selected poems 1940-1989.

17
						 Within this book, the poet had decided not to keep to the chronological order of the poems' composition. At any point in the book the poem could have come from any time. The book and the life were discontiguous. In the downstairs part of the shop, while the selected poems and the selected guests were milling about upstairs, a small display of books, in a neat, strict chronological order, exhibited almost every single book that Curnow had published in his lifetime. That display, that row of books tracing a single line at a single height around the room, was a row of typographic and print production values on which a history of literary typography from the 1930s to 1990 could be written.


To retrieve the typographic history we have to look again at the early books. They look different, feel different, behave differently in the hands, than current ones. We, in reply, respond differently to them. Yet without them, our usual condition, it is hard even to imagine that a typographic history is there to be written. But whatever we find in the looking, central to the discussion is also what we know — that the new printerly values of the 1930s were introduced by the poets themselves and their friends. The new poetic values, the new typographic values, were in the same hands.


Denis Glover, poet and printer, had a dual role in shaping the canon in the 1930s that is not yet to my knowledge written up large enough for us to see clearly. A February 1941 Caxton Press catalogue linked two of my triangle of coordinates, poetry and typography:




Two objects have been foremost in the policy of the Caxton Press: first, to make available as widely and therefore as reasonably as possible what prose and verse the directors of the Press have considered of interest and value. Second, to see that the work of printing



is as well carried out typographically and technically as has lain within our powers.'

18
						




The critics took notice. 
McCormick, 1940, on 
Phoenix: '. . . it revealed an interest in typography rare in New Zealand up to that time'. And on the presses of Lowry and Glover: 'Besides the function they served in bringing out work beyond the range of established publishers, they were partly instrumental in raising New Zealand's deplorably low standards of book production.'

19 Nineteen years later McCormick rewrote that last sentence, changing 'partly instrumental' to 'largely instrumental', firming up the view considerably.

20 But even in 1946, in 

Book: A miscellany
						, Glover was confident enough in the general climate to write: 'That we have not only a more general interest in the appearance of printed matter, not only a few critics of typography but several zealous practitioners, is almost entirely due to the impetus provided by Lowry in the early thirties.'
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The 
book of poems


The quotes given above on the merits of the new typography need to be seen as markers, more as evidence, as hints of a deeper pattern of behaviour than they are as final assessments (with which one might agree or not) of the work of the day. A particularly good clue comes (as does so much from the time) from 
Allen Curnow in his introduction to 
Denis Glover's 
Selected poems in 1981: 'Traces of the "thirties" here and there perhaps? When we all began reading Pound and Eliot, or shared our modernity with Auden, MacNeice, Day Lewis or Spender?'

22 Poets do not 'share their modernity' (a phrase which nicely puts the spanner in any works that talk too cheaply of mere 'influence') with poets of other countries without, not to put too fine a point on it, reading their books. One could say, 'reading their poems' and, ordinarily, that is what we would say. But a modernity, shared or resisted — there were those who resisted (Robin Hyde and Eileen Duggan did not much care for it) — is not a straightforward matter of writing poems, any more than is postmodernity in our own day. A wider practice, a deeper and more comprehensive level of cultural, social and economic engagement was at work throughout the West after the First World War. Modernity then was a general condition, of which New Zealand had its own local



variation. In terms of poetry, part of the new cultural game was in how the books were printed, and the values those books represented as printed objects.


When New Zealand poets read Auden and his contemporaries, what books, what sorts of books, did they literally have in their hands? What were they looking 
at, one might say, while they were looking 
through the texts for meaning? During the 1930s Auden was published by Faber & Faber (several times), Oxford University Press, Michael Joseph, and in the United States, Random House; MacNeice was published by Faber; Day Lewis by Oxford, Jonathan Cape, and Leonard and Virginia Woolf's Hogarth Press; and Spender by Faber, Hogarth, Jonathan Cape, and Victor Gollancz. All these publishers had wide, positive and well-deserved reputations for the design and typography of their books as well as for the interest, value and merit of their texts. And it was precisely these books that became models, thereby, for Glover and Lowry in the printing of New Zealand literature. The prospect of being printed at Caxton to the same standards as Auden had been by Faber was as much a part of the achievement of publication for any poet as any other factor. And the family resemblances between the British book and the New Zealand book should not be any more lost on us than the family resemblances between the British and the New Zealand poem of the day. When McCormick, Reid, Curnow and others asserted a new poetry, a specifically New Zealand poetry (without, it is important to bear in mind, sliding into anything like a 'nationalist' poetry) in the 1930s, they tended to do so by stressing the local achievement, while eliding the international character of the move to a national verse.






Presentation or content?


Because we are able to discriminate between a text and the book we read it in, it does not follow that the distinction is absolute. For the latter assertion, we need other evidence. Yet, that the distinction is absolute, is as primary an assumption in New Zealand letters as any other. Book reviews, essays, academic articles, surveys and so on of New Zealand poetry are relentless in their focus on disembodied texts, except as some aspect of book design might draw attention to itself. But we are only able to engage with texts because we have bodies, and we are only able to



experience them because there are books. Reading is not an 'out of body' or an 'out of book' experience.


Nevertheless, the distinction can be supported. After all, a poem can appear in a number of contexts — a literary magazine, as a quotation in a review, in a book, in an anthology, in a selected poems or a collected works and so on. If in each case the text is unchanged in all its formal aspects (for example, line-breaks, punctuation, word sequence, spelling) then we do have some justification for saying that it is the 'same' text or poem, regardless of context. And, on one level, it is. I would not want to disallow the evidence presented to the seeing eye. But why 
should we read poems 'regardless of context', when context is what provides us with the world outside the poem which permits us to read it in the first place? And we have all, have we not, had occasion to complain that we have been quoted 'out of context'? It seems to me abundantly clear that a poem that appears in a 'selected poems' of a single author will be capable of very different readings from the appearance of the 'same' poem as it appeared between two pieces of unrelated prose in a magazine twenty years earlier. But this is not the only kind of complication we might have to deal with when we come to notions about the stability or instability of texts.


Textual editor Thomas Tanselle maintained:




Every verbal text, whether spoken or written down, is an attempt to convey a work .... The act of preserving .. . documents . . . does not preserve works but only evidences of works .... Those texts, being reports of works, must always be suspect; and, no matter how many of them we have, we never have enough information to enable us to know with certainty what the works consist of.
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Here he locates a work of literature as being not only independent of the document it is written or printed on, but of any document whatsoever. There is never a definitive version or document that could ever tell us that the work could even be the 'same' as itself. For there is no identifiable template or paradigm that any other 'version', even an exact one to the seeing eye, could be compared with to establish 'sameness'. Printing scholar and typographer Stanley Morison, however, believed that a report on a work, the document that carries it, can certainly be reliable, if only the skills of the editor and the typesetter are reliably accurate. Tanselle's view, however one wants to argue with its neo-Platonic sense of



the text (and many have, notably Jerome McGann), is of interest to me here because he is also implying that each version of a text is only an approximation of a work, and therefore must be capable of different readings.


Another kind of question is raised by poet Susan Mitchell:




Whenever I read 
Walter Benjamin's 'A Berlin Chronicle', I experience the world of his childhood through my knowledge of what will happen to him in later life . . . Could I learn to read it in a more innocent way? Or will Benjamin's Berlin always be a ruin for me? But doesn't this also happen when I reread a novel or a poem and know how it ends? If the work ends tragically, then when I reread it, its end is always present for me in its beginning.
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Context, as poet Robert Creeley said somewhere, is everything. And the book, as 
D. F. McKenzie said somewhere else, 'is an expressive means'. These issues, and there are many others relating to textual stability, 
the text or 
the poem, are important certainly, but I want also to say that they are also part of the normal, everyday, non-esoteric, common or garden business of living with a single text in a single edition that is read and reread over a considerable period of time. Why do some of us only like to read 
this text in 
that edition? Reading it in another we are apt to say that it's just not the same thing. And when we do say that kind of thing, we generally mean it.






The pattern repeats itself


It might be thought, still, that the adoption of new standards in book production that accompanied new standards in New Zealand's poetry in the 1930s remains simply a coincidence: that the twin histories merely ran parallel, that the new poetry could easily have happened without the typographers. One could point out that the new British poetry of the 1930s also came with a new standard of book production, based very much on the technical and scholarly achievements of people like Stanley Morison and companies like the Monotype Corporation and Cambridge University Press which was the first major client of the Monotype historically based type revival of the 1920s. One could also point out that the poets and the enthusiasts for the new kind of book in New Zealand were the same people. At least as interesting, from



my perspective, is the first major challenge to the poetry of the 1930s and their readers and their publishers in 1969-70. The challenge was radical, and one of its primary signs was a radical change in the way poems looked on the page — in both the typography of individual poems, and the context in which those poems appeared on the page, especially in the layouts of the new periodicals: 

Freed, Edge, Frontiers, Cave. To compare the pages of 

Landfall
						 with those of 
Freed, or any Caxton book with 
David Mitchell's 

Pipe dreams in Ponsonby
						, or with 
A charlatan's mosaic is to see, first-hand and directly, before any reading as such is done, that something very different had happened.

25 This shift was exactly the same kind of shift that had taken place in the 1930s. A rejection of or reaction against the poetry of prior generations, the taking over by poets of the means of production, and a sharing of the postmodernity of writers from Europe and the United States, but not at all from Britain.


Where the 1930s poets completely displaced their predecessors, the later shift had the effect of polarising the literary community, an effect that has lasted to the present, and which remains divisive. In a climate where approval or disapproval operates in a general sense, it is difficult I grant to see that the emergence of both sides of the divide might have been produced by the very same kind of historically contingent patterning. Why that might be valid in one case and not in the other has yet I think to be addressed.
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'Mulgan, Marris, Schroder': Repudiating the literary establishment




Lawrence Jones
					
				


The 'new men' of New Zealand literature who began publishing in the early and mid-1930s in 

Phoenix
						 and other University college publications, in 

Tomorrow, the radical Christchurch weekly edited by 
Kennaway Henderson, and in 
Denis Glover's Caxton Press publications, like most literary revolutionaries were better at defining themselves against current movements than they were at defining their positive goals. Although there were some primarily positive literary manifestos — such as 
James Bertram's editorials in 
Phoenix in 1932, 
A. R. D. Fairburn's 'Some aspects of N.Z. art and letters' in 

Art in New Zealand in 1934, and Allen Curnow's 

Poetry and language in 1935 — the 'new men' most insistently defined themselves by opposition, whether to an idea or literary movement such as 'Georgianism' or to the journalistic-literary establishment and the individuals representing it: the triumvirate 'Mulgan, Marris, Schroder'. The young rebel writers of the 1930s and some of their elders from the 1920s had a natural generational resentment of the older men who seemed to them to form what literary establishment that there was. The Auckland poet 
R. A. K. Mason in an unpublished essay from about 1930, 'Why we can't write for nuts', bemoaned the lack of a strong New Zealand literature ('our present stagnation is spiritual death') and blamed that state on 'the gentlemen whose sacred mission it is to direct literary standards in N.Z.'. These men — whom he refrains from naming 'for reasons connected with the law of libel' — were 'for the most part old men



(or youths prematurely old) who have never even studied literature deeply' and who cannot themselves write, but they imposed on New Zealand writing a worship of the safely dead past and a fear of anything modern. They, Mason thought, were the primary reason why New Zealand writers were 'conquered and soul-sick' and failed to develop but rather continued 'to swell that almost unmitigated mass of sickliness which we so loftily dub "New Zealand literature'".

1 It was the younger Christchurch poet-printer 
Glover who named this enemy. His 1935 pamphlet, 

Short reflection on the present state of literature in this country
						, in four brief stanzas set up the triumvirate as the men 'who hold within their hand / the Literary of the Land / and lead this little pilgrim Band', the men who kept New Zealand literature 'solemn, solemn, solemn'.

2 A few years later, in a letter to 
Frank Sargeson, he confirmed that his Caxton Press was a weapon in a generational war against those represented by his named triumvirate: 'I am right out to break this Mulgan, Marris, Schroder, 
Johannes C. Andersen ring of old men & let some of the younger writers have their say.'

3 (Andersen, of the same generation as the others but more ethnologist and historian than literary person, may seem an odd addition to the triumvirate, but Glover probably had in mind his influence as Librarian at the Alexander Turnbull Library and perhaps his poetry, which exemplified much of the genteel literary tradition which Glover so disliked.)


Glover's anger against the 'old men' probably went back at least to 1933, when 
Charles Marris refused his 'Nuit d'amour' for his annual anthology 
Best poems, explaining that it was 'narrowly excluded ... at the last moment' because 'competition was unusually keen'. On the back of the envelope Glover wrote 'Charlie bloody Marris!'

4 In 1934 Marris included a Glover sonnet, Glover reviewed the anthology critically in 
Canta and Marris, as Glover later recounted, 'crushingly retorted, "New Zealand poets have a right to be judged by their peers'". Angered by this man who was 'leading New Zealand's poetry along the daisied path of pallid good taste', printing 'leisurely-whimsy, feminine-mimsy stuff and being 'presumptuous enough to proclaim [it] "Best Poems'", Glover carried out the campaign to oppose him and to 'impart new vitality to New Zealand verse' in the pages of 
Tomorrow as well as in Caxton publications.

5 In his 'Pointers to Parnassus' article in 1935 he pointed out that New Zealand literature was to a great extent 'under the patronage of our daily press', and went



on to call journalism 'that literary mincing machine'.

6 In the following year he called for poets who wished to escape the confines of the 'poetic' and make genuine social comment to rebel 'against the older men who wheel our poetry in a pram, and wet-nurse our sucking young poets foolish enough to be flattered by their endearing noises'.
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Glover's major blow in his unilaterally declared war was 'The arraignment of Paris' in 1937, the period's liveliest literary satire. The narrative line, insofar as there is one, is of Paris (Marris) leading a group of his women poets on a literary picnic in the countryside, 'a sort of Scout and Girl Guide rally'. They are looking for an idealised Georgian pastoral countryside but find a world of mortgages, noisy tractors, dung, and the castration necessary 'to turn our little piggies into bacon'. Such things upset Paris, who sees them as 'lacking in poetic charm', although, as the narrator points out, castration should not bother him, for 'It's what he's done to literature for years'. At that point, Glover gives up the pretence of narrative, points out that there are 'poets in the land / whom Paris doesn't know or understand', who 'can leap a five-barred gate of rhyme / and still can keep on whistling all the time' (perhaps a tribute to Fairburn especially), and closes with an attack on Marris and the other journalist-critics as 'a kind of currant bun of journalese and poetry in one' and with an invitation to Marris to answer back in kind.
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Marris's answer seems to have been not a counter-satire but the threat of legal action. 
Sargeson, who by then was establishing himself as a short-story writer in 
Tomorrow — with which Glover was associated as a committee-member — had read the satire in manuscript and wrote to Glover from Takapuna, urging him to print it, saying 'Marris' job is simply to hit back harder & better which of course he can't do'.

9 Late in December he wrote again to Glover, offering to testify for him if Marris sued, and saying that 'Marris reveals himself as the swine that he is'.

10 
Fairburn similarly wrote to Glover from Auckland after he had seen manuscript and galley versions and praised the satire as the 'best thing done in N.Z. so far, by a long way', and then later commiserated with him about a possible suit, criticising Marris for not being 'gentleman' enough to reply in kind as he should.

11 Fairburn himself had the year before written to Allen Curnow rather more strongly about the bad effect of newpaper editors on 'the state of N.Z. letters', saying that it is one thing to have to get your boots



muddy (as Curnow was doing in writing his 'Whim Wham' satirical poems for the Christchurch 
Press), but it was something else to 'actually eat mud — and like it':




I know an editor or demi-editor in Auckland who has tired of the flavour of mud and is content nowadays with nothing less than catshit. He keeps a regiment of tabbies in the Ladies Editorial Dept. and they produce a barrowload for him weekly. He dines on it every Thursday night and then vomits it all over the Saturday Supplement.
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However, his advice to Glover now was that, the libel laws being what they were, he might have to make a public apology to Marris.


In the event, 
Robin Hyde, then a freelance writer in Auckland, seems to have dissuaded Marris from legal action, or so Sargeson thought, for he wrote to Glover in February 1938 saying that he was 'glad she called Marris off in a way . . . She has a lot of influence with him'.'

13 Hyde had been involved with both Marris and Glover. She had known Marris since 1927, he had helped her to get her second book of poems 

The conquerors
						 published in 1935, and she had dedicated the book to him. She had reviewed his anthology, 

New Zealand best poems 1936
						, very favourably with much praise for him. Her contact with Glover had been of a decidedly more mixed nature. She had met him in Christchurch in 1936, and later that year had reviewed his pamphlet of poems, 

Six easy ways of dodging debt collectors
						, and had praised the 'quick likeable humour' and the 'good music', although she did not like the mannerisms and the gloomy tone relating some of the poems to 'strictly modern verse of the Spender-Auden-Lewis school'.

14 In April 1937 she had slipped a brief barb against his prose satires published in 

Tomorrow
						 under the initials 'P.K.', calling them 'little anti-feminist excerpts' in a 
Tomorrow article devoted primarily to praise of the periodical 
Woman today.
						

15
						 In July 1937 she had favourably viewed some of Glover's work in reviewing 

A Caxton miscellany
						, but a month later in reviewing the second of the 
Verse alive anthologies (selected from 
Tomorrow by Glover and 
H. Winston Rhodes) she had made fun of his sentimentalisation of the proletariat in the ending of 'All of these' — an ending he cut from the versions printed after 1940. She had also mocked one of his satirical quatrains from 'Rotary' as worthy of 

Manuka blossoms
						, a truly dreadful vanity anthology of 1936. Glover seems to have been upset by the



criticism: in a letter in August Sargeson had consoled him by calling it an unfair charge and had agreed that Hyde herself 'deserves to be placed' in 
Manuka blossoms (which Sargeson in the letter called 'Kowhai Blossoms', perhaps confusing it with 

Kowhai gold). Sargeson had even written a letter to the 
New Zealand observer the next week protesting against such a critical review being printed anonymously when the critic might have 'some pretension towards verse-making himself (or herself)' and should be identified.

16 Hyde in turn had been upset with a charge in 
Tomorrow in August 1937 that she had ghost-written a biography of Sir 
Francis Bell by 
Downie Stewart (there was an editorial apology in the issue for 1 September 1937) and then with Glover's treatment of her in '
The arraignment of Paris' as 'one who's fairly good, / a desolated star, a Robin Hood'.

17 (Her first volume of poems in 1929 had been entitled 

The desolate star and other poems.) A sharp exchange of letters had been the result. Writing to him in August 1937 in angry answer to his advance 'warning' about the poem (he seems to have sent her a draft of at least what he had written about her), she had said she would not read or review any more of his work and informed him that 'Robin Hyde is not a pen name, but rather intimately associated with my private affairs' and that she thus would prefer that he not 'divert [him]self with the name 
in itself'. She ended by asking him to 'keep your self-advertisements off my grass — I do like my grass'. On the back of the envelope she had written a quotation from Jacob Wasserman concerning envy, and Glover at some time wrote in pencil beneath it 'Our lady writers — A bunch of bores / in stuffy drawers'.
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Now in January 1938 she wrote a long letter in response to the printed version of '
The arraignment of Paris' after Glover had sent autographed copies to her and to Gloria Rawlinson, saying that she found the satire 'fun in spots, a bit feeble in others', and too vague about its target: 'Was it at Marris, at Marris because he prints the poems of women as well as those of men (including one of yours, if I remember) or just at women?' She included a long narrative about standing up to the male bullies in her childhood, the point being that Glover and the Caxton poets were similar male bullies looking for scapegoats on whom to vent their frustrations, and she again would stand up to them. She then went on to comment on his verse — she had liked a brief poem about China, disliked both his more ideological poetry and his light verse — cheekily offering to take some of his poetry to England



to seek publication, saying she could put it 'between a little of Eileen [Duggan] and a whiff of Eve [Langley]', two of his explicit targets in his attack on the literary 'atmosphere of petticoats and frills' in 'The arraignment of Paris'. After a brief reference to the humour of Sargeson's parody of 

Passport to hell
						 (which he seems to have shown to her before its publication in 
Tomorrow), she indicated that Glover, Sargeson, and Fairburn had quite misunderstood Marris's supposed threat to sue: 'And Mr Marris, of course you will have been informed by now, was pulling your leg — he was delighted when I told him how excited Sarge and Fairburn were'.

19 The next month she referred publicly to the satire in an article on 'New Zealand authoresses' in the 
Mirror, criticising its prejudice against women as 'regressive' and implying that literary envy was behind Glover's attack: ' . . . the most admired satires were usually those written by well-proved writers, who attacked social evils, not publishers who refused their verses, and fellow-writers a little more successful'.
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As with the attacks on the Georgians by Curnow and Glover, Glover, Fairburn and Sargeson had good reason to set up Marris as a literary enemy, but, as with the Georgians, the matter is more complex than their rhetoric allows for. Marris was certainly a figure aligned with traditions that the 
Phoenix and Caxton poets were repudiating, but he was scarcely a benighted and tyrannical representative of them and he was a man thoroughly committed to literature and to the development of younger writers. Born in 1875, Marris was late Victorian in his tastes. He had published much verse when he was younger, placing 25 poems in the 

Bulletin
						 between 1907 and 1911: graceful, traditional exercises with 
fin de Siècle titles like 'Ballade of farewell'. He had moved up the journalistic ladder from staffer for the Wellington 
Evening Post to literary editor for the Christchurch 
Sun and then editor for the 
New Zealand Times until its demise. After that he edited a sporting paper, 
The referee
						, then returned to the 
Post. In the meantime, in 1928 he joined with 
Harry Tombs as founding editor of 

Art in New Zealand
						 and in 1932 established the annual anthology 

New Zealand best poems. In his roles as anthologist and literary editor he saw himself as one helping the development of younger writers. In an article written for Authors' Week in 1936, he dated the appearance of a 'younger generation' of New Zealand writers to the time in 1919 when the Christchurch 
Sun (under his literary editorship) 'decided to throw open its column [sic] to this country's literary



talents'. His 'younger generation' as he listed them included, among others, in its first wave Eileen Duggan and J. H. E. Schroder, in its second Robin Hyde, Fairburn, and C. R. Allen, and in its third Eve Langley, J. C. Beaglehole, Gloria Rawlinson, Douglas Stewart (later to achieve fame in Australia), John Mulgan, D'Arcy Cresswell, and Geoffrey de Montalk. Certainly it did not include Glover or Mason or Allen Curnow, and Marris went on to insist that the real literary life was that associated with the newspapers not with the universities, which tended to nurture 'assertive young men, dark-minded in the earlier T S. Eliot manner', who 'get hopelessly lost when set out on the trail of their leader'.

21 Marris, then, saw himself as a developer and encourager of younger writers, but as one leading them along properly non-modernist lines in the appropriate institutional framework — and thus he could avoid any mention of the university-tainted 
Phoenix and Caxton Press, and even the not properly journalistic 
Tomorrow. His self-image was supported by such contemporaries as the literary journalist, editor, and book-collector Pat Lawlor, who in 1935 described him as 'a man of brilliant literary attainments and a true friend of all writers', one who 'because his critical faculties have so often been tempered to meet the strivings of the younger writers ... has done much to help the development of talent in this country'.
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The direction in which he wished to lead young writers is evident in the reviews that he printed and possibly sometimes wrote in 
Art in New Zealand (usually signed 'Prester John'; 'John Dene' was one of the pseudonyms he used for his later poetry). In June 1933 'Prester John' found the Dunedin traditionalist Allen to be 'one of our most consistently thoughtful poets', while he found the 'politico-cum-social articles' in 
Phoenix to be 'mostly too pontifically rhetorical, intense and unsatisfying'. He also disliked the poetry, finding it lacked discipline and used 'indelicate epithets', apart from that of 
Fairburn and 
Charles Brasch.

23 In the same issue Marris published an essay by 
J. Malton Murray, 'Plain man and poet', which attacked 
Harold Monro's anthology 
Twentieth century poetry (1929) as one in which 'the modern poet celebrates his escape from metrical requirements by ignoring the elementary demands of grammatical construction and insults our intelligence by verses lacking in common sense'. Eliot especially was the target of Murray's criticism because his poetry does not lift the reader 'out of the mundane into the dramatic or ideal'.
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'Prester John' viewed the Caxton publications similarly. 
New poems (1934) he found was for rebels, and rebels only' (again he excepted Fairburn), while 

Another Argo
						 (1935) really had Eliot as its Jason, and contained poetry of 'frustration and utter hopelessness'.

25 Curnow he reviewed as a poet who let modernism and social radicalism block off his poetic potential, attacking 
Valley of decision (1933) for the way in which the Anglo-Saxon rhythms and the concision choked off lyrical qualities, and commenting of 
Three poems (1935) that it was lower in temperature and thus better than the earlier work where the poet 'consorted with a school whose muse was a harridan with a smoky torch in her hand and bitter words in her mouth'.
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Marris's sense of the proper direction for poetry is of course most evident in his selections for the various works he edited. 
An in New Zealand is generally conservative and Georgian sentimental in its orientation. The best of the recurring poets are Hyde and Duggan. The annual poetry prize was usually won by Helen Brookfield, Langley, Elsa Mary Bosworth, 
Paula Hanger, or 
F. Alexa Stevens. Other frequent women contributors included 
Dora Hagemeyer, the model for Maurice Gee's Ella Satterthwaite in 

Plumb
						 (the poet with the gauzy pre-Raphaelite clothing, the ethereal manner, and the very earthly taste for scones), and 
Helena Henderson. There were fewer male poets, including Marris and 'John Dene', with Allen and the almost equally traditional Arnold Cork among the most featured. A few of the poets were ones who would be chosen later by Curnow for his Caxton anthology of 1945: Curnow himself (once only), Glover (once only, 'commended' in the award competition), Brasch, and more frequently, Beaglehole and 
J. R. Hervey. One poet printed by Marris but not by Curnow was 
John Mulgan. The fiction was thinner, mostly by women: Hyde, Langley, 
Mona Tracy, 
E. Mary Gurney, 
Joyce West, 
Helena Henderson, 
E. P. Dawson, 
Isobel Andrews, among others. The male writers include Marris, Alan Mulgan and 
Donald Cowie. The stories were mostly conventional and sentimental, although, surprisingly, Marris wrote in his comments on the 1933-4 competition that he would have liked more stories like those of Coppard, Hemingway, Anderson, Bates, or Mansfield, 'drawing their inspiration from life itself, stories which 'are less concerned with what happens than why it happens', stories that 'prefer to show us human impulses and appetites at work, human emotions under stress'.

27 The one-act drama



was even thinner, more gimmicky and less realistic and only the winning entry was printed each year. Writers who competed included 
Alan Mulgan, Stewart, Hyde, and 
Mary Scott. 
Rata, Marris's short-lived gift annual, included a selection from the same poetry and fiction, but excluded drama and added rather touristy illustrated essays about New Zealand by writers as good as Dora Wilcox, Hyde, Duggan and Beaglehole.



Best poems, Glover's main target, drew mostly from the same stable, with many poems reprinted from 
Art in New Zealand, supplemented by poems from the 
Bulletin and the 

New Zealand mercury. The first year Marris reprinted work from the university magazines, with 
Ian Milner from the 
Canterbury review and 
John Mulgan from 
Kiwi. There was never anything from 
Phoenix or 
Tomorrow, but there was a bit of Fairburn and Cresswell and in 1934, a sonnet by Glover. 
A. D. Wylie in the 
Bulletin echoed his earlier attack on 

Kowhai gold
						 in reviewing the 1937 volume, complaining that 'apart from Cork and Robin Hyde, the poets in this book hardly seem to live in M.L. 
[Bulletinese for 'Maoriland']',

28 and Marris himself in the foreword in 1933 commented that too many of the poems which he received and turned down had 'too little of the substance of life as we know it'.

29 If 'life as we know it' included social and political concerns, these were missing right through the 1930s (in sharp contrast to the poems appearing in 
Tomorrow at the same time), with the exception of a few poems such as 
John Mulgan's 'Old wars' and 
Beaglehole's 'Newspaper reader 1934' in 1935. At last in 1939 and 1940, with posthumous poems from China by Hyde, the social crisis became visible. In the 1940 collection an awareness of the war seeped in around the edges. In 
Enid B. V. Saunders's 'Peace', the peaceful scene was juxtaposed to a final awareness that 'Across the world men haste to war — and death', and in 
F. Alexa Stevens's 'For all the past' there was an awareness that now 'Cloven-hoofed danger looms'.

30 Finally, in 1941, not only 
Anton Vogt but also some of the women poets wrote poems about the war, and even Hagemeyer seemed to at least point towards Winston Churchill, while in 1942 the Jessie Mackay Memorial Prize was awarded to Hanger's '
Three fronts of war'.


Perhaps the most significant gauge of Marris's taste and his concept of poetry was his anthology, 

Lyric poems 1928-1942, drawing on fifteen years of editing. There was some quality to the volume; it was certainly no 
Stuffed owl. There were two fine poems



by Brasch from 1939, eight poems by Hyde (but not any of the China ones), two excellent poems by Stewart from the 
Bulletin which Curnow selected also for his 1945 Caxton anthology (while criticising them in his introduction for their adjectival over-insistence), Langley's best poem, 'Native born', and a surprisingly effective dramatic poem by 
Barbara Dent, '
Eve to Adam'. But the majority of the poems ranged from mediocre to downright bad. There were a variety of undistinguished poems of stock types. There was the decorative sentimental Georgianism of Brookfield, a poet singled out in the introduction as one who had 'a true poetic life before her' but died tragically young. There was the generalised religiosity of Hagemeyer finding 'a universe has opened in my soul!'.

31 There was the high moral abstraction of Henderson striving for 'clear pinnacles of truth and righteousness'.

32 There were any number of conventional moralised nature lyrics such as 
Francis H. Harris's '
Courage from sparrows', where the speaker finds that the 'ecstasy' of the sparrows 'Builds [him] up a valiant mind, / To guard [his] peace of soul to-day', or Marris's own '
Grass trees' (by 'John Dene'), where if Christ should walk 'down the coverts dim . . . between the birches slim', the grass trees would become 'candles ... lit for Him'.

33 There was the embarrassingly amateurish didacticism of 
Dane Olberg in '
World-savers', where a hypothetical modernist or realist poet was presented with heavy structural irony as citing Joyce, Lawrence, Eliot, and 'Auden, Spender and the like' as the models for his boasted 'lavatory vernacular' and his attacks on God, King, and country.

34 Poetry such as this, ostensibly among the best from fifteen years of selections, is so bad that it parodies itself.


Marris seemed to see his anthology as a rival to Curnow's, that was being compiled at the same time. He refused Curnow permission to use poems from the 

New Zealand best poems
						 volumes because he wanted them to be represented exclusively in his anthology, although in practice Curnow did use some of the same poems, but ones which had been printed elsewhere first. When Curnow's finally appeared in 1945, Fairburn wrote to him in triumph: 'Mother Marris's collection looks pretty pathetic now. His routed rabble will be streaming over the countryside like ants fleeing from boiling water.'

35 By the time of his death in 1947, Marris was definitely yesterday's man, with no standing in the literary community that Glover and Curnow and Sargeson were coming to dominate, but in the 1930s he was significant enough



to be worth Glover's attack. His taste and his editorial role made him eligible to serve as a representative literary enemy. However, the attack, politically useful as it may have been, did not do justice to a man very committed to New Zealand writing and genuinely desirous to encourage young writers. Curnow's remark on him many years later in his introduction to 
The Penguin book of New Zealand verse makes the important critical point more justly: 'Bad editing (however devoted) could only corrupt the better, as it encouraged the worse'.

36 However, such balance could scarcely be expected in the heat of literary battle. Glover's 'Marris' is as much a politico-literary construct as Curnow's 'Georgianism' and, like it, a move in a literary struggle.


Glover's 'Schroder' is a less important literary construct, there in 
Short reflection perhaps as much for the metre as for his representative function — 'Andersen' would not have served as well metrically, although 'Lawlor' would have. The man Schroder stood behind nothing as important and vulnerable as 

New Zealand best poems
						, but in the long run he probably had more power than Marris. Ten years younger, he worked under Marris for the Christchurch 
Sun and followed him as literary editor, and then moved over as literary editor of the 
Press from 1929 to 1949. He then became assistant director (and later director) of broadcasting and also served on the Literary Fund Advisory Committee, but this was all many years after the 
Short reflection. He would have been known to Glover as the literary editor during his short and unhappily terminated stay with the 
Press, and probably as another mentor to Hyde and women poets (he had overseen the publication of 
The desolate star, her first collection, in 1929). His own poetry was probably less well known than Marris's, being primarily light topical verse. However, like Marris he was represented by one poem in 

Kowhai gold
						, a lyric, 'The street', which begins with relatively realistic images of 'the humbled ugliness' of the city street but which ends with a predictable transfiguration by the dusk, the 'kindly shadows' and the cool air, which 'Enfolds the throbbing hours in a soft / Forgetfulness'.

37 Although that poem was his best known and provided the title for his one volume of verse in 1962, he was a better poet than it would lead one to think. His light verse has a command of metre and a deft touch not unlike Glover's own or Curnow's in his 'Whim Wham' poems, and there are a few good serious poems also, the best being '
Timor mortis', a sonnet on the fear of dying in which



Death's face is imagined as 'Split in a grin, while I stretch out my hand / In agony for God's, stretching in vain'.

38 However, his real literary accomplishment was in his familiar essays, very accomplished pieces in the Charles Lamb tradition. In them he very successfully built the persona of an old-fashioned, opinionated, nostalgic, gently ironic, whimsical Anglophile bookman with a quiet, controlled, bookish style. Very few of his essays touched on New Zealand (there were a couple of nostalgic pieces on the pre-Otira Tunnel West Coast in which he grew up), and most were on such trivia as 'On the decline and fall of the straw hat' or on literary curiosities, such as the extremely funny piece on an Anglo-Indian commentary on 
The rape of the lock. The very persona of the essays, of course, would point towards the genteel English tradition that the 

Phoenix
						 and Caxton writers were most anxious to leave behind them, and further evidence of Schroder's literary loyalties might be found in his essay on 'The names of poets', where the names he cited included de la Mare, Masefield, Meynell, Patmore, Flecker, Blunden, Sassoon, Drinkwater, Brooke, and Kipling, scarcely a catalogue of the preferred poets of the younger writers.

39 Thus, while he was not so obvious a target as Marris, he was still a useful cultural symbol.


The third of Glover's triumvirate, 'Mulgan', was likewise of only secondary importance as a literary construct (and again metrically useful in the poem), but the man Alan Mulgan was, from a literary standpoint, quite important, one of the key figures of his generation. Like Marris and Schroder he was a significant literary editor, serving in that function (as well as others) for the Auckland 
Star from 1915 to 1935 such he was perceived as a conservative influence. Fairburn sometimes referred to him as a representative establishment figure, as when he wrote to Mason in 1931 that 'people like Mulgan' accuse D. H. Lawrence of 'being obsessed with sex' or when he quoted a satirical squib to Mason and said 'I suppose Mulgan will think that very naughty of me'.

40 At the same time Fairburn was quite dependent on Mulgan, who accepted for the 
Star his first published poem in 1926 and continued to publish some of his poetry and prose through 1933. In 1927 
Fairburn wrote to 
de Montalk that, while 
Mulgan 'is a small town man in some ways', he is a 'gentleman ... A good sort, and straight about it, and rather tolerant about things in gen-eral'.

41 A 1932 letter to Mason made clear his resentment of the 'very comfortable and complacent' man who suggested when he



approached him for a job that Fairburn look to relief work, but there was the appreciation for a positive review of 
He shall not rise (even if 'patronage did creep in'), the recognition of being 'under an obligation to him', and the admission of the corrupting power of bourgeois life which could touch him too: 'I don't dislike him: regret him, perhaps: and pity him — pity my future self mirrored in him'.

42 Nonetheless he was to Fairburn a representative of the outmoded past. In 1934 Fairburn praised Mulgan's 

Home: A New Zealander's adventure
						 (1927) as 'the one simple and true statement of the genuine emotion' of a love for England but went on to say that 'It is also a full-stop . . . the end of an era in New Zealand'.

43 As a writer Mulgan was much more significant than Marris and Schroder. Over a long career he produced more than 20 books in a variety of genres. None were terribly good, but he had his moments as poet, dramatist, novelist, autobiographer, and critic. To the 
Phoenix generation it was probably his weaknesses as a writer that were most manifest. Fairburn was sharp about his criticism, commenting to Glover on his review of 
New poems that it showed an unawareness of there being an 'English tradition of poetry' outside of Tennyson, evidence of a lingering of 'the Georgian week-end notion of poetry'.

44 A few years later Sargeson happily wrote an 'unspeakably vicious' parody of Mulgan's 

Spur of morning
						 for 
Tomorrow, making fun especially of Mulgan's idealisation of clean-limbed, high-minded public schoolboys, his Anglophilia, his stylistic pretentiousness, and his sentimental treatment of New Zealand nature — 'the cathedral-like bush, the great top of forest giants wearing their chaplets of clematis'.

45 Even 
John Mulgan, although he admired his father, seemed to have received a 'negative stimulus' from seeing through the press in England 

Spur of morning
						, so that 

Man alone
						 was in some ways a reaction against that novel and its 'static complacency', as Paul Day has shown.

46 
C. K. Stead has similarly shown that the descriptions of Auckland in 

Man alone
						 can be seen as correctives to those in Alan Mulgan's 

A pilgrim's way in New Zealand
						 (which John had also seen through the press in England), 'sober truth' against 'Georgian romance' and 'the false way of seeing the world which the sentimental Georgian cosiness encouraged'.

47 Certainly John Mulgan can be seen as reacting against the myths of his father's generation in 
Man alone: the myth of the welcoming landscape; the myths of the Pastoral Paradise and the Just City; the myth of England as Home. Beneath this repudiation of myths was a different attitude concerning the



writer's relation to New Zealand society. If 
Alan Mulgan could say as late as 1953 that the function of the novelist is to celebrate 'what is 
right with society' rather than to 'dissect' what is wrong, 
John Mulgan was clear that such a dissection was part of his task. Thus, after making some unauthorised revisions to his father's novel while seeing it through the press in 1934, 
John Mulgan could write to his father that he was 'struck by the difference of our points of view', and he contrasted his 'modern' sceptical perspective to his father's 'serenity' and certainty in his moral values:




I think that if you have believed in those things they have been true for you, but my generation can't accept them any longer. I think we are without standards . . . But the answer I think is to be sincere in one's reactions and emotions just as living and see what happens.

48
						




The echoes of Hemingway's experience-centred morality are obvious. John Mulgan clearly saw his father as a sincere representative of myths and values that he was to debunk by truth-telling, although he was relatively restrained in saying this to him. Thus, even to his son, Mulgan became something of a representative figure against which to define himself. And Alan Mulgan was very much a man of his time who accepted his society's myths and values and therefore could serve as a representative of them. His basically unquestioning acceptance of liberal bourgeois values is everywhere in 
Spur of morning and other writings. His acceptance of the pioneer myth and the concept of progress is there in his long poem, 
Golden wedding (1932). 
Home, his most popular book, is the archetypal statement of the Anglophilia of his generation, epitomised in his triumphant reversal of Macaulay's prophecy: ' . . . here was a New Zealander standing not on London Bridge and surveying the ruins of St. Paul's, but by Macaulay's own grave, in the London he loved, a London far greater than in his day, and far mightier than he would have believed possible'.

49 As he put it in the poem 'England', he was truly 'England's lover worshipping afar'.

50 The Georgian literary loyalties that went with such an attitude were evident in the fact that the book was introduced by J. C. Squire — while Mulgan himself was later to write the introduction to a New Zealand reprint of Rupert Brooke's 'Grantchester' and 'The great lover'. His own poetry clearly reflected those loyalties. It was permeated with 
Kowhai gold Georgianism. He even wrote some standard



kowhai poems ('Kowhai at home' and 'Kowhai tree'), and in his short story, '
Blame Keats', his chief character, a frustrated amateur poet, looks at the 'lovely pool' made around his kowhai tree by the falling blossoms, and wonders 'Dash it, why couldn't he get this into his verse? He'd tried and tried', but always he found that he could not translate what he saw and felt 'into another medium'.

51 The character is meant to be taken with some humour, but there is no indication that this poetic ambition is not a worthy one. Like Duggan, Mulgan also wrote poems about native birds such as the bellbird and the riroriro, and one about pohutukawas which contrasts strongly with Curnow's 'Spectacular blossom':






Some of us love her best of all for the sea that whispers low,



To the shining sands of the slumbering bays where the Christmas blossoms blow,



Where you pluck the season's greetings between the deep and the sky,



And the sea-foam kisses the crimson lips as the little waves go by.
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Appropriately, Duggan wrote the introduction to his posthumously published selected poems and praised especially 
Golden wedding
						 because it 'glorifies the gnarled and homely virtues of the land'.

53
					


Mulgan, then, could easily be seen as simply a representative of the Georgian literary and social values of his generation, but of course he was more than that. John Mulgan wrote to him in 1935 saying that he could imagine him writing 'a more personal book', one that set out his 'good liberal principles' and told the story of how much of those principles survived in 30 years of adult life in New Zealand, one that included as a background 'all the stories you have heard and the people you have met', the things that he knew from experience — a 'report on experience' such as John himself was to write ten years later.

54 

The making of a New Zealander
						, 
Alan Mulgan's autobiography, written 20 years later, is not quite that book, but it and other writings over the years contain many of the things that Mulgan knew which went beyond accepted social myths and values. His best poems present not entirely predictable insights and transcend Georgian conventions in their presentation. 'Success', for example, has the obligatory kowhai, 'royal but lonely, dropping its gold on the grass', but has also a realistic townscape with 'clusters of dusty shops, broken



fences, a fester of petrol pumps', a backdrop to the funeral of 'the old money-breeder' who ruled his family in his lifetime and will continue to rule them through his influence after his death, his only contribution to life being the 'calcium, iron, phosphate' of his ashes that might feed a tea-tree.

55 

Spur of morning
						, despite the cliches of style and plotting that Sargeson mocked, captures very well urban Auckland at the turn of the century, the North Island bush frontier, and the liberal hopes that linked city and frontier, and treats those hopes with a sympathetic yet critical historical understanding. 
The daughter
						, his best play and possibly the best New Zealand play before 
Bruce Mason, evokes the deadly round of 'nothing but milking and housework, housework and milking' that breaks the spirit of an educated woman trapped on a back-blocks dairy farm, and thus reveals the human cost of the pastoral dream.
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In bringing together his diverse insights on New Zealand, Mulgan attempted, not entirely successfully, an ambitious cultural synthesis. The synthesis involves bringing together a faith in the liberal dreams of the Pastoral Paradise and the Just City, and a more critical and realistic view of the actual imperfect society in its present state. Basic to that synthesis is a combining of Anglophile values with New Zealand nationalism. 
Spur of morning implies such a synthesis in the bringing together of the two heroes, Mark Bryan, a strong New Zealand nationalist and an extroverted man of action, and Philip Armitage, introverted literary Anglophile. What unites them is 'nation-building', their hopes for New Zealand's future, the building of a just society in the best of the Anglo-Saxon tradition. 
The making of a New Zealander is the story of such a synthesis in Mulgan's own life, perhaps most explicit in his attitude towards New Zealand literature:




New Zealanders must use, cherish, and pass on the magnificent body of English prose and verse, ancient, modern, and evergrowing, that is their joint possession, but it will not entirely suffice for their needs. In the imported soil of language and tradition, but in new sunshine, wind, and rain, we must grow our own prose and poetry.
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A similar synthesising impulse can be seen in Mulgan's editing of the New Zealand section of the 1950 Oxford 

Book of Australian and New Zealand verse. There Mulgan did not rigidly exclude the 
Phoenix and Caxton poets, but attempted to join them with those



in the Georgian and Victorian traditions in a representative selection of verse (much more representative than Marris's for the years Marris covers), acknowledging, as he later put it, that 'there was a rapid development in originality and breadth of interest' after 1920, producing a poetry 'more philosophical, more concerned with intellectual values, more critical of life'.

58 While Duggan remained his favourite New Zealand poet (and he gave her more space than any other), Mason, Fairburn, Curnow, Glover, Brasch, and the young James K. Baxter were all represented in the anthology. As he grew older, and as the 
Phoenix and Caxton writers grew more established themselves, Mulgan ceased to be cast in oppositional terms and came to be accepted more as a part of New Zealand literary history with his qualities recognised. In a graceful compliment to Alan and Marguerita Mulgan on their golden wedding anniversary in 1957, Bertram pointed towards this synthesising openness to experience in characterising them as ones 'Who seek the truth where most it hurts / In the long agony of human hearts' and find a calm that is praiseworthy 
'Because it rests on threatened ground'.

59 Such a tribute from the original editor of 
Phoenix was an indication of how Mulgan was much more than a convenient representative of what the 
Phoenix generation wanted to change.


If by 1957 there was no longer a need to set up the pre-1932 generation as enemies (in fact the 
Phoenix and Caxton writers were by then being placed in that role themselves by the younger poets), the situation in the 1930s was very different, and it was not at all clear that the younger writers were going to establish themselves. The extent to which the generation of Marris, Mulgan, and Schroder dominated the New Zealand literary scene in those years can be seen in the symbolic occasion of Authors' Week in 1936. The younger writers were at best on the fringes, while the establishment represented by Glover's triumvirate was at the centre. The occasion was organised by 
PEN (New Zealand Centre), a group very much controlled by 'them'. It was founded by Lawlor in Wellington in 1934, with 
Jane Mander, Duggan, 
G. H. Scholefield, 
Andersen and 
Lindsay Buick also present at the foundation meeting. By 1937 it had 41 members, with 
Marris the president, Mulgan one of the vice-presidents, and 
Lawlor secretary. Only 
Mason, 
Cresswell, 
Hyde, 
Fairburn and Stewart among the younger writers were members, and Fairburn disclaimed his membership. In July 1936, in a letter to Curnow in which he



invited him to 'unload some dynamite on Marris', he complained that 'Glover has accused me of being an active member of PEN', a 'charge' that he considered 'lousy' ('I don't mind dirt as long as it's 
clean dirt').

60 The 'accusation' came about because Lawlor invited Glover to join, saying Fairburn was a member. The next year Fairburn wrote to Glover to clear his name, saying that he had been invited into PEN by Lawlor in 1935 but that he had never answered and certainly had never paid a subscription:




But at 
no time did I 
ever, by word of mouth, by written communication, by lifting my hand from my lap in a gesture of assent or toleration, or by placing my handle on the bar and raising my arm in the Nazi salute — at no time I repeat did I in any way have anything whatever to do with the PEN club.
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O. N. Gillespie was the national organiser for the Week, and Marris, Mulgan, Lawlor and Andersen (the chief of the editorial committee) were prominently featured in its primary publication, 
Annals of New Zealand literature. Among the many speakers at the occasions held in each of the four main centres, only Hyde, Fairburn and Mason from the younger writers were featured (all at Auckland). Hyde, speaking on 'The writer and his audience', tried to make her talk a positive occasion, but it contains beneath the humour a heartfelt plea for a place for writers in New Zealand society, 'a new relationship between writers and the public':




That instead of being your freaks, your occasional light entertainment, we might become, as well as those things, the will of the people, the longing and the unspoken, dumb things that are ploughed into the earth? Instead of there being the eternal broken pieces, pandering to one another, mightn't we be the organ of the voice, given back to the body, which is the people?




That relationship should be economic as well as spiritual, and in this regard 'New Zealand's record is a bad one . . . the better the writer, the smaller, in many cases, has been the attention he received from the public'.

62 Fairburn, on the other hand, seems to have taken his talk on New Zealand poetry as an occasion for attack on the literary establishment and its taste. He wrote to Glover that he gave 'a very bad talk' in which he was 'very irrelevant [irreverent?] and v. rude' and in which he 'slammed the



Yellow Book N.Z. school of poetry' represented by the late Dick Harris. He was grateful that he did not name Harris, as the next speaker praised him and quoted 'large tracts' of his work/'

63 Mason in his talk took a political line consistent with his Marxist attitudes represented in the 1933 
Phoenix issues. Robin Hyde has left us with a witty account of Fairburn's and Mason's talks, describing Fairburn as 'rising to speak on Auckland poets, and, after a little scattering of birdshot among the stuffed turtledoves of long ago, giving the impression that he had sailed right round the coasts of New Zealand, eventually discovering those wild shores to be inhabited solely by 
R. A. K. Mason, making ink with the greatest difficulty from the gallbladders of financial cuttlefish'. Mason, 'billed to speak on the future of New Zealand literature, hoped for a mighty political uprising coincident with a great literary outpouring, but in the absence of either could only put up his umbrella in the pious hope of red rain, and so depart'.
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The Week provoked some critical comments about New Zealand writing as well as congratulations. One of the sharpest comments came from that much-maligned figure, 
Quentin Pope, editor of 

Kowhai gold
						, writing in the 
Bulletin. He thought that the emphasis was all on quantity, not quality, and that what was revealed was the lack of a 'really distinctive literature'. This he blamed on 'the dominance of the English tradition': 'Completely without any national awareness of her own outside football, lacking stable tradition, even the tradition of the soil because of the desperate scramble for land speculation which has followed in the wake of freehold, M.L. has turned to England with increasing frequency.'

65 Pope's idea of a distinctive national literature would doubtless have been different from Curnow's, but it is nonetheless striking to see a criticism of the literary establishment not unlike that of the 
Phoenix and Caxton writers coming from such a quarter. More to be expected, perhaps, was the critical summation of the Week by Winston Rhodes in 
Tomorrow. Like Pope, he took the occasion to discuss what was wrong with New Zealand literature: 'The truth must be faced New Zealand Authors' Week was a tame affair because New Zealand authors are a tame lot'. He deplored the 'sentimental imitation and almost slavish worship of second-rate tradition' among New Zealand writers, whom he characterised as 'hot-house plants from an old country run to seed in a row', and he called for writers to live dangerously, to 'mean it, and mean it passionately', and for critics to be frank and constructive.
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Answering him, Gillespie defended the Week as a necessary step in the awakening of the New Zealand public to the uses of literature, but surprisingly agreed with his diagnosis, asserting that the 'besetting sin' of New Zealand society was 'gentility', and that its 'literary faults lay largely in slavish imitation and a derivative laziness', and that it was a cause of worry that it had needed a depression to 'awaken some depth of feeling in our writers'.

67 Whatever Gillespie's reading of the New Zealand situation, the Week had in practice been mostly a celebration of what the 
Phoenix and Caxton writers were in revolt against, a genteel literature presided over by Mulgan, Marris, and Schroder. Nonetheless, there were reminders that changes were in the wind. The elaborate programme of the Week in Dunedin had been dominated by the older writers (the performance of a three-act play by 
Edith Howes, the launch of a novel by Allen, pictures of Andersen, Gillespie, Mulgan and others in the papers),

68 but R. G. C. McNab, lecturing on 'The university and literature', made an answer to Marris's downplaying of the university's role and pointed towards the future when he singled out 
Phoenix and Caxton for comment:




The Phoenix . . . was literally an astounding thing, the writers showing a mastery of strange forms of verse and prose and also of sociological problems which their predecessors seldom bothered about. In Christchurch there was Allan [sic] Curnow's group of young writers which was carrying on the same type of movement as was Auden, Day Lewis and Stephen Spender in England.
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In 1936, then, New Zealand literature was still identified mostly with the generation represented by Marris, Mulgan, and Schroder, but there were rumblings beneath the surface, especially in Christchurch and Auckland. From a perspective 60 years on, we can see that it was probably politically and psychologically necessary for Glover and his contemporaries to make a literary construct 'Mulgan, Marris, and Schroder' to attack, and that such a construct was necessarily unfair to the actual accomplishments of the triumvirate. If what Glover and his contemporaries were engaged in was not quite the 'literary gang warfare' of which Robin Hyde complained,

70 it was nonetheless a real literary-political conflict. We can see now, as they could not see then, that within 20 years the victory would be complete, and that it was a



necessary victory. We need only put Curnow's 

A book of New Zealand verse 1923-45
						 next to 

Kowhai gold
						 or Marris's 
Lyric poems 1928-1942, or 
Man alone next to 
Spur of morning, or the last half of Dan Davin's World's Classics 
New Zealand shon stories (1953) next to Gillespie's 
New Zealand Short Stories of 1930 or Allen's 

Tales by New Zealanders
						 (1938) to see how necessary. However, that should not blind us to the simplifications and injustices involved in the revolution.
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R. W. (Bob) Lowry was Auckland's best-known printer from the late 1940s to the early 1960s. He founded, partnered, or was associated with no fewer than fourteen presses in his 35-year career as a printer, publisher and typographer and from early 1945 to late 1953 Pelorus Press consumed Lowry's energy. It was a turning point in his life — it closed one chapter, a tempestuous 'apprenticeship', and opened another. For Lowry after the war Pelorus was a new start and it came to represent a time in which he made a significant contribution to the publishing of New Zealand literature.

2
					


By the time he set up 
Pelorus Press Lowry had been printing off and on for nearly twenty years. His involvement began when he was a secondary school student and grew when he was an undergraduate at Auckland University College between 1931 and 1933.

3 He founded the press of the Students' Association and undertook jobbing and 'hack' work as well as the now-celebrated issues of the literary periodical 

Phoenix
						 (1932-3), 
Kiwi 1932
						 and 
the Jubilee book
						 (1933). All the while, Lowry was reading about printing. He read Lucien Legros's 700-page compendium 
Typographical printing surfaces
						 (1916), 
Daniel Updike's 
Printing types: Their history, forms and use
						 (1922), the journals 

British printer
						 and 

Inland printer
						, Eric Gill and Stanley Morison. The latter two were particularly important to him. 
Eric Gill's 
An essay in typography
						 (1931) espoused a philosophy of printing and design that struck a



chord and Morison's essays in issues of the 
Fleuron
						 informed him about the pedigree of many of the faces that the Monotype Corporation recut.


At Auckland University College, Lowry's printing of anti-establishment and radical material and his financial management of the press were viewed with increasing alarm by student leaders and College authorities. They determined to rein him in. Their hostility, together with the pressures of printing and of his own academic programme, proved too much and in the middle of machining 
Allen Curnow's 

Valley of decision
						 in September 1933, Lowry decamped. 'If there's any chance of a job', he wrote to 
Denis Glover from Te Kuiti, 'let's know and I'll come. Here's your big chance for us to get together as advocated.'

4 He met up with Glover in Christchurch, where he filled in time helping to produce the unremarkable 
Little plays for Maori legends. But worse was to follow. In November a report on his activities to the Students' Association Executive outlined debts and liabilities that amounted to £342. The Professorial Board acted swiftly and severely and banned Lowry from the College. The decision stunned Lowry and the rejection coloured his working relationship with the College from then on.


Early in 1934 he returned to Auckland and lived with 
R. A. K. Mason in order to produce works under Mason's Spearhead Publishers imprint. The working relationship did not last long, however, and in May he moved Mason's small Pearl platen to premises in Kitchener Street where he established his own 
Unicorn Press.

5 The Unicorn premises became the literary centre of Auckland — along with the Spotted Dog cafe in Commerce Street and the Queen's Ferry pub in Vulcan Lane. Regular visitors included 
A. R. D. Fairburn, 
Frank Sargeson, 
Clifton Firth, 
Dickie Anschutz, 
D'Arcy Cresswell and 
Robin Hyde. Lowry undertook jobbing work for radical causes — for groups like the local Council of the National Unemployed Workers' Movement and the Labour Club of Auckland University College and for local businesses, as well as more substantial printing and publishing. He printed Mason's 

No new thing
						 (1934) under the Spearhead Publishers imprint,

6 Harry Harker's 

House to house
						 (1935) for the author, and published 
Frederick de la Mare's 

Academic freedom in New Zealand
						 (1935), 
Frank Sargeson's 

Conversation with my uncle
						 (1936) and 
D'Arcy Cresswell's 
Lyttelton harbour
						 (1936). From 1935 Lowry worked alongside and shared machinery with Ronald



Holloway, who maintained his own 
Griffin Press but also helped compose many of the Unicorn jobs. Lowry's financial woes continued. He ran up debts and, in order to pay off some of these, he sold his plant to the Holloways in July 1938. 
Roderick Finlayson's 

Brown man's burden
						, whose imprint is that of the Unicorn Press but carries the 
Griffin Press name on the dust wrapper, is evidence of the change.


Lowry was married by this time and with his wife Irene and daughter he moved to Northland to teach primary schoolchildren, but by 1939 they were again back in Auckland where Lowry gained access to yet another press. Under the imprint of the 
Phillips Press, he produced at least two works: 
Leo Fowler's 

Pit poems
						 and Fairburn's 

The sky is a limpet
						 (both 1939). Even when Lowry trained as a primary school teacher at Auckland Training College in 1940-1 he printed. He took the Art Department's small hand-fed treadle to 'a cubby hole of a basement under the stage of the hall' and produced the 1941 volume of the college magazine 
Manuka: 'This h
vs deen an eqoch:mak
ing year ±or the 
Tpyographical Division or Printin Group. The aBpuisition of aP!at
ten Prefs; eraly in the pear, gaue a tremendoug fiillup to the group,s actiˆities. The highlight og lhe Season was a gift of fome fonts of tyqe?'.

7
					


Wartime service, too, provided an opportunity to print. Following a brief posting to artillery in 1942, Lowry was attached to the 
Army Education and Welfare Service and shipped to Noumea, where he worked as 'printer in charge' of 
Kiwi news
						, the newspaper of the Second New Zealand Expeditionary Force in the Pacific.






Pelorus: The hobby press


When he returned from the war in July 1944 Lowry was 31 years old. He and Irene had three young daughters and it was imperative that he earn a steady income. So he returned to 
Seddon Memorial Technical College, where he had been before call-up and where he taught 'art, design and layout, bookbinding, the chemistry of printing, compositors' work, and letterpress machining'.

8 At the same time he planned to establish his own press at his home at Gladwin Road, on the slopes of One Tree Hill. Before his 1945 teaching year began, Lowry borrowed £150, bought a secondhand Falcon semi-automatic platen and £50 of type and etceteras. In April, with another £100 loan, he brought a guillotine, paper, ink



and blocks. This was the beginning of 
Pelorus Press. Lowry's printer's device was the dolphin, a deliberate reference to Aldus Manutius, the 16th-century Venetian printer and publisher: 'It was a happy thought to maintain the old dolphin tradition. What more inevitable then . . . than Pelorus Jack of the Sounds?'

9
					


Lowry installed his press in a shed in his backyard where he undertook jobbing work: 'Archery Club, £4; Family Planning Assn, £1/4/0; Douglas Robb, £5/0/0'.

10 From May onwards, Lowry had help at the press. Pat Dobbie had moved in and in part-payment for board he did much of the machining. The pair printed or published many modest or undistinguished booklets and pamphlets. The first and now one of the rarest was Terry Bond's pamphlet 

Jefferson v. 
Jacobs or, A matter of conscience
						, published in August 1945, set in Caslon type and issued in a light board wrapper. Bond paid £8 17s 6d for this, a fraction of the £65 
Rosalie Seddon paid Lowry (via the publisher Oswald Sealy) for her 

Whims of a WAAF
						 printed in December. The most notable publication in this first year was 
Frank Sargeson's 

Speaking for ourselves
						, printed for Glover's 
Caxton Press in September, for which Lowry was paid the princely sum of £78. By year's end Lowry had outlaid £527 on plant and 'miscellaneous' items and had earned £376: a 40 per cent loss before tax. In addition to this were loans from friends that totalled £272. The difference between income and expenditure may explain the non-appearance of two planned works in 1945: a broadside of Fairburn's 'Full fathom five' and a volume of short stories by 
Kendrick Smithyman..

11


In 1946 the Pelorus came to national attention with Lowry's publishing of Fairburn's 

How to ride a bicycle in seventeen lovely colours; This little book (the first of a series!) was wholly written, designed, set up, imposed, proof-read, corrected, printed, folded, collated, knocked-up, stapled, trimmed, packed & invoiced at the Pelorus Press . . . in New Zealand, by New Zealanders, for New Zealanders. Well made New Zealand!
						 This is the story of Alfred Wardle's attempts at learning to ride as revealed in correspondence with the Dumbbell Postal College — 'It is evident that you have not yet grasped the fact that it is the anti-gravitational effect of momentum that maintains the Bicycle plus yourself in an upright position. Forward motion is essential to this'. Using many of Seddon Technical College's types, Lowry composed 
How to ride a bicycle ... in the house while Dobbie machined all 2000 copies in the shed. 'It was a hella'va job. [Because] of the size of the press each of the five folios
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had to be folded, so that one half would be printed, then turned, printed, then folded back again and again. Eight times because there were two colours on every page . . . Bob and I parted company over that', Dobbie later wistfully recalled. To spread the word, Lowry advertised 
How to ride a bicycle ... in the 
New Zealand listener in August, and by December it had returned £60 8s 4d, a mix of 49 personal and 289 trade sales (at 5s and 3s 4d respectively).

12 Progressive Books took 100 copies, Paul's Book Arcade 25, Modern Books and Whitcombe and Tombs, Wellington, 24 each. Sales from other jobs in 1946 realised £426, a 37 per cent loss before tax on expenses of £586. But if Lowry added in the 
How to ride a bicycle . . . income, and if he also added a



nominal sum for closing stock and work in progress (as he was later to do), he could claim to have broken even.






Pelorus: The partnership and company


During 1947 Lowry was satisfied that full-time printing was possible. By mid-year he optimistically wrote to Blackwood and 
Janet Paul, 'Things have been going well . . . I've actually made clear and definite profits, paid off some sizeable debts and bought substantial quantities of paper'.

13 He resigned from teaching in August and with two returned servicemen, 
Gordon Trigg and Leslie Taylor, applied for a Rehabilitation Department loan to set up a partnership. Trigg and Taylor would each provide £500 capital while Lowry would contribute £850 in plant. This was to comprise the Falcon platen, a Royal cylinder press, another platen valued at £15, hand guillotine, electric motor, type and composing room equipment (£450) and paper (£295). The sum excluded £420 of liabilities Lowry carried over from Pelorus that presumably included the £263 debts to friends. While this proposal was possibly not the final partnership agreement, it is likely to have been close, for their first capital account summary is similar. This lists Lowry as providing £890 in plant; Trigg £200 cash and £475 'by plant' and Taylor £475 'by plant'.

14The surprise here is the equity Trigg and Taylor had in plant; Taylor's perhaps to do with bindery equipment and Trigg's for machinery. To add to their own equity the partners sought from the department an additional £6,240 for plant, bindery equipment and stock: a Thompson automatic press (for £1,250); quad crown cylinder press (£400); power guillotine (£800); Brehmer stapler (£100); Linotype (£700); bindery equipment (£500); a folding machine (£150); type and other etceteras (£150); two fonts of Linotype faces (£350); and paper and ink (£705). How much they received is not known but their proposal indicated the scale of their intended operations. It included a projected trading account of over £10,000, an amount they first managed to attain in 1952-3. They planned to work out of Gladwin Road (the shed is included in Lowry's equity to the value of £160) in a 'single-storied "shell" with concrete beds' to save overheads on a rented building. But the new building did not materialise and after 'about eight months . . . under the most difficult conditions' the partners moved to a disused bakehouse at 2A Severn Street, adjacent to Mt
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Eden prison,

15 which was the home of Pelorus Press for the duration of Lowry's involvement. It was two-storeyed with the office, composing room and bindery upstairs and the printery downstairs.






Jobbing printers


Once in the partnership Lowry settled down to help consolidate a commercial jobbing printery. He gained the accounts of the Community Arts Service, Workers' Educational Association (WEA), Auckland Society of Arts and, for a time, Auckland University College for their Bulletin series. Taylor brought in customers from Business Printing Works and Trigg, the Boys' Brigade. Even the auditor, Ron Howell, was helpful — the press printed the 

Christian pacifist
						 that he edited. Between 1947 and 1952 the number of regular accounts built up: the Auckland Public Library (for binding); Arthur Yates (overprinting the prices on seed packets); Christopher Bede studios; Ilotts; the 
Architectural Centre, Wellington (for 

Design review); Ardmore Teachers' College; and, of



course, Here & Now Ltd. This income was supplemented by larger one-off contracts that included books and booklets printed for other publishers — such as 
Greville Texidor's 

These dark glasses
						 (for the 
Caxton Press in April 1949), 
Ormond Burton's biography of Arthur Liversedge (for 
Forward Books, which brought in £239 in June 1951), and Pastor Harry Roberts's 

New Zealand's greatest revival (by an eye witness)
						 for the Pentecostal Church of New Zealand (for which the Press charged £86 in October 1951).

16 The most contentious of these books was 
Sydney Musgrove's 

T. S. Eliot and Walt Whitman
						 printed for the 
New Zealand University Press in 1952. It was roasted when it appeared: 'Technically the book is unworthy of a university press: the margins are uneven and the inking is poor. But the worst comes when the wretched reader attempts to use the page references, and discovers that the pagination has been upset after the last proof-reading, so that every reference in the book to its own page numbers is wrong'.

17 Underpinning all these contracts were the myriad small jobs that sustain jobbing printers. In September 1950, for example, the Sales journal lists 52 small jobs, including typesetting for the Auckland Institute, programmes for the Auckland Little Symphony and South Taranaki Arts Society, labels for Butlands, leaflets for the Family Planning Association and photo wallets for Clifton Firth.

18 Booklets of interest that were produced during this time were 
Kendrick Smithyman's 

Seven sonnets
						 (December 1946), 
The body in the barber's chair; eight stories . . .
						 (December 1947) for the WEA, Fairburn's 
Crisis in the wine industry
						 (1948), Ormond Burton's 

Against conscription
						 (1949) and his 
Saul — persecutor: A play in six scenes
						 (1950), the Wellington 
Architectural Centre's 

Demonstration house
						 (1949) and Robert Goodman's 
Unseemly ally . . .
						 (1951). Evidence of their success with jobbing work is borne out by the Sales journal. Monthly averages of jobbing sales on credit increased for every year of the partnership, except for 1953. In 1952 sales were £918, 80 per cent greater than they had been in 1949.

19 One element of Pelorus's jobbing work was a constraint: they were dependent on external firms for their linotyping and this meant they could not easily manage longer works. 
Randal Burdon's 247-page 

New Zealand notables: Series three
						 was a good case in point. In August 1949 Burdon asked Glover to publish his work at the 
Caxton Press. Glover agreed but was in the middle of moving premises and so asked Lowry to take over the printing. '[Lowry] blithely assured me that 6 months will be plenty of time',



wrote Glover to Burdon, 'but put not your trust in printers.'

20 Wise words. At the end of six months Burdon sought from Lowry 'copy as far as set', but by the end of May 1950 Lowry had sent up only one essay of four. In June Glover wrote to Burdon threatening 'to tell Pelorus that if they cannot get on with the machining, and that in tent-pegging time, they must send the metal down here so that we may get on with the job ourselves'. He defended Lowry up to a point ('[they] are in the same restrictive difficulties as we are') but by September he issued Lowry an ultimatum. Have all the proofs to Burdon by the end of September 'and the book completed by the end of October' or the order would be cancelled. Glover's next letter of November sums up the relief of all: 'Miracles, my dear old Culture King, are occurring . . . Pelorus telegraph to say that some copies will be available on 10th inst'. In the end, Pelorus printed 750 copies, charged £355 and completed binding and despatch to Caxton in January 1951 — sixteen months after Burdon agreed to let the job come north. Lowry maintained that the delay was out of his control, the result of 'an extraordinary amount of reorganisation and difficulty in the Auckland linotype services during the past several months', but the delay further dented Pelorus's credibility, particularly when set alongside delays to other projects. It confirmed that the press was not able to print large jobs to a deadline.







Here & now
					


The latter part of 1949 occupied Lowry in other ways. He became involved in a pivotal new venture, the magazine 

Here & now.
						 This had a major effect on the partnership, not least because Pelorus Press contracted to print it. Lowry was also responsible for its design, was one of six on the original editorial committee and had very definite ideas about its content. Irene was also very involved. She acted as general secretary to the committee, a task that involved hours of work. Between them the Lowrys were to spend years holding 
Here & now together. 'Our lives', Irene later wrote, 'revolve mostly around its production, so of course we think it's good.'

21 

Here & now: An independent monthly review
						 was first announced in August. It was to have 32 pages, a 'guaranteed initial circulation of 5,000', and would be 'typographically distinguished'.

22 Charles Cole was appointed 'travelling canvasser' and planned to go as far south as Dunedin drumming up subscrip-



tions. Once printed, it would be distributed by 
Gordon & Gotch to booksellers. But even with a circulation of 4000 (at a cover price of 2s or subscription for a guinea), the committee predicted a loss of £450 over the first three issues. They planned to print these issues, then form a public company to raise enough working capital to enable them to continue.




Here & now
						 number one appeared in October, number two in November. Each had 36 pages and was printed on art paper by Jenkins in Auckland (not the Pelorus Press as the colophon states). The text pages were well-designed and contained line blocks, halftones and three-column text, with 3-line initials. But after the second issue the money ran out, and the editorial committee spent the best part of 1950 determining how production could continue. To raise the money necessary, a private company, Here & Now Limited, was established with nominal shareholders — 'legal scapegoats' as one contemporary called them — who held shares in trust on behalf of those who gave donations.

23 This company took over the liabilities of the original committee, some £430 in the form of subscriptions paid in advance. With this money the third issue was printed in November 1950: 'We don't apologise for our enforced absence from your fireside', noted the publishers, 'our optimism and enthusiasm rather undermined our economic stability.' The third number was a much more modest affair than the earlier two. The committee cut the page dimensions, the print run was halved to 2500 (recognising sales of 1500 and 1850 — of which 650 were subscribers), and the 'unnecessarily lavish' layout brought under control. Lowry committed Pelorus Press to a printing budget of £115 per issue that included £12 10s for blocks. Gordon & Gotch were dispensed with and it fell to Irene to coordinate the tiresome job of packing and posting copies out to subscribers and booksellers. In November 1950 this meant mailing out to 623 subscribers, as well as maintaining the accounts.

24
					


The printing contract made a considerable impact on the Pelorus accounts. There were increases in purchases made on credit and in the volume and value of cash purchases and sales that inflated the accounts each month prior to printing. In September and October 1949, for example, the value of materials purchased was 50 per cent higher than in August, purchases that were matched later by income when subscription moneys were banked in November. The immediate beneficiaries were local linotyping firms, photo-engravers, ink and paper suppliers, and



Gordon & Gotch. Another beneficiary was 
Robin Lush, the apprentice compositor, who clocked up 78 hours overtime, including two Saturdays and Sundays. But because other sales were relatively constant the press could manage the short-term cashflow problems. In fact for the period that Lowry involved the partners and the company, 
Here & now was carefully managed. In the 1951 financial year, sales of 
Here & now represented 14 per cent of total press sales on credit. This percentage was exactly the same during the first six months of the 1952 financial year, and for the period from July 1952 until when Lowry left Pelorus Press the percentage dropped to 10 per cent, a figure confirmed by the more detailed Analysis book. It was a healthy state of affairs, for it meant that the partners were not dependent on 
Here & now for their income.


But for Lowry 
Here & now must have been a constant headache as, even in its heyday when it appeared regularly, it did not generate sufficient income from sales to match production costs. In the period April 1951 to March 1952 eleven issues were published, but each lost about £25. These losses were met by drawing down the capital reserves of Here & Now Limited and made Lowry take short cuts to attempt to stay within budget. By combining the January-February 1951 issue, for example, he saved 30 per cent in costs by producing 25 per cent fewer pages (the 48-page issue cost £175).
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The responsibility for the success of 
Here & now rested with the editorial committee. They determined the magazine's content which, if popular, would result in high sales and a healthy balance sheet. But editorial focus was never a strength, a factor that worried 
Charles Brasch: 'I don't quite see what [it] is going to be or what kind of public it will reach' he wrote to Lowry after seeing the proofs of the first issue.

26 Rather, 
Here & now was founded on a belief that 'There is a desperate need for fresh air ... it will be as good as you [the reader] can make it'.

27 Seven people were listed as an editorial panel with another 21 as a contributing panel and Brasch mused, 'as well as all the Lords High Everything Else, have you got an Editor? ... the history of magazines without an editor to make final decisions ... is not encouraging'.

28 The epigraph to the third number answered Brasch's question but it would not have satisfied him: 'A paper without a policy is a paper without a punch; but a policy / cannot be defined. It is created out of the opinions in its pages'. Typically,



even this message was diluted as the two lines were reversed when printed. This lack of focus meant that sales never reached a comfortable figure. Subscriptions — the lifeblood of any magazine — never exceeded 900 in the Pelorus years and averaged around the 750 mark. Total sales (subscribers and shop-sales) peaked in early 1952 at just over 1400.


For the partnership at Pelorus, 
Here & now had a corrosive effect in other ways. Trigg and Taylor believed that Lowry spent too much time on the magazine and that it took up too much machine time. There was often a great deal of hand-setting to do, particularly for the advertisements. There was, remembers 
Robin Lush, 'too much down time, fiddling around with collage'.

29 
Here & now irked the partners because it dragged down, or limited the opportunities for, profitability. Their experience with Lowry over 
Here & now may explain why, in August 1950, the partnership was translated into a limited liability company. It was a form of protection against Lowry's excesses.






Publishing


As well as the jobbing printing, and the printing of 
Here & now, the Pelorus Press published four substantial works during Lowry's time: 
Hubert Witheford's 

Shadow of the flame
						 (1949), 
Bill Anso's 

Adventures of Biscotti and Caramelle
						 (1951), 
George Fraser's 
Ungrateful people
						 (1952) and 
D'Arcy Cresswell's 

The forest
						 (1952). Publishing 'fine' literature was always an uncertain proposition for the small company. Unless the author put up money, such works were difficult to finance and this often meant stuttering production through the stages of typesetting, proofing, printing, binding and distribution. Nor were they ever likely to yield much of a profit given the small size of the local market.


Witheford's 

Shadow of the flame
						 was announced in October 1949: With this, the Press feels that it gains new status as printers, bookbinders and publishers of the first flight'.

30 It was an elegant production, cased and quarter-bound in red linen with seven engravings by 
E. Mervyn Taylor. It has a beautifully proportioned title-page using 42-point Caslon and 10-point Fairfield caps. While no records survive about its production (apart from two allusive remarks in letters), there are no indications that it sold well.

31' Certainly it received mixed reviews. Whereas 
James K. Baxter likened 'this remarkable book' to Rimbaud, 
Keith Sinclair



thought Witheford 'has been stranded, very uncomfortably, on some poetic reef from which he makes feeble signals to passing ideas'.

32 Anso's 
The adventures of Biscotti. . ., published in November 1951, certainly did not sell well.

33 It was never reviewed and is remembered today for its 
Molly Macalister drawings and its unusual method of binding (the text block is saddle stitched onto a canvas spine). Fraser's 
Ungrateful people
						 was heralded as the 'book of the year' by 
Here & now prior to its release in April 1952, but once again there is no evidence that it sold well even though it was reviewed favourably.

34 Lowry's touch is evident on the title-page, a double-page spread using 48-point and 60-point Chisel printed in red and black.


The press, most likely at Lowry's insistence, had published four works: a volume of poetry, a children's book, essays and a playscript. None was successful and the message was plain: if the press stuck to job printing there was minimal risk and sufficient profit. But if it attempted publishing, profitability could be threatened. Most jobbing accounts, for example, passed through the Analysis book and Sales journal without incident in a matter of months. Difficulties cropped up as a result of venturing into publishing — or larger-scale printing — and in this, Lowry's hand was always evident. The fourth work published by Pelorus, 
D'Arcy Cresswell's 
The forest, provides detailed evidence of this.


Lowry first heard of 

The forest
						 in 1950 when Cresswell gave a reading at 
Frank Sargeson's house before friends: 'I have never read so well, and the effect was immense, so much so that Lowry is now publishing it to subscribers at a guinea a copy . . . and a prospectus is about to go out ... to about 1,000 potential subscribers ... I sold the N.Z. publishing rights (excluding stage rights) to Lowry for £50 — to be paid me from the first £50 received from subscribers'.

35 Cresswell's account vividly captures the excitement of the moment, the shared enthusiasm for a new work and the possibilities it provided. To raise money for printing to begin Lowry produced a prospectus that proposed 'in the first instance, to issue immediately a limited edition of . . . not more than 250 copies for subscription in England and New Zealand. A cheaper edition . . . may be issued to booksellers later'.

36 The planned 'limited edition' would be hard-bound in green cloth (to match the green ink of the title-page engraving), printed on 'Mellotex' (an English matt-white paper), and have three wood engravings by 
E. Mervyn Taylor. The 7s 6d 'ordinary' edition






[image: Cresswell's The forest, resplendent in olive green.]

Cresswell's 
The forest, 
resplendent in olive green.
						



would be printed later from the galleys on lighter, machine-finished paper with one engraving and issued in a board cover with a lap-over dust jacket.

37 But for the first year money was slow to come in. Only £76 was raised, which meant that from the beginning of the production cycle Lowry was hard pressed for capital.

38 If Cresswell's promised £50 was deducted, Lowry was expected to start a fine printing job with £26. It is likely that, in this first year, income only covered the costs of the paper. Production would have to wait. This may explain the grumpiness of Sargeson, who complained that he had 'put in endless work trying to hurry Lowry along', without realising that Lowry was probably going as fast as the finances would allow. Sargeson was more optimistic early in 1951: I don't think 
Forest will be too long in appearing . . . it's going into type now'.

39 By then Lowry



had received an injection of £50 from the 
State Literary Fund, but by the end of 1951 
The forest still had not appeared and Sargeson's patience was exhausted: I was confident I could push Lowry along ... in time for Christmas, but all hope seems gone now.'
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Late in 1951 or early 1952 
The forest was finally printed on the new Glockner vertical cylinder. It had taken over two years to produce. There are no records of any income before May 1952 but between May and June £85 came in. After that, income tailed off dramatically and, until 
The forest was written off in March 1953, only £16 more was added to the account. Of the £101 income from sales, 60 per cent had come from booksellers (£57 as against £44 for individual subscribers) and once the initial flurry passed, there were few individual subscribers at all for the 'ordinary' edition. What hurt the partners most were the losses of £124 10s 7d — by the end of March 1953, sales had recouped only half of the costs of production. Lowry had gambled on subscription income matching production costs but had miscalculated badly. To make matters even worse, the job was flawed. Ted Wright, who imposed it, transposed pages — an error that went through both editions — and a correction slip was necessary. Nor were the lukewarm reviews likely to increase sales. While 
The forest was 'important', 'authentic' and 'profoundly serious', 
Keith Sinclair wrote, the playwright 'retreats . . . into an intellectual junkshop' and 
D. M. Anderson commented that if 'it contained more drama and a little less D'Arcy, it might well have been a fine play'.
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Commercial realities


But the examples of 
Here & now and Cresswell's 
The forest ought not distort the overall financial performance of Pelorus Press. It was a viable commercial concern and there are a number of indicators that confirm its profitability: for example, estimates of annual profit before tax, the partners' equity in plant, and the number of staff the partnership employed. Annual profit before tax can be estimated by analysing sales and expenses.

42' For the press, expenses comprised opening stock, opening work-in-progress, purchases, wages, overheads (including rent, power, freight and cartage, repairs to machinery, insurance, depreciation and replacement of type) and interest on loans. Overall, the figures are healthy. In 1948 the press recorded a 5 per cent loss; in 1949 and 1950 a 15 per cent profit; in 1951 and 1952 a 12 per cent profit;



and in 1953, a 5 per cent profit. The loss in 1948 was understandable as the partners were consolidating their business whereas the smaller profit in 1953 was the result of falling sales due to the partners' difficulties.
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Throughout the period the Pelorus partners added plant and equipment to their business. They bought a Wharfedale 20 x 30 handfed press and a Furnival cylinder press. In 1949 they bought their first modern automatic, a 10 x 15 Thompson, and in 1952 an 18 x 13 
1/
2 Glockner, an East German vertical cylinder. A list of plant compiled in 1950 includes £767 worth of type and £800 worth of binding equipment, with a £250 guillotine, a folding machine and a stitching machine. By 1952 the Severn Street premises were too small to accommodate the company: 'Every inch of space was utilised, a mezzanine floor had been built for paper storage — even the upper part of an old oven was cleaned out to provide much-needed space . . . carrying stock and printing formes up and down stairs, added to production costs.'
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In terms of staff the partnership began very much as a family affair. Trigg was the full-time machinist, Lowry the compositor and Taylor the binder. 
Iris Colleen Lowry worked full-time as an assistant to Taylor, Edith Taylor part-time, and Irene Lowry helped out in the office and with composing. With increasing volumes of work additional composing staff were required. In 1948 
Robin Lush began a four-year apprenticeship and the following year another compositor was hired. Each partner and employee drew a salary that was comparable to their peers in the trade.

45 Alongside these full-time employees were a number of casual or part-time staff, taken on when demands were high. Records of staff earnings over the years list many 'casuals' and 'binders'.

46
					






After Pelorus


Throughout 1953 Lowry's relationship with his partners deteriorated and in October Taylor and Trigg bought him out. Lowry took £1700 from the company, some plant, equipment, and 
Here & now: 'We all more or less decided that the time had come to let 
Here & now die a quick rather than a painful death tho' Bob insisted on keeping it going', wrote 
Ormond Wilson to Cresswell. Cresswell's reply hit the mark: 'Poor Bob . . . [he] is an infatuated fellow very difficult to discipline'.

47 Lowry bounced back with Pilgrim Press in June 1954: 'Equipped with a range of



fine new types, and with fast modern automatic machines, [I] will give a first-class service in all types of letterpress printing, with special attention to typography and reliable delivery.'
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Lowry ran Pilgrim for seven years until February 1961 when it went into receivership. It was his last established press and his best productions there show an assured printer at work. These include 
Maurice Duggan's 
Immanuel's land
						 (1957) — with its superb title-page and a device lifted straight from the Linotype Pilgrim prospectus, 
Olive Johnson's 

Bibliography of A. R. D. Fairburn
						 (1958), and Fairburn and Glover's 

Poetry harbinger
						 (1968). During this time 
Here & now folded. The magazine last appeared in November 1957 and in November 1963 Lowry confirmed to the Registrar of Companies that the business was defunct.






Lowry's legacy


Bob Lowry's importance to New Zealand printing history has not before been fully acknowledged and since his death in 1963 he has been remembered more for his lifestyle than his work. Glover's statement that what he 'actually did [was] not nearly as important as the fact that he existed' came to epitomise the way Lowry has been remembered.

49 There is no doubt that his lack of business sense and his drinking affected his work. Nevertheless, his printing legacy cannot be diminished. He was the first to print, or publish, the poetry of 
Allen Curnow, 
Kendrick Smithyman and 
Hone Tuwhare and the prose of 
Frank Sargeson, 
Roderick Finlayson, 
Greville Texidor and 
Maurice Duggan. Tragically for Lowry, many of the writers he championed looked to other publishers after their first experiences with him. Curnow, Sargeson and Smithyman went to Caxton for their second works and Witheford to Pegasus. Cresswell used Lowry twice and only Ormond Burton and Fairburn went back on more than two occasions. As well as 
Here & now he printed literary magazines, innumerable booklets, leaflets, broadsides and ephemeral works, usually with an arts or political bent. Equally, his lifelong passion for printing influenced the careers of many of his contemporaries: 
Ronald Holloway, 
Patrick Dobbie, 
Robin Lush, and even Glover himself.


In a way, Lowry's work has been remembered in the same way as his life. His 'typographical excesses' — in works such as those produced for Fairburn, for example — have been lauded as Lowry's contribution to New Zealand printing, whereas his other,



equally assured works that draw from more 'classically' derived models of printing, have been ignored.


Lowry's repeated shortcoming was printing and publishing without sufficient working capital. He knew it: 'Life is a bastard for the undercapitalised' he wrote to Glover when Pilgrim Press was in financial strife.

50 Such working capital could only be got by regular jobbing income or by borrowing. When either faltered, Lowry's cycle of indebtedness to friends, family and trade debtors would begin again.


His involvement with the 
Pelorus Press for eight years was his most sustained attempt to work within the bounds of a commercial jobbing business, but commercial viability was not enough for him. Lowry wanted Pelorus to be a successful publisher and he wanted to be free to publish what he believed in. But his judgement failed him. The works he chose to publish were never successful and consequently he lost the trust of his partners.


In 1949 Lowry said of Glover's 
Caxton Press: 'For the first time in our history [they] provided, with some measure of continuity and permanence, a focus and encouragement . . . for such literary talent as existed.'

51 Lowry's statement reads now like a coda for what he wanted to achieve himself. That he never quite succeeded is our immeasurable loss.
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It was 
Denis Glover who dubbed 
Bob Gormack the 'Byron of Burnside' after rereading his narrative poem 

Swagger Jack
						, enthusing 'Your neo-sonnet 10-line form is, apart from often brilliant expression, artfully and beautifully turned to theme'.

1 
Robin Dudding, too, praised Gormack's efforts, concluding: 'I've felt for years that Bob, bless him, is our leading humorist. 

Barnego Flat
						 is as funny as a fight and ten times as sophisticated'.

2 After reviewing 

Swagger Jack
						 in 

Landfall
						, 
James Bertram proffered a prediction: 'Some day an enterprising research student in literature or psychology ("a seagull pecking at a stranded whale") will write a history of New Zealand humour' and will conclude 'that New Zealand humour, like New Zealand sport, must be taken seriously'.

3
					


Although it had never been my intention to dissect the 'stranded whale' of New Zealand humour, it was a pleasant surprise to discover, in Bob Gormack's endeavours, an author and publisher committed to a native literature, but infused with a genuinely comic spirit. For it would seem that flocks of students of New Zealand literature have never doubted that their particular subject was to be taken seriously, both because of the solemnity of what was published and the way in which it was published. Gormack, by contrast, chooses to good-humouredly flout these conventions, and although he happily occupies the role of literary outsider because of it, his form and durability would suggest that his achievements are due further recognition.





Gormack's 
Nag's Head Press fits well into the broad category of private press, where, Roderick Cave admits 'waywardness and eccentricity are in the traditions of the material'.

4 Evidence for his inclusion within this tradition can easily be found in his publication list in the form of his own 
Bookie series, John Summers's novellas written entirely in Lowland Scots dialect, and historic documents such as 
Pioneers in protest: No gains without drains, being letters, mainly of complaint, culled from the archives of the Christchurch City Council. However, also included in the 116 books he has published to date are many reproductions of historic documents, ranging from cricket matches to records of Māori grievances, as well as works of authors such as Denis Glover, Allen Curnow, R. A. K. Mason, A. R. D. Fairburn, 
Basil Dowling, 
John Caselberg, 
Dora Somerville and 
Helen Shaw, and more recently 
Bill Direen and 
Jennifer Barrer. Such diversity demonstrates an inclusive approach to literature that was not always shared by his more well-known publishing contemporaries.


For Gormack's career began in Christchurch at about the same time as, and in some ways in response to, the emergence of the 
Caxton Press as the premier publisher of New Zealand literature. As Caxton prepared a limited edition of Milton's 
Areopagitica in symbolic protest against wartime censorship, Gormack was learning the basics of his trade printing illegal anti-conscription pamphlets for the No More War movement. While Caxton's efforts could be disregarded by state authorities as a mere printing exercise — the reproduction of an historic document — those of the pacifist movement were considered more of a direct threat which, ultimately, led to the confiscation of their printing press. Nevertheless, this temporary setback to Gormack's distinctly unofficial apprenticeship was to have a happy outcome. For, by a fortuitous and circuitous route befitting the author of what 
Denis Glover described as ten 'interminable, and interminably funny' volumes of 
The centennial history of Barnego Flat, he was reunited with this very same press in 1964 and it became the workhorse for his own revivified 
Nag's Head Press.

5
					


However, the first incarnation of this press took place some 20 years earlier, when, in 1944, Gormack enjoyed a brief rivalry with the Caxton Press. His more conventionally titled Raven Press derived the bulk of its income from the production of graph papers and gummed labels. Betting slips, Gormack was at pains to point out, were 'never printed in any shape or form'.

6 Reluctantly, he had



to sell this press in 1948, but as something of a carefree final fling, he not only published a miscellany of his own creative writing, but created a fictitious cast of literary characters who were supposed to have written it, and an equally fictitious Nag's Head Press.




Bookie: A new miscellany
						 appeared in March 1948 and, despite its title, was not an early 
Best bets, but more of a poetic punter's guide, bearing as it did more than a passing resemblance to the Caxton Press's own, recently ceased miscellany, 
Book. The good-natured satire was directed at what Gormack perceived to be 'the cultural hegemony of the Caxton Press'. He explained further: 'The Caxtonians, though deservedly in receipt of all the publishing kudos going at the time, had, at least in the view of an outsider, become a little schoolish, monopolistic, and even intellectually overbearing, i.e. disparaging of the nation's rugby, racing and beer image'.

7 Aside from the obvious comic aspect, the racing theme was doubly useful: the popularity of the sport was an antithesis to the elitism of high literary culture, and yet there still existed amongst racing spectators the social distinction between the 'inside' and 'outside', similar to that existing within and without the Caxton circle of writers.


This idea of a Caxton clique was exploited in an extended parody in 
Bookie entitled 'Specimen days in New Zealand: A continuous extract from the unpublished journals of James Flaxbush'.

8 These were the journals of a young writer of promise, who suffered from 'mal de New Zealand', torn as he was between the dour Caxtonians and their more convivial — and race-going — literary rivals, the Nag's Headers. The satire was directed most pointedly at 
Monte Holcroft's essays, particularly 

The deepening stream
						, and 
Allen Curnow's 

A book of New Zealand verse 1923-45
						, which were continuously cited by his fellow Nag's Headers as having a deleterious effect on the aspiring James Flaxbush.

9 At one point, Flaxbush comes across an artist friend by the banks of the Avon, who, when questioned, informs the young writer that he is 'making a practical study of the slow deepening of this particular stream . . . The Christchurch Avon . . . The stream that doesn't deepen', and then concludes, '[s]ymbolically, it's a fraud'.

10
					


Writers and essayists were not the only subject of Gormack's entertaining satire. Typography — inextricable as it was from the 'Caxton poets' — also came in for similar treatment.

11 In the introduction to 
Bookie entitled 'Speaking for ourselves' after the Caxton-published collection of short stories edited by Frank



Sargeson, this intention was made clear: 'Typographically, too, we intend to turn topsy-turvy many pretentious topical technical tendencies'.

12 This ranged from a page of fictional display types to 'Some type faces at a glance',

13 which parodied the page of the same name that appeared in 
Book — as well as a mock advertisement for a limited edition pamphlet from the 
Nag's Head Press, entitled 'A vindication of the Chamber of Commerce against what has been objected to it by "Singing Harry", "Whim Wham", and divers others by a self-made merchant'.

14 Furthermore, a Māori lament, one of the lines of which was 'New Zealand! Why do the pakeha poets reject you?',

15 concluded not only with a translator's note, but with one from the editor, typographical adviser, linotype operator, proofreader, compositor and, finally, the printer, who wrote:




As I worked on this job I could not help thinking, with some pride, of the humble contribution I was making to New Zealand literature. Such things are worth-while! I am a representative of the working class and I can say so without, I hope, any trace of sentimentality. There can be no comparison between doing work of this kind and ordinary, commercial printing jobs. Work of this nature makes one feel an individual, a craftsman. One becomes conscious of one's soul.

16
						




In further mockery, 
Bookie itself was stated as having been 'limited to 200 numbered copies', when in actual fact there were something more like 500 copies — unnumbered.

17
					




Bookie
						 also provided an opportunity for Gormack (through his fictional personae) to mount something of a rearguard action in support of the much-maligned 'Georgian' poets. In the introductory remarks, 'The ballad of Kaka Thompson' was cited as an example of 19th-century ballad-making that provided 'a most satisfactory answer to the many contemporary New Zealand writers — particularly those of the modern Caxton Press school — who still maintain, either directly or by provocative innuendo, that their native land has no poetical and literary traditions worth following or worth investigating'.

18
					


Gormack himself admitted to enjoying the Georgian poets and, when interviewed in 1992, he still had on hand an anthology of their verse, 

New paths on Helicon
						 edited by Henry Newbolt, which he recalled as being particularly popular at the time. Ironically, this collection included both Pound and Eliot, whom
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Gormack remembered as being the source of this criticism of Georgianism, and so his aim had been to place the 'Caxtonians amongst these intellectual verse writers ... in that satirical way . . . of giving my allegiance to the Georgians'.

19 This good-natured reminder to over-zealous 'Caxtonites' would seem to suggest that the literary vacuum that existed prior to the emergence of the so-called 
'Phoenix generation' in the early 1930s was not quite as pronounced as they would have liked to make out.

20 What had changed during this period was the dissemination of literature: the local publishing house was now both incubator and gatekeeper for new literary movements.


The sale of Gormack Graph Papers in 1955 to the Caxton Press raised enough money for a trip to England, where Gormack followed in something of Glover's footsteps some ten years previously. He visited the St Bride's Typographical Library and,
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armed with a letter of introduction from the local Christchurch Monotype agent, met with the great typographer Beatrice Warde. He also met with Dr John Johnson of the Oxford University Press, who 'affectionately remembered' Glover from his war visit.

21 Unfortunately, unlike Glover, Gormack did not have a Royal Navy commission to support his travels. To compound his difficulties, Gormack had neither formal apprentice training nor a union card, which made it especially difficult for him to obtain work. He nevertheless utilised this opportunity to continue with his literary endeavours, and sent Albion Wright a manuscript for 
Bookie No. 4, which he described to Glover in the following terms:




It is only part of a bigger scheme ... With your taste for clear, incisive prose, it is hard to ask you to be patient with my long-winded stuff, but how else can one indulge one's love for Joyce and Rabelais? . . .
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The general idea was to take my Nag's Head Club members back among their lusty New Zealand pioneers — satire on the ridiculous in modern pioneer-worship. There should be good fun in it for those that can penetrate the wordage.

22
					


Although this fourth number never eventuated, the description is a virtual blueprint for the long-running Barnego Flat series that Gormack began in 1964.


The actual acquisition of a press on which to print the Barnego Flat series occurred in the mixture of chance and coincidence that seemed to be a feature of many Christchurch publishing arrangements. Gormack was offered a dismantled Harrild treadle press that had lain unused in a woman's garage for over 20 years. This turned out to be the same press on which he had learnt his trade, sheet-feeding anti-conscription notices at the beginning of the war! After two key brackets had been made up to replace the ones
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presumably removed by the police, the press was duly installed in a shed at the back of his Burnside property, and type was chosen. As his basic text type Gormack settled on Monotype Caslon, which had been used at Pegasus Press on their fine limited edition books, and which had also been Glover's initial type of choice at Caxton. These essentials remain virtually unchanged to the present day, and with them Gormack has managed to produce, in his spare time, an impressive array of 116 hand-printed books in just over 36 years.


The first book to appear from the now permanently located Nag's Head Press was part one of 
The progressive piecemeal printing of the centennial history of Barnego Flat.
						

23
						 As with most Nag's Head productions, it was entirely hand-set and then laboriously printed off one page at a time. The historical setting of 'Barnego Flat' owed a great deal to Gormack's time at 
Pegasus Press as well as to the general publishing environment of Christchurch during this



period. Gormack explained: 'New Zealand's centennial in 1940, Otago's in 1948 and Canterbury's in 1950 had spawned a great many publications, district histories among them. The idea of centennials was in the air all through the 1950s and beyond'.

24
					


It is not particularly surprising, then, that, as both Caxton and Pegasus were sought after by historical groups for the quality of their presentation, as well as the prestige value that attached to their imprints, Gormack should find this a potentially fertile subject for satire.


Comprising ten parts to date, the rambling fictional narrative of 

Barnego Flat
						 traces events in the lives of the pioneer ancestors of the Nag's Head subscribers and, like its title, utilises a style familiar to readers of 
Bookie, that Denis Glover summed up in his inimitable way: 'Your muse is a rambler, a Peregrine Pickle, a discursive Rabelais-Cervantes'.

25 Although a representative example is difficult to isolate because of this discursive quality, the following excerpt is fairly typical:




The wholly original and delightful spirit in which the Flat was altogether pioneered; the warm, glowing, richly human light which, almost without exception, irradiates and suffuses the recorded events of the district's history; above all, the stalwart, rambunctious, enterprising, forthright, courageous, dedicated, resolute, rorty, forward-looking, bold, formidable, vociferous, uproarious, powerfully operative, incorrigible, unflinching, somewhat Rabelaisian and Falstaffian nature of the first settlers on Barnego.

26
						




In fact (or fiction in this case), the entire cast derived from the original Nag's Head subscribers of the first issue of 
Bookie, and was extended to include the Barnego Flat Balladeers' Club and Horse-followers' Guild, as well as the First Four Bullock Wagons. As these titles suggest, the strong parochial strain that is particularly evident in Canterbury was treated with a spirit of comic irreverence. However, the attention to detail and characterisation, and accuracy of representation would suggest that 
Barnego Flat is more than a parodying pastiche. It could equally be taken as a tribute to a comic spirit as necessary to the pioneer as their wagons and ploughs, but which is often overlooked by over-earnest researchers and amateur historians.


The 'editor' Dadds's description of 
Barnego Flat as '[a] true-to-type district history'

27 would certainly seem to be accurate, but
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it was also compositionally 'true-to-type', in a sense other than that usually associated with that description — that is, most of it was 'written' straight onto the composing stick. This unusual method of authorship rarely involved drafts and the results tended to belie the seemingly capricious nature of such a process. In fact, because hand-setting type is such a deliberate and time-consuming business, and to a certain extent irrevocable, much care and attention goes into composing it, both editorially and typographically. Although he admitted that the first part was 'a little undergraduate', Gormack affirmed that, far from being carelessly thrown together, 

Barnego Flat
						 was 'worked at as prose'.

28 Thus, for Gormack, the type case represented a panoply of descriptive possibilities, as many of which were to be utilised as possible, especially for humorous ends.


The result of the piecemeal printing of 
Barnego Flat was a collection of stories worthy of a West Coast publican, but with a considerably broader and more appreciative audience. Such was
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the meticulous detail with which the stories were catalogued and described (complete with footnotes, cross-referencing and mock-scholarly comment) that parts were even reproduced in scientific journals for humorous effect. Also, despite the predominantly local nature of the subject matter, Nag's Head books still attracted the interest of the wider international private press community, particularly across the Tasman. Geoffrey Farmer, who wrote a regular column for bibliophiles in the 
Australian book review, devoted an entire article in praise of the work of the 
Nag's Head Press and, in particular, the 
Barnego Flat series.

29 Ironically, such was its 'authenticity' that he appeared to take it at face value, accepting it as a legitimate, if somewhat unusual, piece of New Zealand local history.


With his retirement from 
Whitcoulls, a large publisher and book retailer, Gormack was able to devote more time to his press
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in the 1980s. The fact that the number of books printed or published each year did not greatly increase was perhaps more an indication of Gormack's extraordinary effort while holding down a full-time editing job. With the aid of his son, Nick, he introduced some more contemporary poets to the Nag's Head list, and continued to revisit his own youth in the form of his student diaries. More than a record of turbulent times, these provided a kind of rare literary record of an aspiring litterateur, someone who wrote candidly of his influences and ambitions, and who thereby provided a most interesting contrast with the figure of 'The New Zealand Author', as promulgated by the Caxton school. With a mixture of youthful vanity and honesty, the young Bob Gormack revealed his own literary heritage in which the Romantic and Georgian traditions played an important and active part, as well as figures like Lawrence, Joyce and Proust.





Gormack's achievement as a publisher is perhaps best summarised by 
Roderick Cave: 'he is content to remain the printer as craftsman, producing modest books at modest prices; books to be read and enjoyed rather than admired. The private press world could do with more printers of this kind.'

30
					


Certainly, in terms of continuity and consistency of output, Gormack has no peers in New Zealand, where private, or even small press printing is characterised only by being consistently transient. Even by comparison with considerably larger publishing operations, the Nag's Head form — in terms of overseas sales, production of local literature and success in a niche market — is impressive.


Despite this, Gormack's literary endeavours tend to have been dismissed, the absence of seriousness in effect confused with intent. True, his material derives from the comedy of language and life, and his writing style is discursive, more in the nature of a sophisticated pub yarn, yet it contains sufficient elements of satire and literary allusion, particularly French, to lift it above simple comedy. It is something of an axiom that the ability to laugh at oneself is a sign of maturity, and when one considers the seriousness with which a young New Zealand literature was taken in the 1930s and 1940s, it can, in retrospect, appear to be somewhat over-earnest. It is not difficult to imagine Gormack reacting against such a formative literary climate of high seriousness, but it is an even healthier sign for literature when it can recognise and accept such reactions.


Bob Gormack provides a unique example of someone actively participating in the literary process, whose work was not judged to be 'successful' by the standards of the day, but who, thereby, provides a unique insight into just how those standards operated. It could certainly be argued that Gormack's Entwhistle has as much claim to representation of the 'Kiwi joker' as Mulgan's Johnson, Sargeson's Jack, or even Keri Hulme's Kerewin.

31' In more ways than one, Gormack's example serves as a timely reminder of the importance of re-examining our past, in order to understand the power of those controlling the dissemination of information, and also to be wary of attaching too great — or too serious — a significance to what are essentially reinterpreted events. Even more than this, he reveals the potential for achievement in the dedicated individual, whether it be widely recognised or not.
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The French poet Eustache Deschamps (1346-1407) satirised bourgeois women's culture of the late 14th century — particularly the fashion for acquiring a finely illuminated Book of Hours — when he wrote






A Book of Hours, too, must be mine



Where subtle workmanship will shine,



Of gold and azure, rich and smart,



Arranged and painted with great art,



Covered with fine brocade of gold;



And there must be, so as to hold



The pages closed, two golden clasps.

1
							





Books of Hours, with their delicate illuminations, were to an extent 'fashionable' as an increasingly desirable accessory for the aspiring 14th- and 15th-century middle-class woman. But the crucial role of these personalised manuscript prayer books in the fostering of a more literate society should not be overlooked. As well as proudly displaying her book, praising the Lord from it, and acquiring that ineffable, essential product 'wisdom' from meditation on its contents, she also learned to read from it. The famous miniature of Mary of Burgundy, holding her book open with a mannered arch of the little finger, celebrates just such a book 'arranged and painted with great art', as does the more
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modest, but nevertheless fine and very telling representation of St Anne teaching the Virgin to read from a book in a 15th-century Book of Hours in Dunedin, the focus of much of this chapter.

2
					


Over that period, the increasing number of such books commissioned by women is testimony to the growing cultural importance of women as patrons as well as their role in increasing literacy. Recent research has posited links between this phenomenon and the new (from the 14th century) insistence on the representation 
of the book within Annunciation iconography, and further important links with the overall iconography of a whole new subject emerging in the 14th century that is featured in our Dunedin book: St Anne teaching the Virgin to read.

3
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Like the multimedia PCs for today's aspiring middle classes, every home had to have its Book of Hours, through which knowledge was obtained — spiritual wisdom, that is, rather than informational secular knowledge. Towards the end of the chapter, crossing cultures from the 15th to the late 20th century, from manuscript to cyber, I investigate whether there are any continuities between the picturing of the role of the book in learning situations in 15th century representations and the picturing of the role of the computer in learning situations in a strand of contemporary representations in computer magazines. Does St Anne, who taught the Virgin to read in the Dunedin Book of Hours and in countless others of the period, still have the same role to play



in representations of the downloading of literacy skills from one generation to the next in contemporary society?


The particular representation I am focusing on is in an histori-ated initial — an initial housing an 
istoria, or story — in a book known as the 
Hours of Margery Fitzherbert of Derbyshire. This Book of Hours is also known to have been passed to another woman who married into the family, Elyzabethe Cockayn,

4 reinforcing the significance of women's association with and patronage of books, especially Books of Hours.


St Anne teaches the Virgin to read on folio 9 recto within a delightfully dainty, decorative 'D' — a little damp-stained — in a style associated with the so-called International Gothic of around 1400, and more particularly with that of the illuminator Herman Scheere, who worked in England at that time. Its subject, the transmission of culture through the teaching of literacy via the medium of the book, is one with considerable signifying power. I want to argue that it can also be 'read' to advantage from our present position in culture where the book is, as everyone knows, changing its position in the face of new technologies. The very 'object-ness' of this unique book, its tactile vellum pages, its handwritten text and glinting illuminations with, in this scene, a representation of such a book 
within the book itself, has peculiar resonance for us now, as we embark on an era when (it has been suggested) we will visit institutions such as the new British Library not so much to read a text but 'to experience the book as artefact'.

5
					


Although the dimensions of the picture in the Margery Fitzherbert Book of Hours may be minute (the volume itself is only 180 x 125 mm), the image of the book within it is clearly given prominence, not only through its central positioning but also through its large scale. In common with other versions over this period of this new narrative of St Anne teaching the Virgin to read, it forms the dominant motif in a subject which spells out the absolute centrality of the book as the vehicle of literacy, as well as, by extension, the acquiring of piety. Probably the best known of the many illuminated versions of this new story occurs in the 
Bedford Hours (ca 1423, British Library). Here the association of a female patron with the scene is emphasised: she is directly involved in the narrative which has St Anne teaching the Virgin from a book, and the Virgin in turn teaching the Christ-Child, who raises his hand in the teaching gesture towards the patron, Anne, Duchess of Bedford. She kneels at a prie-dieu, with a book,
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her Book of Hours, this very Book of Hours, perhaps, on it. A similar self-referencing in relation to the depiction of the book can be read from our Dunedin example.


Interestingly, the subject of St Anne teaching the Virgin to read only evolved as a subject when the new emphasis on the book or books in Annunciation iconography superseded the standard accessory for the Virgin prior to this period, the spindle. This occurred in northern Europe in the 14th century and increased in importance in the 15th century. Its origins are usually located in England, with appearances in a wide range of media throughout Europe, but it featured especially in Books of Hours — and in Books of Hours for women.

6 It is not hard to see why: the narrative focuses on two generations of women, with the mother, St Anne, teaching her daughter, the Virgin, to read. The subject's description of the transference of literacy skill in an intimate tutorial setting provides a counterpart to the more frequent public, institutional education of young boys at this time.





As has been pointed out, there is no specific biblical or related textual basis for this subject, although the notion that Mary was 
wise is articulated in the Pseudo-Matthew: 'No one could be found who was better instructed than she [Mary] in wisdom and in the Law of God . . . ' and also in Albertus Magnus's 13th-century teaching that Mary was a 'master' of the seven liberal arts.

7 But neither of these texts constructs a narrative relating to the particularities of the interaction involved in the representations of St Anne teaching the Virgin to read. They do not, for instance, specify how these intellectual skills were acquired, nor who taught her. There was a notion current that she was born with them, but that is not particularly useful for the investigation of this narrative. The general context of women's increasingly important role vis-a-vis books, as explored so fruitfully by writers like Pamela Sheingorn, plus the new emphasis on the representation of the book in Annunciation iconography, are probably as close to specifics as one can get.


Other factors, however, may be worth considering. The popularity, for instance, of such texts as Nicholas Love's translation into the vernacular of the 13th-century 
Meditationes vitae Christi is one.

8 This gave a highly circumstantial account of the life of Christ and his ancestors and, with its detailed description of the Annunciation and the role of the book in the Annunciation, can be seen as a factor impacting on the iconography of the narrative that again involves the Virgin: St Anne teaching the Virgin to read. For there are, of course, other conceptual mergings between the life of Mary and of Anne: both conceive miraculously (Anne's Immaculate Conception was later verified by the Church), and both are pictured in Annunciation scenes whose iconography has much in common.


As art historians of the period will be aware, the 
Meditationes vitae Christi text states that not only was the Virgin reading when the angel arrived but — most conveniently for the pattern of Redemption narrative — she was at that very instant reading the Old Testament page featuring Isaiah's prophecy (7:14), 'Behold a virgin shall conceive and bear a son . . .'. Perhaps it is not so surprising, then, to see St Anne herself pictured with her daughter Mary in a related scene, and with a book, given its status in this influential text.


In the Dunedin Book of Hours the significance of this scene is heightened, I would argue, because it appears on an inserted



page, with eight other inserted folios, at the beginning and before the bulk of the book (some 94 folios) and its illuminations. The latter were completed in around 1470 in Flanders for the English market, whereas the inserted folios were produced much earlier, at the beginning of the 15th century, in England. Although one would like to associate them directly with Margery Fitzherbert, this is not possible for the obvious reason that she may or may not have been responsible for adding them to her prayer book, and a later owner such as Elyzabethe Cockayn might have inserted them. Given the early history of the ownership of the book (two known women owners), the textual emphasis on the feminine (prayers take the feminine form), plus the gender bias in the selection of saints in the suffrages of the saints section (only women saints like Catherine, Barbara and Margaret are given the status of miniatures), it seems reasonable to assume the St Anne illumination folio did not constitute a random addition and was almost certainly added by one of its women owners. Inserted or 'inset' folios were generally most carefully chosen and placed. A major example is the Genesis narrative with the scene of the Temptation of Adam and Eve in the famous 
Très Riches Heures of the Duke of Berry that was later inserted opposite the Annunciation, in order to provide a pairing of the key episodes in the grand scheme of the Redemption in a double-page spread.
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In the Dunedin Book of Hours, the leaf in question is the last in a sequence of nine leaves, at the end of the opening calendar sequence, and it is the first illumination in the volume. The text it accompanies is also the first of the most important sequence of devotions in a Book of Hours, the Matins prayers from the Hours of the Virgin, 'Domine labia mea aperies', 'O Lord open my lips ... so that I may sing Thy praises' — praises which have a particular relevance to the theme of learning to read. Matins is the first of the sequence of Hours to be attended to in the daily routine of devotions programmed in Books of Hours — the medieval spiritual antecedent of the Filofax/laptop/notebook. Significantly, the middle section of this volume, with the main textual and illumination components, lacks the important Matins text, so its later addition would also seem to show a conscious desire to compensate for this lack.


The title of this essay includes the words 'reading art, looking at books . . . ', an obvious play on the impact of semiotics on the now not quite so 'new' art history, involving the notion of a close



reading of the image's signs as part of a text among texts. However, the representation of the book, an object containing text more usually read in a 'literal' sense, operates in this instance more as a sign in a wider sense, with a whole host of significations. It can, then, somewhat ironically, be read as a text in the semiotic sense.


One kind of observation, for instance, which relates to the placement of this historiated initial, might note the nice analogy that is suggested between the double-page format of the open book — one object, two connected but separate units — and the two representatives in this scene of one family, connected but separate, mother and daughter.


Another might address ideas around the notion of teaching reading in a literal, practical sense; an approach to the generation of meaning in the Dunedin representation which is strengthened by reference to such works as the early 14th-century Psalter illumination of St Anne teaching the Virgin to read from an Alphabet Book. Here the role of such books in the mechanics of the teaching process is made abundantly clear through the large-scale depiction of the six letters 'DOMINE'.


While reading the classics was not deemed appropriate for women — their access to Ovid's 
Ars amoris
						 ('the art of love') was perceived as particularly risky — documentation over this period does reveal that women were increasingly owners of books. These were mostly religious works and if a woman owned only one book this was likely to be a Book of Hours. The connections between the acquiring of literacy, and so piety, via devotional texts was of prime import for a middle- or upper-class woman. In this Psalter it is clearly important that the child learns to read so that she can learn about the Lord, about 'Domine': be spiritual. And, tellingly, it is within the 'D' of 'Domine' that the Dunedin illumination is situated. Reading meant she could then involve herself fully in the requirements of the daily routine of approximately three-hourly devotions laid out in Books of Hours, starting at dawn with Matins and finishing up with Compline at sunset or late evening.


Attending to other details within this tiny painting can also connect with and impact on the meanings generated by the representation of the book within it. The sprig held by St Anne is one such detail, and a most unusual aspect of the iconography of this subject. That it functions as a sign of spring, of regeneration and renewal, and so is appropriate to the theme of the renewal of






[image: St Anne teaching the Virgin to read from an Alphabet Book, Psalter, Bodleian Library, Oxford, MS Douce 231,J:3, CA 1300, FOL. 3]

St Anne teaching the Virgin to read from an Alphabet Book, Psalter, 
Bodleian Library, Oxford, MS Douce 231,J:3, CA 1300, FOL. 3



literacy as it is transferred from mother to daughter is possible, with memories lingering on within Christian iconography of the Demeter-Persephone relationship. Certainly the links with spring are supported by the colour which St Anne generally wears: green, which symbolised spring. (Unusually, and unhelpfully, she is not depicted in this colour in the Dunedin version.) The rather ritualistically held sprig may also be understood as functioning as a symbol of the 
gift of literacy in this representation, of the notion of growth via knowledge as it is handed down from one generation to the next. In relation to this, the notion of the child (the Virgin herself) as a gift is another aspect worth considering. The proto-Evangelium of James, for instance, has St Anne say, 'As the Lord my God lives, if I bear a child ... I will bring it as a gift to the Lord my God . . .'(4:i).
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The significations of related motifs such as the flowers, often lilies, held by the Angel Gabriel in Annunciation scenes, symbolising the purity of the Virgin (or, if with three blooms, the Trinity) — or the Old Testament Jesse's twig, shoot or tree, referring to Isaiah's prophesies regarding the birth of Christ (Isaiah 11:1-3) — inevitably slide across (with a pre-modernist frame of mind like mine) to this context. This kind of transference is discussed by Mieke Bal and Norman Bryson in relation to what they call the textual character of inter-textual allusion, 'which involves the carry-over of meaning, or intersection of a prior discourse, into a different context', so complicating or enriching its meanings.

11


Such sliding across of significations is supported in this instance by the Dunedin illumination's incorporation of an unusual setting for this interaction between St Anne and the Virgin: a garden. In relation to a scene involving the Virgin, this immediately suggests the 
hortus conclusus, the enclosed garden of the Virgin's virginal state, frequently depicted in Annunciation scenes. In the Dunedin version of St Anne teaching the Virgin to read, this garden provides a habitat for the reading of the sprig as the Word made flesh at the moment of the conception of Christ, the second person of the Trinity. It can also be seen as a sprig or shoot of Jesse, and so as the 'sprog' Jesus. 
Egrediatur virga de radice Jesse (a shoot shall grow from the stock of Jesse), the text stimulating medieval minds to much linguistic play around the similarities between 
virga (the shoot) and 
virgo (the Virgin), from whom the shoot, Christ, emerges.


Continuing with such medieval — and post-structuralist? — thought patterns, one could read the all-encompassing, dominating structure of the letter 'D' of 'Domine' in this historiated initial as suggesting (as does the sprig/twig) not only the all-encompassing presence of the Lord ('Domine') but also his worldly manifestation in the person of Christ.


It is also important to consider the links between femininity and piety in relation to the Dunedin work, with its focus on a mother teaching a female child from a book that is probably, self-referentially, a Book of Hours. The Virgin was the major role model for women, as is made abundantly clear in the illumination of Mary of Guelders as the Virgin in her own Book of Hours (the 
Hours of Mary of Guelders). In the Annunciation scene Mary of Guelders is shown as the Virgin, holding her Book of Hours. The depiction conflates portrait and role model.
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It is also worth bearing in mind that Mary herself could be cast, as it were, 
as a book, as the book in which God wrote the Incarnation, an idea familiar to the medieval world and with a long history reaching back to the 4th century.'

12 These are distant antecedents, perhaps, for 
The sound of music's Leisel, 'sixteen going on seventeen', for whom Rolf sings, 'You little girl are an empty page which men will want to write on . . .'.


The relatively common image of women with small closed books in Renaissance portraiture relates directly to the mode of piety thought suitable for women of these classes, providing the notion of femininity with a distinctly 'devout' component.

13 The open book, however, as has been suggested by Pamela Sheingorn, can also indicate, in the specific context of the narrative involving St Anne teaching the Virgin to read, more general notions relating to the potential of literacy. As she points out, literacy in a wider sense was being seen as increasingly important in an intellectual and also in a more basic functional sense. As well as being crucial for learning to read texts in Latin and the vernacular, literacy was



also useful for upper-class women in administering estates. The representation of the book, then, in such a context as this can propel associations from the more mainstream and essentialist woman-femininity-piety nexus across (or 'up') the binary construct to associations between woman and culture. For a woman reader of such a book as this, it thus becomes apparent that this subject could mean a great deal — not only as a reflection of and a guide to her proper behaviour, but also in terms of a major form of validation of her role as transmitter of literacy and culture. As Sheingorn comments, quoting M. T Clanchy on that crucial shift 'from sacred script to practical literacy' over this period, the subject of St Anne teaching the Virgin to read not only reflected cultural practice, but also performed an important role in constructing or, as she puts it, 'shaping' culture.
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The self-referential aspect of the representation of books within books, noted above in relation to the Dunedin illumination, is a frequent and significant component of manuscript books, hardly surprising in a culture in which each book was unique, the dominant religion was embodied in a book (the Bible) and symbolised by a book. And also unsurprising for a culture in which, as Ivan Illich has it in his 
In the vineyard of the text, the book was the 'root-metaphor' of the age.'

15 As we know, the Bible's chief protagonist, God, was described as an element of text ('the divine Logos') and the Gospel of St John starts with the words 'In the beginning was the Word'. The framing image of the last book of the Bible, Revelations, is a book whose loosened seals unleash disasters unlimited. And books of this period, including Margery Fitzherbert's Book of Hours, were being produced at a time when the idea of the world itself as a book continued to have some currency, as articulated earlier by Hugh of St Victor, for whom the world was a book written by the hand of God, in which every creature was a word charged with meaning.'

16 The notion that the book can also stand as the dominant symbol of the Christian religion, and for Christ himself, is well known; among many examples it can, for instance, stand alone on an altar representing Christ as the divine Logos. Or, clasped by the Virgin in scenes of the Visitation, it can represent the Word made Flesh.'

17 In the latter, as with representations of St Anne teaching the Virgin to read, there is no textual basis for its appearance. That the book signifies Christ and God in such scenes as the Visitation is important for its appearance in the illustration in the Dunedin
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Book of Hours, where I would argue these significations are also generated.


Among later variations on the theme of St Anne teaching the Virgin to read, Etienne de la Tour's beautiful 
The education of the Virgin
						 (Frick Collection, New York) expands the traditional iconography to include the addition of a candle. The proximity of the candle to the book provides not only practical illumination for the Virgin's lessons but spiritual illumination as well, considering the candle's long history within representation as symbolic of Christ and of the Divine. The presence of God is clearly indicated. Coupled here with the motif of the book, certainly a prayer book like a Book of Hours, there is evidently a symbiotic signifying relationship at play, operating to intensify meaning as it flows from and oscillates between the two objects.


And the computer? Our new God? The idea has become commonplace, of course, has become a trope. We have moved, across
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the centuries, from the warm spiritually illuminating flame of the candle bringing to light, enlightening the meaning of finely wrought text with shining illuminated initials in the medieval illuminated book, to the intangible, mobile trellis of text on the coolly flickering computer screen. We have time-travelled from a spiritual to a secular society with its different gods. As the cultural critic Sherry Turkle has it, discussing children and computers, 'today's children, who seem so effortlessly to split consciousness and life, are the forerunners of a larger cultural movement. . .'.

18 And this is a children's movement which, while not perceiving computers as quite 'alive', is, it seems, at ease in granting them a psychological life, a consciousness. And of course an arguably 'God'-like consciousness, role and prominence in their lives.


How are contemporary notions of the transmission of culture via the pixeled screen pictured? Do mothers ('St Annes') continue to have a dominant role to play? Which kinds of family structures, ethnic identities and genders, ages and classes are represented? A sampling of images from computer magazines and a British Sunday paper provide the basis for my — not altogether serious — sociological survey and analysis. Given the speed of change within cyber-culture, a quite different narrative could quite easily be constructed, I am sure. However, my 
istoria, my story, concludes
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that people 'of colour', people from classes other than 'middle' and those aged beyond 'middle' feature infrequently. This realm of representation unsurprisingly targets a largely white middle-class male-dominated business executive class and the white, well-groomed secretarial proletariat. However, middle-class young white women and white children are featured (alongside white men) within both conventionally and (more unusually) unconventionally structured white family groups engaged in learning sessions with the computer. A very small number of examples might even be described as intriguingly 'deviant'. My sampling includes, firstly, the advertisement for Compaq's Presario home PC, where a conventional happy, white, middle-class family, with gender-balanced girl and boy children, enjoy a harmonious learning session together.'

19 Through education — 'enhanced' and 'entertaining' thanks to the computer — such families can be literate, knowledgeable, successful, can get ahead in today's competitive world.


A number of home PC advertisements have computer-buff Dad (not St Anne/Mum) in casually authoritative role, interacting matily with their sons. However, particularly relevant for this essay, one example of a contemporary St Anne super-mum interacting with her daughter sees our traditional iconography
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continuing to have agency, or rather hyper-cyber-agency. Here she not only communicates to someone else over her mobile phone in her 'spare' hand — rather than holding a sprig of flowers as in Dunedin's St Anne teaching the Virgin to read — but at the same time is embracing 
and instructing the girl on a home PC from CMP Technology.
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More subtle messages, and messages which also challenge the durability of the conventional nuclear family, together with the accepted notions of the direction and authority of the transmission of culture from the older generation to the younger, are conveyed by Microsoft advertisements in some of the 
Independent's Sunday Reviews.

21 In one advertisement the small text reads 'C'mon Dad, tell us about Sartre and existentialism . . . ' as role-swapping Dad — obviously a Sensitive New Age Guy, for trendy 
Independent readers — tucks (the text tells us) the two girls into bed, not St Anne/Mum, so that different definitions of the family are suggested. The girls, however, wear lipstick: they are 'sophisticated' and, as can be read from the scrawled text, as if written by them, peremptorily instruct their father: 'Forget Goldilocks and the Three Bears, tell us about Sartre'. Fairy tales are evidently in books, which are for babies (who don't wear lipstick) and for dumb parents, and are associated with the past . . . while Sartre
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and his relationship with Simone de Beauvoir, far more lipsticky and sexy, can be accessed via 
Encarta, on computers, which are now and the exciting future. The structure and assumed authority of previous generations is radically eroded. The family has lost its previous coherence, with the computer playing a crucial part in aiding and abetting major social and cultural shifts in our time.


Or can we see this as a return to the ancient idea of children as gods, of being taught by the innocence and wisdom of children? Christian iconography provides antecedents (though not in St Anne teaching the Virgin to read) in the role of and picturing of Christ as a child miraculously teaching adults in the temple; and also as a super-babe-in-arms, as in Botticelli's 
Madonna of the Book
						 (Museo Poldi Pezzoli, Milan), where that chubby little hand is really guiding his mother's. You can see the vestiges, the traces, of
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the teaching gesture here, as He turns round to illuminate and impress her with some erudite theological concept. Super-brats, Microsoft-child-as-god: these notions have a solid tradition behind them within Christian iconography.


In an advertisement featuring an Internet home page, the computer will not provide a substitute for that peculiarly physical, intimate setting for mother-daughter tutorials we have seen in the scene of St Anne teaching the Virgin to read, and in Christ teaching his Mum.

22 Here 'Mum', in a spookily static photographic image of 'Mom', welcomes him home and instructs 'Andrew' via remote control on his home page to 'Clean your room!' Digital Mom then encourages him (after the unlikely event of the room-cleaning) to go 'surfing' — to catch a wave of learning . . . maybe? — thereby clicking into his relationship, not with her but with cyberspace.


Finally, in the advertisement for Microsoft 
Encarta 96,

23 the machine has definitely replaced St Anne/Mum of the Alphabet Book, and un-cool Dad too, as no mediators are necessary now, even in the static photographic 'Mom' form. It is perfectly clear
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that even the youngest children, the gods of the future, can quite independently access their ABC — can get literacy — 
and so much more on this 'complete multimedia encyclopaedia'. After all it 'puts a wealth of information at your fingertips', with over 300,000 links between subjects [which] make browsing easy and fun'.

24 And the 2000 Deluxe version is 'so much more sophisticated, Mum', as my eleven-year-old son tells me.


St Anne taught the Virgin to read so that, as the Matins text reads, she could 'open her lips' and 'sing Thy praises'. The role of the Book of Hours as a tool in the further glorification of 'Domine', God, of developing spirituality and wisdom in young women, was critical. It had its highly significant practical uses, too, regarding literacy, as I have outlined. But its primary function up to the 15th century was in engendering virtue, in instructing how, in a spiritual sense, that literacy be used: how to love ... to love God and all that that implied.


Whose praises will this child sing? I think we know.
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In May 1950 I turned five and started school at Mount Eden Primary School. I joined a class of over 40 Primer Ones, the advance guard of the baby boom. On my first day, I traced a camel into a drawing book made of brown paper, and learnt to sing:



  
Squirrel Nutkin with his coat of brown


  
Quite the loveliest in Woodland Town



I had seen a camel at the zoo; but it was to be 30 years before I saw a real squirrel, in Regent's Park — and then it was a grey one. My life in Primer One set a pattern for my schooling which was to last until the seventh form. I had been an only child until I was nearly five, and had little experience of other children. I enjoyed most of what went on in the classroom, but I dreaded playtime and lunchtime. The noisy hordes in the playground terrified me, and I had no strategies for making friends. Going to the toilet was a major ordeal. There were no inside latches on the primer toilet doors — apparently so that little children could not trap themselves inside. A strange custom had developed of mercilessly teasing any child who was shy enough to close the door. Groups of kids, mainly boys, would stand round outside the cubicle chanting 'Baby! Baby!' and trying to push the door open, as I desperately tried to get my pants down and up again while holding the door shut.





After six months of the easy life, scholastically speaking, in Primer One, I 'skipped' Primer Two — much to my relief, as it was taught by an elderly woman who was very free with the strap, and was rumoured to be a witch — and went straight to Primer Three. There I met Janet and John and learnt to read.



Janet and John started school in New Zealand the same year as I did — 1950. Their migration here from Britain had its origins in the enormously influential New Education Fellowship Conference of 1937. Dr Beeby's autobiography recalls that conference and the discourse it was part of.

2 He describes the large numbers of people who flocked to hear the most popular speakers, such as Susan Isaacs, and the flavour of 'old-fashioned Methodist revival meetings'. He goes on: 'In a period of sophistication and cynicism [that is, the 1990s] it isn't easy to give a satisfactory explanation of this outburst of interest and faith in education.'
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He cites the strong sense of professional isolation felt by New Zealand educators then; this had been exacerbated by the Depression, when even books about education became scarce. But he also stresses the 'abiding sense of guilt towards the young, who had suffered in both war and times of want. . . here were experts offering us ways of making reparation to the next generation'.

4
					


The political context was encouraging for reformers: 'we had the knowledge that the new Labour Government was pledged to social reform, and that its minister of education [
Peter Fraser], the second-ranking member of Cabinet, was one of us in the audience and applauding as enthusiastically as we were.'

5
					


How was reparation to be made? In sum, education was to reject what Beeby calls its first great myth, survival of the fittest, and embrace the second two: education of the whole child, and equality of opportunity. The creed was encapsulated in the famous statement written by Beeby for Peter Fraser in 1939, although, as he points out, it does not actually mention equality at all:




The Government's objective, broadly expressed, is that every person, whatever his level of academic ability, whether he be rich or poor, whether he live in town or country, has a right, as a citizen, to a free education of the kind for which he is best fitted, and to the fullest extent of his powers.

6
						




Linked with this shift was a new approach to the curriculum. Under Beeby as assistant director-general from 1938, and as



director-general from 1940, the Department of Education embarked on an ambitious programme of syllabus reform, culminating in 1948 with the big one — reading. 
Janet and John arrived as part of this reform.


Before 
the Janet and John series appeared, most New Zealand children had been faced with the formidable 
Progressive readers. They were home-grown: the author/editor was Hilda Freeman, and Whitcombe and Tombs first published them in 1928. By 1940 they had overtaken all other reading series in New Zealand and were widely used in Australia too.


Like 
Janet and John, the 
Progressive readers centred on a family — Pat, May, Mother, Father and Baby — but before long they leapt off into a confusing mishmash of fairy tales and nursery rhymes. Altogether, 47 new words were introduced in the First Primer, including 'jig', 'jog', 'pig' and 'hog', 'roast beef (this was a pre-vegetarian age), 'Elfland', 'cupboard', and — ominously, perhaps — 'market'.


Beeby's Syllabus Revision Committee on Reading in the Primary School listed the ideal characteristics of a reading series. The stories should have a sequence of thoughts, and be based on a controlled vocabulary. The books should be suitably graded, attractive, and interesting, with a helpful layout.

7


Obviously, the 
Progressive readers did not measure up. But what was to replace them? In a 1985 interview

8 Dr Beeby recalled that it was not possible for New Zealand to produce its own new series: firstly, because all the painstaking research into graded vocabularies had been done by the experts overseas; and secondly, because New Zealand did not then have the printing capability to handle large runs of extra-sturdy books in full colour. Even good quality paper was still in short supply. So there was only one solution: to buy an overseas series. 
Janet and John was the eventual choice of the Syllabus Committee.


By the time they reached New Zealand 
Janet and John had a complex genealogy. They had started out in the United States in 1936 as 
Alice and Jerry.

9
						 In 1949 two women, 
Rona Munro and Mabel O'Donnell (Mabel came originally from New Zealand) revamped them for the English publisher John Nisbet and Co. Although some of the illustrations still showed their American origins, most had been thoroughly anglicised.


The version specially published for New Zealand by Nisbet that same year had seven books instead of four, and introduced
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new words more gradually, with a maximum of three new words in every 50 running words. But the only distinctively New Zealand flavour added was one Māori legend placed in the seventh and final title in the series, 
Once upon a time. The word 'Maori' did not appear until that last book.


Eighty thousand copies of each book were printed and distributed free to New Zealand schools from 1950 on. By 1956 stocks were low, so 
Whitcombe and Tombs, using originating material from England, printed 20-30,000 more of each title, followed by 12-20,000 of each in 1959. Printing in New Zealand saved scarce overseas funds and boosted local manufacturing.


Also available to support the basic books were several series of little reading books, though schools had to buy these. To give an idea of the numbers involved, three books published by Whitcombe and Tombs for the 
Family series — 
Family fun
						 (1951), 
Holiday fun
						 (1952) and 
Country fun
						 (1956) — sold between 93,000 and 115,000 copies each between 1951 and the early 1960s.





As 
Hugh Price notes,

10 there was no clean break between the 
Progressive readers and 
Janet and John. Right up until at least 1961, Whitcombe and Tombs continued to print the 
Progressive readers, obviously to meet a demand, in large runs of 10,000-20,000 at a time. However, the department's annual report for 1950 noted with satisfaction that six of the seven 
Janet and John titles had been sent out to schools. It commented: 'Already these books, through the use of carefully graded text and attractive illustrations in full colour, are having a beneficial effect on the teaching of reading in the early stages.'

11
					


With Janet and John's help, I learnt to read quickly and painlessly. This was partly due to my mother, who read Little Golden Books to me every night — 
Counting rhymes, The shy little kitten, The saggy baggy elephant. So I was definitely 'reading ready'. But there was another factor at work too. Apart from the fact that we lived in a flat over a shop, rather than a pretty suburban house surrounded by lawns, the central themes of the 
Janet and John series were entirely consistent with those of my own home life.


Long before Book 3 it is clear that Janet and John live in far more affluent circumstances than their predecessors Pat and May had done. Baby has disappeared, and Janet and John are so close in age that they could be twins. Unlike Pat and May, who ran errands and entertained Baby, Janet and John are never shown helping their parents or 'working' in any way, except for one trip to the local shop. What they mainly do is play.


Pat and May had of course played too. They played houses, pretended to be rabbits, dogs and horses, and made a row of chairs into a train. Nothing so wildly imaginative occurs to Janet and John. They seem unable to amuse themselves without a menagerie of pets and a cornucopia of expensive shop-bought props. By the end of Book 1, 
Here we go, they have played not only with a puppy and some kittens, but also with a swing, some boats, a toy plane, a hoop, a ball and an inflatable rubber horse.


The only make-believe roles they take on are those of customer and shopkeeper. In Book 3, 
Out and about, John sets up a shop where Janet and her friend can get toys. In fact, although the sordid topic of money is never mentioned, Book 3 is based around shopping, both imaginary and real. The nearest approach to a plot centres on an incident where Mother and Father both buy John a new cap. He resolves this problem by giving one of them to Janet. In Book 4, the children move calmly and confidently among the



merchandise, putting into practice the consumer skills they practised in Book 3.


Shopping had figured in the 
Progressive readers too — but of a very different kind. In the 

First progressive primer
						, published in 1929, Mother told Pat, 'I am too poor to let you buy a roast of beef... but buy a big rabbit. Buy a bone too, so that we can make broth.'

12 Food and shelter are taken for granted in 
Janet and John: nothing gets cooked or eaten in words, though a doughnut and sandwiches appear in the very first pictures. Mother does not cook or clean, and Father seems to lead a fairly leisurely life too, though they both do a little light gardening. They are shown doing only two things for or with their children — taking them out into the glamorous adult world of shops, boats and planes, and buying them things. The major function of good parents, it seems, is to supply their children with the luxuries of life — made all the more attractive by the bright full-colour pictures that accompany the carefully graded words.



Janet and John were part of what John Berger had in mind when he wrote, 'In no other form of society in history has there been such a concentration of images, such a density of visual messages.'

13 He went on, 'We are now so accustomed to being addressed by these images that we scarcely notice their total impact.'

14 But in the 1950s we did notice them. As printing techniques rapidly improved, post-war print media quickly became saturated with attractive full-colour images.'

15 Advertisers led the way; the advertisements were always the most colourful, dominant images in my mother's overseas magazines, which I read from cover to cover every week.


From the start, the images were designed, as Berger puts it, to 'propagate society's belief in itself',

16 showing it not as it was, but as it should — and largely did — desire to be. 
Janet and John were no exception. Post-Depression, post-war Western society desired two things above all: peace and prosperity. The image on which both centred was that of the small, privatised, consuming nuclear family.


There had always been plenty of advice to the poor — or rather to poor women — on how to manage their children and their households. (Much of this advice was delivered via compulsory schooling; indeed, Mother's quoted instructions to Pat about eschewing roast beef in favour of thrifty rabbit and soup bones may well be thinly disguised advice.) But never before had the



general public, including or perhaps especially children, been so efficiently bombarded with one powerful prescription for happiness, one overriding definition of normality. It hardly mattered whether the families were New Zealand or American or British, whether they smiled out from reading books or Plunket manuals, from Health Department posters or the pages of the 
New Zealand woman's weekly. They all looked much the same — mother, father, two closely spaced children — and they all carried the same message: this is the only right way to live.


It was in part the increasingly obvious gap between those images of happy conformity and the realities of New Zealand society that paved the way for the radical shifts of the 1980s. Something had clearly gone wrong somewhere. But had the family, and the economy, been fatally weakened by too much state welfare, as the neo-liberals insisted'

17 — or had the vision simply been too narrow in the first place?


Yet 
Janet and John can be read another way. Their images and their presence in our hands, like the Bertie Germ posters and the polio vaccines, or even the revolting school milk and the dental nurses in their feared 'murder house', were all of a piece. They sent children a consistent message which can perhaps best be summed up by the word 'entitlement'. Liz Heron, a British writer commenting on the 1950s, puts it well:




... the reality of our childhood experience was that these good things (education, health care) were our birthright. We took them for granted, just as we took for granted our right to be in the world. Along with ... the malt supplement and the free school milk, we may also have absorbed a certain sense of our own worth and the sense of a future that would get better and better, as if history were on our side.

18
						




In New Zealand, as Margaret Tennant has shown, the welfare state programme and the focus on families worked for children at the most basic level. By 1954 the average 15-year-old boy was 100 mm taller and 12 kg heavier than in 1934. Though girls made less dramatic gains, they were taller by 40 mm and heavier by 7.5 kg. School medical inspections showed that malnutrition had



fallen from 9.49 per cent to 2.4 per cent for Pākehā children, and from 7.94 to 3.27 per cent for Māori children.

19
					


As for education, primary classrooms were transformed by the approaches derided by critics as 'the play way'. Secondary schooling changed too, though less dramatically. In 1942 over 25 per cent of pupils had not gone on to full-time post-primary education, and another 50 per cent had left in their first or second year. That year the Thomas Committee was set up to look at the curriculum and the examination system. In 1944 the school leaving age was raised to fifteen, and in 1946 School Certificate was introduced as a qualification for those who were not going on to university. And all these reforms were being put in place at a time when school rolls were soaring. Between 1943 and 1950 primary rolls rose by 10,000 children a year; over the next five years the increase doubled to 20,000 a year. The total primary roll had been 280,000 in 1943; by 1955 it was 453,000.

20
					


In hindsight, the achievement is remarkable. But it fell far short of its creators' intentions. The driving force behind all the innovations was equality of opportunity — the right of every citizen to an equal chance in life. However, equality was narrowly defined. By and large, those at the top and the bottom of the socio-economic tree were believed to be there because of their respective levels of ability.


As Dr Beeby later explained, he, like virtually all other educators at that time, thought of differences in native ability as the prime cause of differences in achievement, and believed that high intelligence, like truth, would out.

21 The Syllabus Committee on Reading agreed. They stated bluntly that under really efficient reading instruction, the gap between naturally 'bright' children and naturally 'dim' ones would widen rather than narrow, as the most able pulled ahead. Yet they believed that any suggestion that a 'survival of the fittest' philosophy was operating could and should be banished from the classroom: 'In no sense should the teacher's guidance of individuals or groups cause some children to feel inferior or superior to others.'

22
					


The boys in the Standards classes at Mount Eden Primary certainly made sure that any signs of superiority in bright girls were quickly stamped out — though they cut uppity boys down to size, too. Boys and girls were frequently pitted against each other in spelling or mental arithmetic contests. As a successful female speller who wore glasses, I was dealt with at playtime by



jeers of 'brainbox!' and 'four-eyes!' accompanied with surreptitious thumps. (Any boy caught hitting a girl would have got the strap.) Male teachers did not seem overjoyed at my constantly raised hand either. At my all-girl secondary school, it was a huge relief not to have to feel ambivalent about knowing the answers.


But until relatively recently, the complex ways in which schooling reflected and perpetuated systematic discrimination and disadvantage along lines of gender, race and class were not even visible, let alone understood. And just as they were beginning to be understood, the political pendulum started its long swing back to the right. 'Money is life', says Berger. 'The power to spend money is the power to live. According to the legends of publicity, those who lack the power to spend money become literally faceless. Those who have the power become lovable.'

23 The other dominant sub-text encoded in 
Janet and John and the bright magazines became dominant, as the metaphor of the shop spread to encompass more and more of our social landscape.


Ironically, one of the few places where New Zealand's growing ranks of faceless children can now see themselves positively reflected is in the pages of their reading books — including those which continue to be supplied by the state. But in virtually every other area of their lives, the message is no longer one of entitlement or equality of opportunity. Once again, it is survival of the fittest.
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A few weeks before the 1995 Auckland conference on the history of the book, I was fortunate enough to be invited to the celebrations of the 150th anniversary of the first publication of the 
Straits Times
						, which started publication in Singapore in July 1845. Though threatened by rivals at different times since then, the newspaper has served Singapore well, and is now in a position in which no rival seems likely to supplant it — provided it and the government of Singapore remain on reasonable terms.


That they are on reasonable terms in the 1990s was clear from the celebrations. The occasion was marked by the publication of an excellent history

1 commissioned from a mainstream historian, of which a specially bound edition was presented to all the guests at a very elaborate dinner which Singapore Press Holdings gave for 1400 or so diplomats and captains of industry, with the Prime Minister as guest of honour who gave the address. But there was also singing, dancing, music, fireworks, video-clips, and multimedia entertainment of the kind which is today seen as appropriate to mark an important rite of passage for a successful commercial venture in the media industries. For there is no doubt that like the 
New Zealand Herald, or other New Zealand newspapers which have a respectably long record of publication, this newspaper is now more than a newspaper, more than part of the regional print culture alone. The 
Straits Times today is one of the media, its parent company obtaining and repackaging information, and



providing on-line services of a kind which nobody could have foreseen at the paper's centennial.


We are still as far away from 'the death of the book' as we have ever been. So how is the history of printing to be regarded? We might say, following the boast sometimes seen in old type specimens 'With twenty-six soldiers of lead ... I will conquer the world'; or, if inclined to classical quotation, go to a phrase used in the earliest days of printing: 
Typographica, ars omnium artium conservatrix — which if scarcely less boastful can more readily be justified.


Because thought about the function of typography and what printing history ought to be was powerfully affected in New Zealand by the writings of Stanley Morison or Oliver Simon in the 
Fleuron
						, and by the publicity so skilfully prepared for the Monotype Corporation by Beatrice Warde, these boasts might be more immediately accepted in New Zealand. But these descriptions of printing tend to be regarded as good and true when looked at from the perspective of those already enthralled by printing history. Even the leaders of Singaporean industry and opinion who were at the 
Straits Times dinner, would have accepted that such self-congratulatory boasts were reasonable — for that occasion. Politeness would have precluded too many smiles of disbelief.


In any other circumstances, the credibility gap would be too great. Every occupational group, politicians and prostitutes, medics and media moguls, authors and academics, has its own egocentric approach to life and society. 'With twenty-six soldiers of lead' is a fine and memorable phrase, but it is no more to be taken as the way people (other than those in the book trade) will regard the history of printing and of the book, than the boast of the blacksmith that 'By hammer and hand / All work doth stand'. I doubt whether many of us would actually concede that to be a complete statement of the truth.


The first point I wish to make, then, is that if the history of the book in New Zealand is to be regarded as part of mainstream history of the country (and not just a harmless but low-value hobby occupation like, say, some of the genealogical research so frequently seen), it has precisely the value, the weight, that will be given to it by educated New Zealanders as a whole. No more than that. If the average New Zealander attaches no importance at all to the typographic manifestations of the history of this country,



and even those with tertiary education can be inclined to dismiss histories of printing as misdirected effort, then it is necessary to think rather carefully about the kinds of historical writing, and the kinds of research, which are needed for New Zealand.


As an enthusiast for the subject, I would personally much prefer to see detailed specialist studies which will augment my own knowledge with fine detail, though I will readily admit that there is force to the argument that good generalised historical accounts can be prepared only when the detail is known and understood, in the way the French school of printing history has shown so well. (The volumes in the Elibank Press series 'Sources for the History of Print Culture in New Zealand' provide exactly the sort of thing needed.)

2 Nonetheless, specialist histories which can be appreciated only by other specialists, however excellent in their way, are not what ought to be the main thrust of the New Zealand historians' efforts; rather, for university departments and individuals to recognise that writing popular history is necessary and respectable, and to devote more time to writing that popular history.


In saying this, I am preaching what I have not practised. Although some of my work on fine printing has been an attempt at the general overview, much of my time has been spent in exploring dusty byways of book trade history which nobody else thought of much use.

3 These ranged from the unpublished (and, I have to confess, unpublishable) 17th-century manuscript history of printing which I edited for my master's degree, to accounts of commendatory verses by printers in the little island of Grenada, or of the tribulations of newspaper printing in the Swedish West Indies: yes, there was a colony forming the Swedish West Indies; not many people know that, as the saying goes — and how many care, even in Sweden? These were fragments picked up here or there in record offices and libraries, fragments which seemed to me when put together to reveal a pattern. But at best such things are only footnotes to the history of printing, and the general reader does not read footnotes.


This is not to deny the importance of picking up fragments and looking to see whether they can be fitted in to a larger jigsaw. When the late Rollo Silver told the infant American Printing History Association that the works they published should contain 'all the footnotes fit to print',

4 I applauded, just as the late Graham Bagnall would have applauded, since the sloppy amateurism and



lack of referencing in much printing history of the past was something to avoid. Equally, we need to avoid the pedantry of over-referencing and other pseudo-scholasticism which is a regrettable feature of some modern 'academic' writing. Good history should be readable. Articles of the kinds which appear in such journals as 
Printing history, Publishing history, the 
Bulletin of the Bibliographical Society of Australia and New Zealand, or the 
Turnbull Library record, are important, of course. These journals are the vehicles which convey some of the raw materials from which histories of the book are to be written. We will be mistaken, however, if we take the detailed studies in these journals as what is needed. They are only the raw materials. If New Zealand produces only specialist work written by specialists, intended only to be read by other specialists, we shall fail. Sometimes mainstream historians seem to have forgotten that their function is to interpret the past for lay readers of the present. Admittedly, not many of us can be Beagleholes or Boorstins, but it's no bad thing to keep in mind that our highest objective should be writing history accessible and interesting to the lay reader.


The second point I wish to emphasise — and I write as a former sojourner in New Zealand, fond of the country and its peoples — is that the history of the book in New Zealand is not a history of authorship, publishing and printing and bookselling, and of those who practised the crafts in these islands since 1840. Of course these topics are part of the history of the book in New Zealand, but they are a much more minor part than most New Zealanders seem to recognise. To be insular, to concentrate only on what happened in the land of the long white cloud, will be an unhelpful and ultimately untruthful course to follow. Recent work by Bill Bell (of the History of the Book in Scotland) on the print culture as part of the Scottish emigrant experience,

5 for example, is part of Scottish history, but is also part of the history of New Zealand and Canada and the West Indies, and it will be a distinct weakness if New Zealand print historians don't recognise that it is core to their own study.


About 25 years ago, I was present at an international library conference being held in Jamaica, whose theme was 'the challenge of change'. At one of the sessions the speaker, a very bright and able librarian from one of the Commonwealth Caribbean countries, was addressing the difficulties faced by one large research library whose stock of 17th, 18th and 19th century 'West



Indiana', including many unique examples of local printing as well as substantial manuscript material, was visibly deteriorating because of the harsh climatic conditions. He advanced the argument that their problems in conservation and preservation were mostly of minor importance, and that the library needed to do nothing to preserve the collection.

6 The books in question, he said, were the books of the plantocracy, of the planters, merchants and traders from Europe and North America who had made fortunes in the islands when they were jewels in the crown of the European colonising powers. They were not the newspapers, books and intellectual baggage of the negro slaves whose labour provided that prosperity, and so (he argued) the books had no relevance at all for the modern West Indians who were descendants of those slaves. If they had importance, it was as part of the history of the European colonisers; if the books were worth conserving, let them do it.


His proposition was not accepted. Hard-pressed though they were then (and are even more today) West Indian librarians accepted that it was their responsibility to preserve such material from the time before 'Massa day done' for the historian's use. They accepted that these books were and are part of the intellectual history of those islands, just as books printed in or imported into the North American colonies, or the craftsmen and people who created and traded in them are part of the intellectual history of the United States. Books and magazines and newspapers imported from Britain (or elsewhere) into India, or Australia, or New Zealand, are similarly part of the intellectual history of those countries, in the same way that today one would have to pay regard to the influence of Hollywood on the minds and thoughts of young people across the globe.


The recent fashion in the writing of book histories has been to concentrate on individual countries — the book in America, in Australia, in Britain, and more recently in Canada. To adopt the same approach for New Zealand will be tempting. What happened in reading, printing and publishing in New Zealand in the 19th century was of course in some ways different from anywhere else in the world; and the temptation for the writer of book history here will be to strive for novelty, by emphasising the distinctively New Zealand features.


Nevertheless, what happened here was only one manifestation of what was happening all over the world in the places to which



people from Britain (or other British territories, or from the United States) went as missionaries, settlers, traders, entrepreneurs or artisans. Such people went to the British colonies certainly, just as many emigrated to the United States; but they went also to Argentina, China, Madagascar, Thailand, Venezuela and all sorts of places one hardly thinks of as having British connections at all. And the development of book history in these places was affected by the intellectual baggage those emigrants brought with them. When looking, for instance, at a book published in the 1890s by Kelly & Walsh, it's often difficult to appreciate the conditions under which it was printed in Shanghai, so closely is it modelled on the books from London publishers.


This shows where there are two serious problems with the current approach to the history of the book. By concentrating on nations as they exist today, we are forced to play down or even leave out the international connections and international trade. Concentrating on individual nations and their differences, we discourage the study of commonalities. One can see this easily enough by looking at histories of the book which have been published in the past: because the history of the book in Britain is so extensive it has been tempting (and so much easier) for researchers to think only about the British Isles and not of the 'Greater Britain' which was supplied from London.


Even in Britain, much writing on the book has been the writing of metropolitan history, and the history of the book in provincial England and in Wales was neglected far too long.

7 In the United States, separate studies of printing in each colony, each state, are commoner but it is perhaps natural that the historians have looked inward at the continental United States and hardly at all at whether what was happening was peculiar or unusual or on the other hand quite typical of what was happening as printing spread to other parts of the globe. Although the history of printing in the West Indies is part of the larger history of printing in Greater Britain and in the American colonies, more than often today it is regarded as though it belongs to neither.


Just as Americans dwell on their own patch, there is a natural tendency for New Zealanders to dwell on what was novel or different about the history of printing in these islands. Nowhere else in the world was there a Māori community, and the human interest in the story of the early mission presses is very great. But it needs to be recognised printing in Māori for and by the Māori



people achieved very much less than was hoped by the missionaries and the Māori with whom they worked. In the history of the book in New Zealand, the work of the mission presses and the challenges and achievements of printing in Māori are worth including in general accounts because of their intrinsic interest, but they are not an important part of that history at all. The mission presses were a blind alley; almost as much an irrelevance to the mainstream history of the book in New Zealand as, say, printing in Cherokee has turned out to be for the history of the book in the United States.


Of course it is interesting to study why the mission presses failed so badly. To do this effectively cannot be achieved by looking at them as a specifically New Zealand phenomenon, through strained comparisons with other printing and publishing ventures in New Zealand. It demands comparison with the successes and failures of missionary printing in 
other societies. There were plenty of such ventures at the time in other Polynesian cultures and elsewhere in the Pacific, so to look sideways at book trade history in Hawaii, Tahiti, Samoa, Tonga and Fiji is desirable anyway, irrespective of the common mission press background. Less obvious, but potentially much more fruitful and illuminating for the mindsets of Yate, Colenso, the Catholic mission printers 
and their backers in Britain and France, would be studies of mission printing in Madagascar or some of the Chinese missions, since these are more likely to reveal what they thought they were about.


What printers, booksellers, bookbinders and others actually did to make a living, once they were in New Zealand is obviously of interest. Having myself roamed from one Commonwealth country to another rather as many an unsuccessful printer or newspaperman did in the 19th century, I am perhaps particularly alert to peripatetic printers, and inclined to think that this was a very common thing. Movement among members of the book trade ('going on the tramp') was certainly common enough a century ago within the United States or the British Isles. We don't know yet how common it was within the British Empire; but what we do know is that for a great part of the 19th century and beyond, practically every compositor or pressman or journalist or bookseller who worked in New Zealand came from outside. He

8 came bringing his already-formed ideas of what the compositor, pressman or journalist should do, however much his subsequent experience of New Zealand life might modify those



ideas. The inward-looking insular approach to history will never reveal how these ideas were formed and nourished, but it is a matter worth attention.


Giving this attention is not at all easy. In the days I was preoccupied by the West Indian book trade, I became interested in William Aikman, whom I knew as a bookbinder and subsequently newspaper proprietor and master-printer in Kingston, Jamaica, just after the war of American Independence. Knowing that originally he came from Bo'ness in East Lothian told me something more about him, but in the end it was his time spent as a bookseller and binder in Maryland which enabled me to form a truer picture of his expertise at his trade, and to recognise him as a pioneer of much more importance in Jamaica than was immediately obvious. But to work on Aikman while I was based in Jamaica, required me to be sufficiently engaged by the research to go to the United States and use the sources available in a number of the eastern cities there, and if I lacked cash, connections or competence to do that, I needed to find an American collaborator to do it for me.


Today, the ease of e-mail contact facilitates collaboration over large distances, but there can still be difficulties in 'foreign' research, as a New Zealand example shows. 
Michael Hamblyn has recently provided us with an excellent study of John Stone and the directories he published in Dunedin a century ago.

9 He did a very good job based on the file of Stone's business letters (preserved in a private collection) and with information from the directories he published. It is clear from Hamblyn's article that, before he ever came to New Zealand, Stone had already gathered some experience as a niche-publisher of directories and timetables in the London suburbs; and it is altogether understandable that (being based in Dunedin himself) Hamblyn just reported these things at second-hand, using an 1898 obituary of Stone as the authority.


Hamblyn has fulfilled one of the historian's tasks admirably: he has interested the reader. I now want to know more about Stone. But it's now necessary (if the interest is to be satisfied) for somebody to look closely at Stone and his career in Kent and at that of one of his business associates, that very interesting character Crosby Lockwood, whose name crops up over and over again when one is looking at certain aspects of the book trade.


Whether Stone was typical or unusual is worth knowing. One can probably assume that in the long run his business in Kent was



a failure, or so far from being a success that he thought a fresh start in New Zealand was a good idea. Whether people who move from Britain to the Antipodes (or those who make the reverse journey, like a Jack Lindsay, a Count Potocki or an Eric Partridge) have more, or less, to them than those who stay put, is worth asking. An insular history of the book provides no clues. In the example given, of course I am not suggesting answers could or should have been attempted by Michael Hamblyn. He would have needed a collaborator in Kent to explore the resources of local history collections there. We frequently need friends in other places, people who will follow up particular questions to show the other side of the coin. Alan Loney, for instance (himself a good example of the way the New Zealander can establish strong links with people overseas), has speculated very interestingly about the sources of information on the new typography that operated on Denis Glover and others in the 1930s.

10 There is quite a lot of data abroad that provides some answers — one, which I found by chance in Los Angeles, is given as an Appendix — but who will scan these records to try to determine whom they contacted, and with what results?


The historian of the book who is based in New Zealand needs friends abroad who will assist with such enquiries, but it is not a one-way matter. In Singapore (to return for a moment to Mary Turnbull's history of the 
Straits Times) personnel from New Zealand played a significant role in press history 40 or 50 years ago; important from the Singaporean perspective, but also of New Zealand interest since their work in Asia was (one would guess) often incidental to careers which later took these people back to New Zealand. Similarly, in my own work on the history of the Golden Cockerel Press (that quintessentially English private press run by Irishmen), quite apart from the indirect influences which worked on it through the artist John Buckland Wright, there were several instances of direct New Zealand influences which came as a surprise to me. No doubt I noticed these because of my own sojourn in New Zealand, and my years spent in Wellington certainly provided me with friends and professional colleagues to whom I can turn for assistance. Getting the information was not a real problem.


But who is likely to explore English or American or other repositories with an eye to interesting New Zealand connections? Unless a method is developed for linking together the teams preparing formal histories of the book in the different English-



speaking countries, it won't happen and we shall all be the poorer in studying the history of the book. The Internet, e-mail and things like the SHARP discussion group now make invisible colleges much simpler than they once were.


As stated above, it is important for large countries to help preserve the records of smaller ones. My personal experience of this came in the context of the West Indies and the triangular trade, but there are implications for New Zealand, a de facto colonial or neo-colonial power as far as many of its neighbours are concerned. New Zealanders have often played a crucial role in the history of the book in the South Pacific nations, and who is to collect the material and write that history if it is not done in New Zealand? For the 1995 Auckland conference I prepared a little keepsake on aspects of printing in Western Samoa;

11 inconsequential though that keepsake might be, it provided an example of what can be done if the historian in New Zealand looks beyond the country's shores. There is a chapter in the important 
Book & Print in New Zealand

12
						 (published since the 1995 Auckland conference) which includes a useful seventeen pages on printing in the languages of the Pacific Islands; but the opening sentence of the section in which they appear ('The languages used in New Zealand were all brought here from overseas') reveals the approach all too clearly. A history of the book in New Zealand, I maintain, should 
not be an insular history, but treated as part of the continent, the Main.










Appendix: A letter from 
Denis Glover
						
					


[Found by chance while I was looking among the uncatalogued Eric Gill manuscripts in the William Andrews Clark Memorial Library, University of California, Los Angeles. According to the Clark Library's records, this was formerly laid into the copy of 
Fantastica which Glover sent to Gill, and which is also now in the Gill collection at the Clark.]







129 Victoria Street


Christchurch C.1


New Zealand


April 6 1938



Dear Mr Gill




I should have thanked you before this for the book you sent me, 
Three Type Faces. It interested me greatly. Joanna is new to me. I haven't quite made myself accustomed to the 'feel' of it yet. Certainly when looking it over I gained the impression that it was medieval rather than modern, as you claimed. But I wouldn't like to say anything further without actually handling it.


If there is any catalogue of works from your press, please let me have one. It is not always possible to keep as closely in touch with English work as we would like.


I recently sent you two books from our Press — 
Fantastica & 
Dominion. If you can spare a line to let us know what you think of them I'd be very pleased. No doubt there are plenty of drawings in that style in England, but Bensemann is certainly the first New Zealander to try illustration on this scale. He is twenty-five — there should be great improvement yet. As for 
Dominion — it's only linotyped, & I know you won't like the big headings. But we haven't the range of type to make our choice as often as we'd like. The poem should interest you, however, quite apart from the typography.


Again, thanking you for 
Three Type Faces.
							



Yours sincerely 


								
Denis J. M. Glover
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